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This book provides an overview of studying
at the GSA and in Glasgow, and features
links to more specific information on
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Accessibility
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This magazine is a general guide.
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In the event that circumstances beyond
the GSA's control interfere with its ability
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the GSA will undertake to minimise,

as far as is practicable, any disruption.
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Vimeo

Video and film available free to view from
a range of GSA activities. Subscribe here
www.vimeo.com/glasgowschoolofart

Facebook

Keep in touch with friends and the School’s
goings-on
www.facebook.com/glasgowschoolofart

Join our community of applicants at the GSA
Registry page, where you can speak to other
prospective students and Registry can answer
your queries about the application process.
www.facebook.com/gsaregistry

Twitter
Come tweet with us at
www.twitter.com/gsofa

Flickr

For downloadable images of the School,
departments, artwork etc.
www.flickr.com/glasgowschoolart

Tumblr

gsofa.tumblr
gsasuccesses.tumblr

Registry

+44 (0)141 353 4512
info@gsa.ac.uk
www.facebook.com/gsaregistry

Open Day

Thursday 27 October 2016
(Undergraduate)

Saturday 26 November 2016
(Graduate Study)

Register now at
www.gsa.ac.uk/openday

The Glasgow School of Art

The GSA is internationally recognised as one of Europe’s
leading university-level institutions for the visual
creative disciplines. Our studio-based approach to
research and teaching, brings disciplines together
to explore problems in new ways to find new
innovative  solutions. The studio creates the
environment for inter-disciplinarity, peer learning,
critical inquiry, experimentation and prototyping,
helping to address many of the grand challenges
confronting society and contemporary business.

Since the School was founded in 1845 as one of the
first Government Schools of Design, as a centre of
creativity promoting good design for the manufacturing
industries, our role has continually evolved and
redefined to reflect the needs of the communities we
are part of, embracing in the late 19th century fine art
and architecture education and today, digital
technology. Then as now our purpose remains the same
- to contribute to a better world through creative
education and research.

With a proven history of producing some of the
world’s most influential and successful creative
practitioners, the GSA's studio-based, practice-led
education draws talented individuals with a shared
passion for visual culture from all over the world.

The GSA was listed in Design Week's Hot 50 as
leaders in design education; has produced five Turner
Prize winners and an astonishing 30% of all nominees
since 2005; and is ranked by Architects’ Journal as one
of the top five places to study architecture in the UK.

You will find the GSA a stimulating and intellectually
challenging environment in which to experiment and
explore new ideas. Students have the opportunity to
work with practising artists, designers and architects,
such as Ciara Phillips (Turner Prize nominee 2014),
Brian Cairns (Gold Medal Winner, Society of Illustrators),
and Professors Charlie Hussey and Charlie Sutherland
(Stirling Prize nominees). Many of our staff are engaged
in research of international and national significance,
with 61% of our research ranked as world-leading or
internationally recognised.

Many students choose to remain in Glasgow after
graduation because of the unique network of creative
people, spaces and organisations in the city, and are
joined by artists, designers, architects, writers and
musicians from around the world who are drawn here
by the quality of life and the clear sense of creative
opportunity. Within these pages you'll find a glimpse
into that community. Join us for a moment for a series
of reflections on the learning, teaching, spirit and ethos
of life at the GSA that is connected deeply with a
sense of place. Whilst what is GSA can be found
within the learning and teaching environment in the
campus  buildings themselves: in the studios,
workshops, crit spaces and lecture theatres, you'll also
find GSA reflected in the city of Glasgow, in her
exhibitions, events, galleries, parks, markets, tenements,
cafes and dancefloors.

Studying at GSA

The GSA offers undergraduate and graduate level
programmes across architecture, design, fine art and the
digital arts. This book is not however a traditional
prospectus. Whilst there is a directory of programmes
at the end of the book, to find detailed information on
the range of programmes on offer you should visit the
website at www.gsa.ac.uk. In the study pages online
you'll find detailed programme specifications, courses
and electives, useful information on making your
application as well as a host of content to discover from
student and departmental blogs, video and social media.
By visiting these pages you'll get the most up to date
information and can contact departments directly with
any other questions.

All GSA degree programmes are validated by the
University of Glasgow, with whom we also jointly offer
some of our programmes — BDes/MEng/MSc Product
Design Engineering; MSc Medical Visualisation and
Human Anatomy; and MLitt Curatorial Practice
(Contemporary Art).

Graduate Studies

Our taught masters programmes offer a range of study
areas including fine art, sound, architecture, fashion and
design innovation. Our research programme brings to
life the very latest in creative thinking, with MPhil and
PhD students supervised by staff who are themselves
active practitioners and theorists, and internationally-
recognised researchers.

In recent years the graduate community has grown
considerably, reflecting our success in research across
our research themes: Architecture, Urbanism + the
Public Sphere; Design Innovation; Digital Visualisation;
Education in Art and Design; Fine Art + Curating;
Health + Wellbeing; Material Culture; and Sustainability.

On the RADAR

Visit RADAR the GSA research repository, to discover
a digital archive of research and enterprise output
produced by GSA staff and postgraduate students.

radar.gsa.ac.uk




Key Info

Founded in

1845

As the government school of design.
Today one of the few remaining

independent art schools in the UK

Mackintosh Building

BeSt BRIEISH
BUILDING

Voted RIBA ‘Best British Building’
of the past 175 years. A major
restoration project now underway

Mackintosh School of Architecture
top architecture school in Scotland +

in UK (Architects’ Journal) @

All GSA degree programmes
are validated by the
University of Glasgow

Strategic research partners include
Historic Scotland, NHS, Institute of
Directors, Highlands + Islands
Enterprise, University of Edinburgh,
Glasgow Housing Association and
University of Glasgow

Population

2,100

Almost 33% from outside the UK
representing 69 countries

A retention rate of

6%

one of the highest student
retention rates in the UK
(source: HESA statistics 2014)

International exchange
programme with

79

PdRthner
InNseieveIons

1%

of research recognised as world-leading
or internationally recognised
(Source: REF 2014)

QS World University subject rankings

2O

in the world and 3rd UK

200+

stubDents

Singapore Campus

The School of Fine Art has produced
CEURNER
PRIZE
WINNERS

30% of nominees since 2005,
and virtually all the artists
chosen to represent Scotland
at the Venice Biennale

‘50

Design Week lists the GSA in its
*Hot 50’ — leaders in design education
in the UK

SFC Funded and New York Architect
Steven Holl and JM Architects’
designed Reid Building named AJ100

2014

Building of the Year @ l"

92.3%

of graduates are in employment,
self-employed or have gone on

to further study six months after
leaving the GSA (source: DLHE 2014)

Basedin

GL.aSGOW,
FORRES,
SINGAaPORe,
BellINnG

Opposite: Heather Lander,
MFA 2015, installation view
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Public artwork by Turner Prize
winner and GSA alumnus
Douglas Gordon in one

of the city’s side streets.

Image courtesy Herald & Times

Glasgow

THE CICY OF

GLaS

The Botanic Gardens

in Glasgow’s West End,
one of the city’s many
green spaces.

Image: Colin Mearns,
Herald & Evening Times
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Trans Europe Café in Glasgow's
Merchant City, a hub of bars,
restaurants and galleries.
Image: Kirsty Anderson,
Herald & Evening Times

Aye Aye Books, just one
of Glasgow’s many
independent shops.
Image: Tetsuo Kogawa

GOW

Glasgow is a city where grit and glamour collide -
where beautiful architecture and green spaces

sit alongside relics of an industrial past.

The cultural heart of Scotland, it is rich with
museums, galleries, venues and independent shops
to explore — here are some highlights.

The Glasgow School of Art Presents
The City of Glasgow

A short film by GSA alumni

Cara Connolly and Martin Clark

(Fine Art Photography 2003, 2000)
exploring the city through the eyes

of its cultural residents.
vimeo.com/55051394

People Make Glasgow
peoplemakeglasgow.com

A comprehensive guide to events,
festivals, shopping, attractions
and more.

Further Afield in Scotland
Scotland’s other cities — the Capital
Edinburgh, with its castle and historic
Old Town streets; Dundee, forthcoming
site of a new V&A Museum - are within
easy reach of Glasgow by road and rail.
The Glasgow School of Art .
Presents The City of Glasgow If you want to get out of the city,
some of the best hill walking, climbing
and skiing in the UK are not far away.
The stunning coastline of the west
coast of Scotland is less than an hour
away by train or car, as is Loch Lomond
and The Trossachs National Park.
visitscotland.com



From top, clockwise:
Transmission Gallery and

Street Level Photoworks at
Trongate 103; Lighting Design,
Simon Corder, New Wynd Lane;
Ca'd'oro building detail,

city centre

36 hours in Glasgow
New York Times 2014

The New York Times travel
writers discover a vibrant hub
of culture, food and nightlife.

Nyti.ms/1sUNd2a
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Just over 300 years ago, Daniel Defoe, journalist,
English spy and best known as author of Robinson
Crusoe, described Glasgow as, ‘indeed, a very fine
city; [..] the cleanest and beautifullest, and best

built city in Britain...’

In an early example of flattering travel writing, Defoe
extols the city’s built environment — noting the broad
main streets and fine stone houses. He comments

on the energy of its trade and business and identifies
its role as a seat of learning: by the time Defoe visited,
Glasgow University was already 250 years old.

A 21st century Defoe might take a similar view.
Glasgow is a beautiful city. The evidence is to be found
in the physical scale and proportion of its streets and
spaces. The city exudes confidence and boldness.

It demands to be taken seriously. The 19th century
legacy of a city centre grid with wide streets of shops
and offices, gives way to red and blond tenements,

the industrial grime removed, sweeping terraces
overlooking parks, and large villas especially in the west
and south of the city centre. As for public buildings,
Charles Rennie Mackintosh’s masterpiece on Garnethill
is undoubtedly the jewel. Marvel too at the legacy

of Alexander ‘Greek’ Thompson, and, more recently,
Gillespie Kidd and Coia, founders of Scottish
Modernism. But the architecture of Glasgow is not just
in the past —the new Steven Holl designed Reid Building
at GSA is testament to that.

In what was the Second City of the Empire, the
legacy of heavy industry has nearly gone and the city’s
trade is now reliant on banking, finance, business
services, insurance, tourism and retail. There are three
universities, a conservatoire for drama music and dance,
and, of course, The Glasgow School of Art. Many of the
graduates from the GSA and other higher education
institutions make their home in the city and become
part of the creative sector across all disciplines.

Higher education is central to the city’s cultural, social
and economic strength, but while it underpins it does
not overwhelm. There are many other aspects to the
city’s life and the place has a hinterland.

If you are a tourist you must take an open topped
bus tour, go on a Mackintosh trail, find the Hidden
Tearooms, visit Kelvingrove Art Gallery and Museum,
walk through the park to Glasgow University admiring
the view, stroll along the River Clyde, go to a Play a Pie
and A Pint, lunchtime theatre at Oran Mdr, take the

Underground, go and see Alasdair Gray’s mural at
Hillhead, have a drink in a Glasgow pub, enjoy a curry
or fine dining with a Michelin star, plan your visit
during Glasgow International, Celtic Connections and,
of course, shop and shop and shop.

However if you live here, you can do all of the
above but you might also explore the radical and social
history of the city at the People’s Palace, visit the
Science Centre, join the New Glasgow Society,
read Lanark by Alasdair Gray, enjoy the excellent
sports facilities in the city and enjoy the legacy
of the 2014 Commonwealth Games, join the library
and use the great reference resource which is the
Mitchell, (the largest reference library in Europe),
explore the Barras, go out every night to an exhibition
opening, gig, cinema, theatre, opera, or dance,
cycle along the canal westward to Bowling, take a train
to Wemyss Bay and a ferry to Rothesay, climb Ben
Lomond or the Cobbler, visit the seaside at Largs and
eat an ice cream at Nardini’s. You can even get a train
to Edinburgh every 15 minutes from Glasgow Queen
Street station. But what about the people? There is no
denying that Glaswegians are a friendly lot. The habit
of engaging near-strangers in intimate and personal
conversations becomes the norm for those who settle
in the city too. Sometimes it appears breathtakingly
direct, often funny and rarely intentionally rude.
Glasgow’s — and Scotland’s — distinctive education with
its broad generalist approach encourages wide debate
and discussion: it has even been suggested that
Glaswegians have an opinion about anything and
everything. Enter that spirit and you become a native.
Embrace it and, like many former GSA students and
staff, you will never leave.And finally, yes it does rain...
but as the comedian Billy Connolly, one of the city’s
famous sons once remarked, ‘There’s no such thing
as bad weather, just the wrong clothing.’

Christine Hamilton

Formerly Director of the Institute for Creative
Enterprise, Coventry University and Founding
Director, Centre for Cultural Policy Research,
University of Glasgow 2012
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Left: Museum of Transport
by Zaha Hadid and The Tall Ship
at Riverside, Glasgow
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Above: The Briggait, Merchant
City housing Wasps studio
space, street-front galleries
and a public courtyard c1873

Left: Kelvingrove Art
Gallery + Museum houses one

of Europe’s great art collections.
Free to visit

Left: Laboratorio Espresso,
West Nile Street. Architect’s
Journal Small Projects 2014
shortlisted interior by GSA
tutor Adrian Stewart of

DO Architecture. The interior
uses the reclaimed shuttering
from the GSA's Reid Building




Below: Barrowland
Ballroom, renowned
Glasgow music venue

Above: The Lighthouse,
Glasgow, Scotland’s national
centre for design and
architecture

Below: City skyline looking
across the city to the river
Clyde and Pacific Quay

Glasgow images of People
Make Glasgow
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SAUCHIEHALL
STREET

Above: Looking along
Buchanan Street,

one of Glasgow's main
shopping streets;
Sauchiehall Street sign
near GSA




Studio is an essential part of GSA life. On campus - studio
life centres in and around the new AJ Building of the Year, the
21st century built Reid Building and other buildings across our
Garnethill campus; our new temporary premises for Fine Art
whilst we tend to the Mackintosh Building—TheTontine Building
— in the cosmopolitan Merchant City area of Glasgow; and our
= state of the art premises in Glasgow’s digital media quarter
at Pacific Quay. Outside of the GSA it is the city of Glasgow
itself that forms an integral part of what ‘studio’ means.
Pop ups. Events. Talks. From Architecture Friday Lectures,
workshops and talks to regular Pecha Kucha nights in the
union, studio in sites across the city can be just as meaningful.
All the world’s a stage...

|
! f Reid Building at Glasgow L
of Art, by Steven Holl Arcl
| J i Vimeo.com/101410201 .
! - h‘h
)
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MacMag pin up,
Mackintosh School of
Architecture 2014

Opposite: Liz Sumner (left)
(Painting + Printmaking
2014), one of the ‘Phoenix’
bursary graduates pictured
at ‘Phoenix Night', August
2015. Follow the story at

gsaphoenix.blogspot.com



Artist (left) and visitors
pictured at Degree Show
2015, Tontine Building
Lady and Lady Muck

Daisy McManaman,

Fine Art Photography 2015
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Left: Communication Design
studio

Below: Model, Fashion Show
2015, wearing Calum Brown

Far below: Fine Art studios,
Tontine Building

Guests at Pam Hogg
exhibition /popup shop,
part of Fashion Cultures
2014. Image: Callum Rice

fashioncultures.org




21st Century Campus
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Mackintosh Lecture Theatre.

Filming performance for

‘A Return to Normalcy:

=

e == = Birth of a New Museum’

i o == i3 i by Grace Ndiritu
T — p— W T e e e s — . - / - :
b Trailer by Mark Kelly, 2015
(MDes Sound for the
Moving Image)
Commissioned and produced
by GSA Exhibitions.

=




28

Bomnong L'or
James Mitchell, Lecturer in Humanitarian Architecture at

the Mackintosh School of Architecture, looks at a volunteering
project with charity Orkidstudio

The coastal port city of Sihanoukville, Cambodia, is a well-
known tourist spot, with long-stretching golden beaches and

a busy central strip. Behind the paradise of sun, sea and foreign
tourism lies a chaotic, throbbing downtown area eventually
petering out along a line of Buddhist-pagoda-topped hills. It is
in these urban midlands, nestled behind a busy market street,
where the reconstructed Bomnong L'or (Goodwill) Centre sits.

The Centre has been running for over ten years and provides

much needed supplementary education to children and adults.
The centre has proved to be a huge success and is used by a
large number of the local community on a daily basis, as a place
to meet, play, learn or work. Built on a cramped site accessed
by a small dirt track, the original single storey structure lay
awkwardly off the site boundary, reducing play space and
offering only poorly ventilated and dimly lit rooms throughout.
With so many daily users, the Centre struggled to function
effectively and required a re-think in design and layout.

The new building lifts all learning and teaching spaces
immediately up to first floor level, clearing the full site area
which is then articulated by a twisting and turning landscape,
creating a range of spaces for children of different ages to play.
This raised typology mimics the traditional Khmer stilt house,
typically constructed from timber, but in this case from
fabric-cast concrete. Cut and stitched by local female
dressmakers, this previously untested method was built by
a majority-women workforce.

Now complete, the new building provides four large teaching
spaces, a computer room, administrative and service spaces,
and a colourful soap room built within the shell of an existing
building on the site. In order to encourage local families to send
their children to the Centre rather than forcing them to work
from a young age, this soap production facility offers poor
women a chance to learn a new skill and generate an income.

Photography by Lindsay Perth www.lippi-photography.co.uk

More on the project at orkidstudio.co.uk/blog/
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Painting + Printmaking

2015, Studio, Tontine
Building
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Take a walk through the workshops of the
GSA, and you will discover contemporary
artists, designers and architects still using
traditional means of making work. Words
and photographs by Theresa Moerman Ib

Right: Loom Room,
Reid Building

From Polaroid effects on camera phones to old
typewriter fonts on websites, retro-style is the new
black. But all these current trends are digital
simulations of original techniques, and there is
something to be said for learning things from
scratch. At The Glasgow School of Art traditional
processes, ranging from analogue photography to
letterpress, are a significant part of the curriculum.
While new students enjoy being introduced to the
traditional crafts that inspired digital processes,
tutors and technicians are also keen to preserve the
old ways because it's what hides behind modern
technologies and what makes us understand how
to use them to our best possible advantage.

In the Richmond Building that houses GSA's Fine
Art Photography programme, the darkrooms on
the ground floor look somewhat empty. But the
atmosphere is always more subdued than in the
digital darkroom upstairs. When you work with
analogue photography, there’s a long process
before you can see a print take shape - one that
occurs mainly in the dark. First you develop your
colour or black and white negative film. This is a
painstaking process that has you fumbling in a
small, blackened room, rewinding your roll of film
onto a plastic spool that gets placed in a developer
tank. The first time you try it, you're terrified of
destroying your shots. Once you get the hang of it,
you'll be confident enough to develop several rolls
at a time. The colour processor does the work for
you in about 20 mins, while developing your black
and white film will have you working hands-on
from start to finish.

Sometimes things go wrong, but a “failed”
process can easily turn into your best work. Perhaps
that is part of the thrill for those who decide to

work with traditional processes. With digital
photography you're fairly sure of your results, but
with analogue photography any number of things
can occur along the way — some artists even make
mistakes on purpose just to see what happens. Fine
Art lecturer Christina McBride is a graduate from
the department and is one of the people working in
the dark on a sunny day. She doesn’t own a digital
camera apart from the one on her phone. “For me
the darkroom is a sanctuary”, she says. “A place in
which to be absolutely alone and to close out the
world outside. It is also a place in which to create
narratives about that world, from within this
darkened space. No one can enter the space unless
at least alerting their presence”.

This is part of the reason the corridor looks so
empty even though there are people working
behind closed doors. In order to enter a darkroom,
you have to go through a set of doors, knocking on
each before you enter, and making sure you close
the door behind you before opening the next one
to ensure no light gets in and destroys the work.

During first and second year, students are given
inductions in how to develop film and use the
darkrooms. Whether they end up using analogue
photography in their practice or not, it’s a vital part
of the learning process, especially if they decide to
combine analogue and digital.

Christina McBride recalls a recent example of
the importance of learning the analogue process:
"A Year One student with no previous experience of
analogue prior to art school, spoke about her
delight in learning about the analogue processes.
It not only opened up immense possibilities and
understandings of light as a creative and drawing
medium but also helped her to better understand »
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“Analogue is disappearing from our places of
learning at an alarming pace. It is imperative
that we preserve the specifics and sensibilities

of this medium and ensure its availability,

its understanding and its relevance for current

and future generations”

the difference and potential of digital technology”.
Maintaining the knowledge and skills required to
work with traditional processes and making sure
we pass them on to the next generation is essential
to a fully rounded education in the visual arts,
according to Christina McBride. "Analogue is
disappearing from our places of learning at an
alarming pace. It is imperative that we preserve the
specifics and sensibilities of this medium and
ensure its availability, its understanding and its
relevance for current and future generations of
students and artists.”

The importance of the analogue to the
understanding of digital processes is just as evident
in the caseroom, which is home to the letterpress
of GSA's Communication Design programme.
Lecturer Edwin Pickstone is also a Glasgow School
of Art alumnus who has worked in the caseroom
since graduating. It's both a fascinating and a
daunting place with its thousands of metal letters
ready to be inked up and sent through the press in
whichever arrangement you choose. Careful you
don’t drop a tray, or you'll be organising for quite
a while!

The type trays are organised like computer fonts
with the same names and sizes, but physically
handling the letters is a better way to gain
knowledge about typography. This is why first and
second year Communication Design students have
workshops where they get to complete a specific
project under supervision. In third year they get an
induction to the caseroom that allows them to
work independently. “The systems that are going
on behind the screen in computer programmes like
Word or InDesign are the same ones you're using
here”, Edwin says: “But even though it's the same

process you have to make all the decisions and do
everything yourself, which means that when you
get back on the computer, you understand better
what’s going on. If you're a designer working with
type, you should know how things are controlled”.

Since the systems are mechanical, it also allows
hands-on control over the means of production
whether it’s a run of pamphlets, books, posters etc.
You can print from anything if you just cut it to the
right height for the printing press: all the traditional
processes like lino, woodcut and engravings — even
a slice of cabbage! You can't exactly shove that
through your inkjet printer. “There are lots of ways
to manipulate how these machines work in a way
you couldn’t do with your printer at home”, Edwin
points out. “So while people think of it as being
quite a slow process because of making all those
decisions, learning all the processes and how to set
type well, the printing process is very direct and
physical whereas on a screen you’re working with
a simulation until the moment you send it to print.
In here there are many things that are quick and
have immediate results and that allow you to work
on a project in quite a different way”.

As with photography, it's not a case of choosing
analogue or digital. Many students find that
working traditionally helps them understand
typography better. This can then lead them off in
other directions such as screen-based or laser-cut
work once the fundamental skills are in place.

Other fascinating inventory in the caseroom
includes books based on typography and printing
processes: a large industrial guillotine, a paper-
folding machine, bookbinding equipment, a Boston
stitcher, a large industrial stapler. There’s even a set
of Scrabble and a Ouija board! Any game that’s

|l].-
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letter-based gets to go on the shelf.

One floor up from the caseroom in the new Reid
Building is a workshop that people often stop to
look at when passing by. It's the traditional looms
that are the great attention grabbers in this
space. They are currently being dressed to greet a
new batch of students who will learn to make
textiles by sending a shuttle back and forth through
the warp to create the weft.

In first year the students learn a bit about
different weaving structures, how threads
interlace with one another, and how to tell
different structures apart. Second years spend
roughly three or four weeks with the tabletop
looms that have about 10 metres of warp and
are set up so the students can try their hand at
different structures. Third years graduate to the
large freestanding George Wood dobby looms that
are over 100 years old.

The amount of time it takes to set up a loom
depends on the type of cloth you're weaving and
how wide it is: a fine cloth with the full width of the
loom will take a lot longer than a sample using a
heavy wool yarn. Once you've mastered the table
loom, you can progress onto the Swiss arm looms
that run off a top-of-the-range computer package
that allows you to simulate your fabrics.

According to textiles technician Chantal Balmer,
another GSA graduate, the students often prefer
to work on the computer-driven looms because
they are faster, but when they leave art school the
likelihood that they will be able to afford an
advanced loom is rare. Table looms are cheaper and
can be bought secondhand if designers want to
continue their practice from a private studio or
from home. “It's important that they learn these old

Top Row: Darkroom, Fine
Art Photography, Richmond
Building; Caseroom details,
Reid Building

Below: Detail, Loom Room,
Reid Building

techniques, and they do have to start with the more
traditional technology before we let them touch
the computer looms’, Chantal says and adds:
“They have to understand the process and the
different lifting of shafts and the specific order
before they can even understand how to use the
computer package. Also making the warp isn’'t done
by a computer, you have to do that by hand, so
there’s a natural merging of the traditional and
digital techniques.”

These days we tend to take photographs, textiles
and fonts for granted. They’re taken at the touch
of a screen on your phone, ready to buy and
wear from the shop, or available from a dropdown
menu at the click of a mouse. Rarely do we stop to
think how these systems were invented. Engaging
with traditional processes in The Glasgow School
of Art workshops is a great way to understand
digital technology and incredibly inspiring, too.
As a graduate you will know the history of the
techniques that laid the foundations for the way we
produce things today. By holding onto those
traditions you may even find yourself keen to pass
them on to others through your work, through
teaching or just slowing down in everyday life.
Pop some film into that old camera and see where
the journey takes you.

Theresa Moerman Ib graduated from the BA (Hons)
Fine Art Photography programme at The Glasgow
School of Art in 2012, and continues to practice as
anartistin Glasgow, as well as working as a Graduate
Librarian at the GSA Library. She is also a freelance
curator, and co-curated GSA in Dunoon 2014, the
annual showcase of work from Degree Show at
Burgh Hall.
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ON MAY 23, 2014, as flames ripped through

the Mackintosh Building at The Glasgow School of
Art, the School’s librarians were among the watching
crowd. Their hearts sank as smoke billowed from the
windows of the Mackintosh Library. It was too much
to hope for that this iconic part of Charles Rennie
Mackintosh’s masterpiece had escaped the blaze.

As Academic Liaison Librarian Duncan Chappell
walked back into his office in the Main Library across
the road, his eye rested on the large decoratively
bound book on his desk. The Arabian Antiquities
of Spain, by James Cavanagh Murphy, is recorded as
the first book ever bought for the School’s collection
in 1847. Normally kept in the Mackintosh Library,
by sheer chance it had escaped the fire. It seemed
like a symbol of hope.

While part of the GSA library collection was
destroyed in the fire, the majority of books used
by students, including the 70,000-strong lending
library, is housed a separate building. Many of the
rarest books also escaped the fire, and those which
were lost are already being replaced. The library
team quickly issued a “Wants list” of the volumes
most urgently needed, and have been astonished
at people’s generosity. “The response from the library
community across the UK and the general public
has been incredible,” says Alison Stevenson,

Head of Learning Resources. “We are quite rapidly
rebuilding the parts of the collection which will

be in the highest demand, and we expect that the
collection of the Mackintosh Library will be rebuilt
to a standard of real global excellence.”

RICHES

Just how much has changed since Mackintosh
designed his library over 100 years ago is apparent
on walking in to the GSA's Main Library building across
the road. A top floor computing suite is kitted out
with a range of computers, printers and scanners
fitted with industry-standard design software.
Staff are on hand to help students navigate a
range of electronic and web-based resources,
from databases to e-journals and e-books. There are
over 200 magazines to browse, from Art Forum to
New Scientist, an ever-expanding collection of graphic
novels, and a library of just under 3,000 DVDs.
But, perhaps surprisingly, what is still most
in evidence is books. Everywhere you look: books,
books, books. ‘Sculptures of the Parthenon’.
‘The Art of Bruegel’. ‘The Psychology of Love’.
‘The God Delusion’. ‘Architecture for Pigeons'.
Alison Stevenson says:
“In libraries in general, the huge shift in recent years
has been from print to digital collections. In some
areas, that is really valuable and appropriate,
but we continue to hold a really rich printed
collection. We see that our students really enjoy and
benefit from coming into the library, taking a giant pile
of books from the shelves and browsing through them.”
Of course, browsing allows the greatest
opportunity for serendipity to take hold, the chance
discovery of an image or a story that lights the spark
of an idea. Stevenson says: “People come to us not
just to learn about art that was previously created
but to inspire their own work. Someone might have
an interest they want to develop, or they might »

Left: Basement Corridor,
Mackintosh Building.
Photograph Bedford Lemere, 1910

Above top: Detail from the
Naturalist's Library - Sir William
Jardine (ed.) 1833; Detail from
Hierinn sind begriffen vier
Bucher von menschlicher
Proportion durch Alberchten
Durer von Nurerberg (sic) -
Albrecht Durer, 1528

Images from the Archive all
©The Glasgow School of Art
Archives and Collections.
Allrights reserved.



want to explore a topic they don’t know anything
about. Our collection covers Scottish history,
philosophy, ecology, linguistics, cartography,
astronomy, the kind of range you would expect to
find in a well-resourced institute of higher education.”
Students are also encouraged to become
“co-curators” of the library by requesting titles
they would like to see on the shelves.
And there is much that is not displayed on
the shelves which is also waiting to be explored:
the School’s own Archives and Collections, and the
library’s collection of rare books, which ranges from
a study of the human figure made by Albrecht Durer
from 1528 to a 1929 edition of Andre Breton’s
Surrealist Manifesto. The high fashion of the 1820s
is recorded in a series of rare fashion plates and the
19th century ‘Naturalist’s Library’ was exquisitely
illustrated by a team of artists including Edward Lear.
The Design Library of Glasgow carpet-makers
Stoddard Templeton, bought by GSA when the
company went into receivership in 2005, is, in
Chappell’s words, an “embarrassment of riches”
of rare decorative illustration, and was the subject
of a stunning exhibition organised by Helena Britt,
a Lecturer and Design Researcher in the Department
of Fashion and Textiles, in the Mackintosh Gallery
in 2013.

J

The library also holds a growing collection of
around 2000 Artist’s Books, from cartoons by
David Shrigley, to photographs of gas stations
by Ed Ruscha and a “colouring book” by Jake & Dinos
Chapman. Here are books which flip over, fold out
and pop up, “books” which challenge the notion of
what a book is: a printed shower curtain with a text
by Dave Eggers, a board game by the situationist Guy
Debord, and a bottle of Italian red in a limited edition
by David Bellingham. “A lot of the students here are
given projects where they have to create their own
artist’s books,” says Chappell. “We try to open their
eyes as to what a book can be.”

Every year, students not only make work inspired
by things they find in the library, they also seek to
make work within and about the library itself. Ever
open-minded, the library has responded by developing
a website, The Hatchery, to record the projects which
have taken place, from Gareth Lindsay, who collected
into one space for one week all the books he had
borrowed from the library during his time at GSA,
to Cedric Tai, who placed on the shelves a book which
registered electronically how many people looked
at it and for how long, and Shelton Walker, whose
ambitious MFA project proposed relocating book
collections to shipping containers on the coast as a

way of dealing with physical material in a digitised age.

Clockwise from left: Glass

Plate Negative, stage costume,
not dated; A Christmas Ball,
Conrad McKenna Christmas Card
collection; Student work, not
dated; Poster for 10th anniversary
Editions Alecto, Feb 1971;

Ann Macbeth + unknown painter,
¢1912. All ©GSA Archives and
Collections. All rights reserved
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“We've had more and more requests in recent
years,” says Duncan Chappell. “Students tend to
use our spaces in interesting, creative ways,
ways that we can't possibly second guess or imagine.
Our policy here is always that if we can
accommodate that within health and safety laws,
and as long as it doesn’t impact negatively on the
experience of other students trying to use the library,
then we'll do it. There’s quite a trend at the moment
within art and design of people being interested
in memory and historical record, what's bought,
what isn't bought, how we make those judgements.”

Engagement, then, cuts both ways. Students are
invited to become active participants in the library,
but that means they also become interested in
its workings, and in scrutinising its decisions.
As the future beckons, and the restoration of the
Mackintosh Building begins, so a new generation
of students will be watching, thinking, examining
these events in their work. GSA wouldn’t have
it any other way.

www.gsa.ac.uk/library
gsahatchery.wordpress.com
gsalibrarytreasures.wordpress.com
Twitter @GSALibrary
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Clockwise from above:
Interwoven Connections,
Stoddard Templeton Carpet
Archive, Mackintosh Museum
2013; Late 20thC poster;
GSA Pavillion Corridor c1923;
Three Kings from Conrad
McKenna Christmas card
collection, 1950s
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Archives + Collections

The Glasgow School of Art’s archives and
collections are an outstanding resource for
the study of art, design, architecture and
art education.

They comprise a wide range of material from
GSA's institutional archives to artworks and
architectural drawings, textile pieces, plaster
casts, photographs and furniture. Our holdings
also include a large number of items by Charles
Rennie Mackintosh, giving us one of the largest
Mackintosh collections held in public ownership.
You can view the digital archive at
www.gsaarchives.net

These items are housed in environmentally
controlled storage areas, and can normally be
accessed by our students, staff and the public by

T b s | F i PATRICK HERON
GSAArghives+Collections EXHIBITION IN NEWBERY LGUME
The Whisky Bond - LECTURES ON FEB.3rd. AND 4th. AT 2.00pm. IN MACKINTOSH LECTURE THEATRE.
Glasgow -

G4 9SS

www.gsa.ac.uk/archives
@GSALibrary




The Gallery

Frances Gordon

BA (Hons) Fashion + Textile Design 2015
A Collection for William

Printed textiles inspired by

Sir William Burrell’s art collection.
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A selection of final year (degree show) images from across our
undergraduate and postgraduate programmes in architecture, design, fine
art and visualisation/simulation. For more visit our galleries at gsa.ac.uk
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Untitled
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Michael MacFarlane
Stage 3 Architecture 2015
Tent in the Tenement

Gemma Lord
BDes (Hons) Product Design 2015
Arctic Alba

Rebecca Danks

Sculpture + Environmental Art 2015
Voyeur, Installation at Platform
The Bridge, Easterhouse




Ben Weir

Justine Le Joncour DipArch Architecture 2015
BA (Hons) Communication Design 2015 Zum Museum
Fellini : sacred loves, profaned loves Berlin’s Museum Island Collage, 2015



48

aratectiune

|K\‘ 5_--'_-.:.|L- of XX. Century

Architektur des XX. Salirhunderts

Nadia Bassiri
MEng Product Design Engineering 2015
Stride - Indoor Walking Aid

Albert Elm

BA (Hons) Fine Art Photography 2015
Shop, Mangalore, India

From the series ‘A Fish Out of Water’

(Overleaf) Karisruhe i. B,

Jamie Plaumer }

BA (Hons) Communciation soerment du direerenr du wort Wohnhans des Holendinekiors Residence of fhe whnorisdivecior
Design 2015 i | 5 s Cithirekion Residence

| Love You Take Me With You
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Simon Brint
BDes (Hons) Product Design 2015
Bio Archive

Charlie Boutflower
BA (Hons) Interior Design 2015
The Glasgow Gunroom

- =

Julius Klimas

BA (Hons) Digital Culture 2015
(now BA (Hons) Interaction Design)
Eyes That Listen



Hamish Chapman

BA (Hons) Fine Art 2015
Screenprint, one of a series
“Fleur de la Coeur”

Duncan Rossi
Portfolio Preparation
2014/15

Luis Sanchez

BDes (Hons) Fashion + Textile Design 2015
Collection 2015

My habitat
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Jamie Crewe
Master of Fine Art 2015

Teleny

Shuva Chowdhury
MArch Architectural Studies 2015
Algorithmic Tool in Urban Form Generation

O wilille

SOUNDCLOUD

Visit the SoundCloud of
MDes Sound for Moving
Image graduate Kevin Walls,
winner of a The British
Academy of Film and
Television Arts (BAFTA)
Scotland New Talent Award
for Sound for his short

film “Identical”.

Kevin Walls

MDes Sound for the Moving
Image 2015

Still from ‘Identical’



Will Kendrick

MLitt Fine Art Practice

All These Moments Will Be
Lost In Time (detail) 2015
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58 Sustaining our futures

JohnThorne, Sustainability coordinator at
GSA and Eilidh Sinclair, one of the student y
coordinators at GSA Sustainability look at the

ever-growing family of projects, societies and

activities happening in the GSA community.

SUSCJAINING

u
u
GSA Sustainability
We are all GSA Sustainability.
We are raising the awareness of the GSA community;
)
DI N N e Q Since 20009, SiAG has brought together staff and students
to act on environmental, social and ethical issues at the
GSA. We feed into GSA policy, support student and
staff groups and provide funding for projects and ideas.
There is a full-time Sustainability Coordinator who helps
organise and deliver actions by students and staff.

students and staff are taking action on climate change
by implanting a sustainability ethos within our operations,
community and curriculum:

Sustainability in Action Group (SiAG)

Radial

Radial is a collective of creative thinkers from the
university community of the city of Glasgow. We are
all connected through a shared need and desire

to live sustainably. We believe that climate change is
a cultural issue connected to inherent values we all
hold - this commonality can help us tackle these
issues by transforming our current habits into

meaningful habits that will build a sustainable future.

Funded by Zero Waste Scotland and born out
of GSA Sustainability; we are students, staff,
volunteers and facilitators spread across all creative
disciplines from The Glasgow School of Art,
University of Glasgow, Glasgow Caledonian
University and University of Strathclyde.

Our core aim is to collectively inspire action
towards a zero waste society through the
exploration, practice and sharing of ideas that
are rooted in the circular economy and
resource efficiency.

Our project focuses on 3 areas: food waste
prevention; extended product life cycles and
increased recycling. In each of these areas we will
allow space for holistic thinking and as the project
grows embrace the many directions the work might
take and the many people that will help shape it.

www.radialproject.org.uk

Throwaway Gourmet

Throwaway Gourmet is a fortnightly feast at

The Glasgow School of Art that utilises surplus food.
Organised on a feed-in and be-fed basis, the purpose
of the dinner is to strengthen the community within
the GSA whilst raising awareness of food wastage
and the impact of eating habits.

The event provides a unique platform for
discussion and conversation across years groups and
subjects because it is an open event. From foraging
for surplus fruit and vegetables to resourcefully
creating a tasty menu, or taking on the role of chef
in the kitchen, there is a place for everyone to
contribute to GSA's largest fortnightly dinner party.

facebook.com/Throwawaygourmet

Beekeepers of GSA

We are a group of students from different disciplines
across the art school that are passionate about the
environment. Currently we have three bee colonies
in Glasgow, and are exploring the possibility to move
our hives onto the GSA Campus.

We decided to join as a group of students because
we realise the importance of bees to the world around us.
Through the act of beekeeping we can learn to
understand the complex social structure of bees, and this
in turn informs our own practices. We offer the chance
to work together with students who have similar interests
whilst all having different skills to offer the group.

There are many layers to our project and different
ways that you can become involved with us. We are early
on in our journey, and looking for members to help shape
our vision.

Our aims are:
Develop greater awareness of Beekeeping and the
importance of Bees environmentally & sustainability
Set up an initial cluster of Bee Hives at GSA
Adequately train and instruct students on effective
Beekeeping
Initiate an appropriate social enterprise, which
continues to promote and invest in future beekeepers
and maintenance with prospects of expanding
to other parts of the GSA campus

+ To act as a platform for students from different
disciplines to work together.

facebook.com/beesgsa

For more information on the range of GSA Sustainability
activities and projects visit

www.gsasustainability.org.uk




GSA Sport

SeEA
SPORC

The Glasgow School of Art Sports’ Association is an
award-winning student initiative promoting sport
and activity throughout the GSA and Garnethill
community. 100% student led, in only two years clubs
have sprung up over a range of disciplines such as:
hockey, mountaineering, cycling, football, rugby,
swimming, racket sports, skiing, yoga, running and even
salsa and kite flying. Each club is led by students who
are talented and passionate about their sport and the
responsibility falls on them to assess the club’s needs
and apply for funding from the Students’ Association.

Sports at an Art School? Keen to tap into the creative
™ potential of the student and staff body by having
opportunltles for art and sport to link, the hope
is to encourage not just those who love sport,
| but people who may not have been traditionally
interested in sport to take part in a less formal arena.

www.gsa.ac.uk/gsasport




view ‘New Facade’, CCA,

It is commonplace that art history is polyvocal -
histories rather than history — so in an art scene as
diverse as Glasgow’s there is a multitude of different
stylistic voices finding expression. One of the most
compelling narratives has been a discernable return
to what looks like a Modernist (formalist) sensibility.
Can this be understood as a melancholic turn,
where an idealised past (that never truly existed)
haunts the present? And what kind of art history
or art writing would best suit this type of work?
If ‘miracles’ are made in retrospect (as re-written,
edited idealisations), how does ‘The Glasgow Miracle’
— arguably made manifest in ‘Generation: 25 years
of Contemporary Art in Scotland’ - fit into the
postmodern fashion for immediate reprise?
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Right: Toby Paterson Installation,
BBC Scotland at Pacific Quay,
Glasgow

Bottom: The Corbusier Haus, Berlin,
Le Corbusier in 1957 following

his concept of Unite d’Habitation.
©iStock.com/claudiodivizia

EMDPEINESS,
FORMALISM
dnbD ctHe use
OF StvyLe

have tried not
to naively historicise the recent past here, and do
not look to explain the artworks by the artists | use
as examples in a socio-historical sense, but will
discuss a recent trend in Scottish art for revisiting
formalist concerns from a quasi-formalist position,
where the serious work of continually
deconstructing, emptying and repositioning one’s
use of universal(ising) signifiers is never complete.
These ideas are in response to a selection of works
created by artists working in Scotland in the last
decade or so, who have, we could say, ‘Returned to
Modernism’, or have pointed out that for them it
never really went away, specifically: Craig
Mulholland, Martin Boyce, Toby Paterson, Lucy
McKenzie, and afew others. This ‘Second Modernism’
takes Modernism and its post-modern counterpart
very seriously, creating an atemporal melancholic
loop that draws on the concerns of High European
Modernism, bringing them back to Scotland’s
galleries and exhibition spaces. This melancholic
strategy demonstrates the lack of High Modernist
artists in Scotland. Forms and visual languages are
freed from the shackles of their historical contexts.
The binary that is set up between formalist and
contextualist approaches is critiqued. We've fallen
for the myth that a limiting version of ‘context’ is
the only ethically and intellectually sound path for
long enough. So, unavoidably, this argument will rile
self-identified formalists and contextualists alike.

| have to admit that | am always suspicious of
artists’ explanations of their own work, so the artists
themselves will not necessarily share the theoretical
observations that | make. It is not my intention to
understand or explain the artist’s intention. | do not
find it helpful to put an artist in some kind of closet
before outing their work, reading their diary entries
or the sediments of their social, private or even
intellectual lives. This short essay, therefore, is not a
quest for some kind of ‘truth’ that can be found
either in the object or its pristine social context, but
how this work can be said to quote, critique, and
identify with Modernism, through a melancholic
investment (cathexis). To put this bluntly: | hope to
try and understand and propose a theoretical
framework that supports these art objects, not
necessarily the artist’s explanations for their work. It
is impossible to absolutely separate one from the
other of course, but | am not interested in writing
either an iconographical treatise on the artist’s
work, which is usually led by an unchecked obsession
with biography and the artist’s intention, or a social
history per se. This essay could be thought of as
taking a deconstructive iconological approach
(a modern invention), at a push, where an argument
is created by placing similar signs beside each other
and seeing how or if they temporarily reverberate or

relate to each other in a way that is worth
commenting on in a wider philosophical context.

The fashion for artists to flirt (however ironically)
with Europe, specifically European Modernism
itself, is not a new phenomenon. And to do so is not
to necessarily neglect the national, cultural and
social environment that artists find themselves in.
In fact, such a pose can act as a unifying trope; it can
be part of the shared cultural language that a group
employs — a shorthand form of avant-gardism that
is essentially empty. By calling it ‘empty’ | do not
mean to belittle the validity or sincerity of gesturing
towards the European avant-garde. On the contrary.
This process demonstrates that the ‘originality of
the avant-garde’ as Rosalind Krauss would have it, is
itself a myth. By utilising such mythic forms, by
quoting and seemingly misappropriating them to a
certain extent, creates a dialogue with the original
work and the philosophical, social and political
issues that surrounded it, as well as exposing the
misconceptions, the biases and (to be slightly
hyperbolic) the repressive epistemologies that
uphold the myths that we are now so familiar with.

A workable and attractive theory of ontological
‘emptiness’ is put forward by Butler, Laclau and
Zizek in their book Contingency, Hegemony and
Universality — Contemporary Dialogues on the Left.
We can adapt their project by expanding their
description of the sign to include the art object itself
as sign, or by simply interpreting their findings in an
art historical context. The authors argue that there
is a constitutive emptiness at the illusory core of the
sign and the subject — the subject is an empty
signifier, in other words; ontologically incomplete.
This emptiness means that the content or meaning
of the subject’s identification with a form, a name, a
style, comes retroactively, and is not waiting in the
concept/category as an ontological quality. We
identify with terms that can never fully express us. If
the Universal is always particular, in that it always
misrepresents that which it claims to represent,
it is a Universalism that is ‘not one’ -
a quasi-universalism.

Laclau’s theory of ‘empty signifiers’ states that
because the signifier is empty, that it is not attached
to any specific political aim or subject, this allows a
(counter) hegemonic struggle to take place over the
body of the signifier. Laclau argues that the
investment of that sign is ethical, or rather, that the
moment of investment is ‘the ethical moment’,
where the subject identifies and performs as and
with that sign: ‘The ethical moment is essentially
linked to the presence of empty symbols in the
community.”? This emptiness can be related to
Butlerian theories of performativity, where the
subject performs rather than is performed by the
categories he or shefills. For Butler this performance
is close to a deconstructive theory of hegemony in
that multiple positionings, which have an illusory
ontology, can be brought together within the
decentred subject - forming an aggregate or
‘alliance’ in a sense, creating agency as a
consequence (without inherent existence), post res,
rather than as an original, foundational motivation.

Butler's theory of performativity sets out to
question, not condone or occupy, positions within
the ‘societal norm’; she argues that a performativity
of refusal exposes the limits of the ‘dominant norm’
and demonstrates its illusory necessity in society.
Laclau sees Butler’s theory of parodic or subversive
performance as very much like his ‘ethical
investment’, in that both create and work in the gap
between the act and the rule enacted, or rather, the
act and that which he calls the ‘normative’. | would
say, how that act is read or registers within
normativity. He calls this ‘gap’ a ‘rhetorical space,’?
a space before the moment of investment that can
be expanded in the light of Dominick LaCapra’s
theory of rhetoric. Rhetoric, he argues, is based on a
dialogical relationship with the past, setting up a
‘conversational’ process between object and
historian, object and artist.

_ A @I
MODERNISM anbD
MeLanCHOLIa

Can this idea of the sign’s emptiness, its rhetorical
and parodic use, be related to the way that some
contemporary artists have referred back to European
Modernism? Is there a place for High Modernist art
in Scotland? Was there ever? ‘New York stole the
idea of Modern art’, we are told,?> and it can seem
that Scotland got left with the Scottish Colourists,
that Scotland has no successful early 20th century,
or truly Modernist and avant-gardist tradition to
speak of. The closest we got was Mackintosh. No
abstract explorations of the basic stuff of painting
(that was contemporaneous with the developments
in mainland Europe) - line, colour, form. Anne
Redpath’s Matisse inspired works did go some way to
shake things up, but not far enough, and we did get a
hand painted Pop version of Abstract Expressionism
in the work of Joan Eardley (particularly in her
Hockneyesque portraits), but it was always shackled
to subject matter. The closest we got in Scotland was
the multicoloured mud of the Scottish Colourists
before Paolozzi's Pop pattern version in the 60s. It is
no wonder that European High Modernism and
American Abstract Expressionist ‘colour field’
paintings are melancholically invoked. A fifteen-year
assault cannot really be thought of as a comeback,
but it does demonstrate our growing fascination and
our melancholic refusal to mourn the loss of a
Modernist tradition that we did not have.

If we follow the traditional Greenbergian line of
argument, the ‘colour field’ painting pioneered by
Rothko and Newman et al in 40s American Abstract
Expressionism was a continuation of the experiments
with form that had been going on in Europe -
mainland Europe that is. So can Callum Innes’s
paintings, for example, be seen as evidence that
‘Scotland has stolen back the idea of Modern Art’?
What does that mean in 2014? Innes creates works
that would not look out of place in a New York
gallery 60 years ago. Neil Clement’s reexamination
of minimalism also changes how we look at its mid-
20th century American expression. But these art
works are not ‘copies’ in the pejorative sense; they

do not blindly mimic the results of the artists they
invoke. They can be read as a depository and critique
of the formal elements of a tradition, simulacral
collages in paint that tie the disparate strands of
Modernism to the present. This can also be said of
Toby  Paterson’s invocation of  Malevich’s
Suprematism, Lisitsky’s Proun and Le Corbusier’s
interiors, Craig Mulholland’s early examination of
Bauhaus construction and De Stijl, Lucy McKenzie's
use of Mackintosh and Van Doesburg’s aesthetic and
Martin Boyce’s reference to Mies van der Rohe and
the International Style, amongst others.

Is this allowed? If history were some kind of grand
narrative that slowly unfolded underneath our feet,
as we walk forward into a glorious future, then this
kind of temporal loop would be reactionary. But if the
‘new’ is a myth invented in a think tank by market
researchers, and history is in process and is continually
being re-written, then there is definitely a place for
these ‘quotations’. The ‘copy’ gives the illusion that
there was an ‘original’ in a pristine historical context
waiting to be plundered. If the copy creates the
original then art created after Modernism exploits
this temporal fold.

Melancholia, in strictly Freudian terms, is the
refusal to mourn the loss of a love object, an object of
identification. It is kept alive as an ideal. For my
purposes here Modernism is that ideal. This
melancholic process is based on narcissism — where
the subject either wants to be or have the object that
is identified. But one has to identify in order to make
the object available for desire, and desire it in order to
identify with it. If an object is lost to desire it can be
identified with, and vice versa. It is the loss that is
desired, expressed. Melancholia demonstrates that
our identifications are based on a wish not to be; to
identify or internalise something that has passed is to
bring that death into the subject. This would mean
that these secondary Scottish Modernists become
the thing that they refuse to accept they have lost as
an ideal (i.e. Modernism) — the thing that they never
had. In losing it, it is now open to desire; in desiring it
as an ideal, it is now open to identification.

QUOEING a
PREPOStEROUS
ARE HIStORY

In  Quoting Caravaggio: Contemporary Art,
Preposterous History Mieke Bal begins by telling us
that: ‘Quoting Caravaggio changes his work
forever* —an observation made by T.S. Eliot where
he claims that the past can be altered by the
present. Bal's book is an investigation into the
concept of the Baroque and its signs, signs that are
‘quoted’ by later artists. The quotation, like the
performance, creates the semblance of the
originality of the text or art object that it appears
to be referring back to. The categories of past/
present, subject/object are spliced; the binaries leak
into each other, thus destroying clear distinctions
and denotations.

When the later manifestation is read as
informing and changing the earlier appearance,
then the history that is written due to this
relationship appears to be inverted; all claims to
ontology and truth are open to question. Bal labels
this deconstructed history writing ‘preposterous’, as
she tells us:

This  reversal, which puts what came
chronologically first (‘pre-’) as an after effect behind
(‘post’) its later recycling, is what | would like to call
preposterous history... it is a way of ‘doing history’
that carries productive uncertainties and
illuminating highlights.®

These ‘productive uncertainties’ are the
connotations and contingency of meaning that |
have mentioned earlier. In inverting the model of
art historical linearity, of the unfolding of a zeitgeist
back into itself, ‘reversing’ the progression of styles,
we find a politically invested project that can be
discerned by deconstructive methods. In reading
‘other’ meanings into an object, in quoting and
interpreting that object, the meaning of the primary
object is shown to be created out of a ‘vacillation’ of
past/present, subject/object. The notion of primacy
then, is constructed retroactively in a manner that
parallels the illusory core of Butler’s decentred
subject. We can argue therefore that these ‘Second
Modernists’ deconstruct Modernism by questioning
the binarised categories that produce it as a concept
— Modernism is: ‘cultural attitudes and states of
consciousness which encompass intellectual and
aesthetic, political and scientific, assumptions and
thoughts’® - that were once related to a specific
time, and can now be thought of as an epistemology.
Modernism as a sign is also deconstructed by these
artists through their rhetorical positioning, in
setting up relationships between objects/theories,
in discerning tropes, metaphors, ‘Modernist points
of view' that can be used to ‘fold’ time and
philosophy - the Modern style/period into the
style/period of the contemporary artists | have
referred to. »




ADDENDUM: THe
‘MISattRIBUEION’
OF a MIRAcCL.e

2014's A retrospective is a reprise, a place for unfolding, revisiting and re-examining,
and ‘Generation: 25 Years of Contemporary Art in Scotland’ acts like another moment
of reflection within the wider arc described above. It could not be said that Generation
is ‘mournful’ in the limited sense, but to mourn is also to celebrate, to nostalgically
‘celebrate the life of...". Although the exhibition is Scotland-wide, it is not difficult to
link it to the that apocryphal term ‘The Glasgow Miracle’, a phrase that describes a
flourishing or fruition in the art made by that generation.

‘COME TO THE EDGE!
And they came

And he pushed

And they flew.’

— Not Apollinaire

The above quotation is often wrongly attributed to poet and art critic Guillaume
Apollinaire. It's both a glorious cliché and a miracle that we hope happens to young
artists in art schools. Yet, although the inspirational quotation is misattributed, the
miracle that is described remains. This is true of the ‘Glasgow Miracle’ (a term coined
in 1993 by Hans-Ulrich Obrist), a phrase that is still used today to explain what's
happening in Glasgow’s art scene right now, for we are not yet ‘post-miracle’ are we?
Try to explain it, anachronistically employ, invoke, deny or exorcise the term, but it will
not go away. It's all still happening in the present tense. It seems wrong to attribute the
current situation to a miracle — the truth is more prosaic — but what has happened in
Glasgow in the last thirty years remains extraordinary.

Francis McKee, Director of the CCA and lecturer at GSA headed a project that
sought out to unpack and contextualise the phenomena, a project that was been
awarded £122,500 by the Arts and Humanities Research Council. McKee is also slightly
suspicious of the ‘miracle’ label. ‘l always felt the coining of the description of Glasgow’s
cultural success as a miracle was double edged,” says McKee. ‘Miracles come from
nowhere and disappear as quickly (if you even happen to have faith in miracles...). | can
see why it may have appeared a miracle from a distance, however, as Glasgow’s
previous reputation had been as an industrial powerhouse and then as a post-industrial
urban husk. But from within, it’s clear that there were many factors at play that
gradually coalesced and eventually were acknowledged at an international level with
some surprise.” Like most writers, lecturers and artists, Karla Black, an alumni of GSA
and 2011 Turner Prize nominee, is also ambivalent about the term. Agreeing with
McKee, she says: ‘It's strange for me to hear what’s happening in Glasgow described as
a ‘miracle’. | would never think of it like that. | suppose when you're inside something
it's very difficult to see it from the outside. That said, | am aware that the quality of art
currently made in Glasgow is unusually high.’

If one measures success in prizes and column inches (it is impossible to ignore the
presence of GSA artists who are nominated and who win the Turner Prize, for example),
then it is hard to deny that Glasgow is currently centre stage. The specific socio-
economic conditions that have led to this (bust, boom, bust) must be taken into
consideration, a cultural climate that the artists themselves have both exploited and
been the victims of. ‘My own theories would include the wider education for a
generation of artists growing up from the 70s onwards,” says McKee, ‘The establishment
of an infrastructure (Wasp's Studios, the Print Studio, Third Eye Centre, Transmission
and later Tramway and a host of others) encouraged artists to stay in the city. The city’s
abundance of empty industrial spaces, the tight-knit support offered by the community,
the arrival of artists from around the world, the city’s regeneration through art policies
and the work of the Arts Council all contributed too. What's clear already from looking
at the archives is that current theories can easily be challenged by evidence from the
past and that our memories are selective, praising some figures, forgetting others just
as important or misremembering dates and events. Hindsight is not to be trusted!’

What does seem to have been vitally important is the amount of artist-run spaces
in the city, leading to a multi-tiered system allowing artists of all levels of experience
to enter and exhibit. Karla Black cannot emphasise this enough. ‘There are places to
exhibit for artists at every stage of their development,’ she says, ‘It means that an artist
can continue to develop their practice and can have ambitions to sort of move up the
ladder of exhibition opportunities. Also, The Scottish Arts Council had increasing
amounts of funding that an artist could apply for as they became more experienced
and more visible that give the strong foundation that makes it possible to build a good
body of work here.’

We can create a post-factum narrative of sorts in order to explain how this occurred:
the increase in artist-run initiatives and spaces (a turn away from the critic and
curator), towards the professionalisation of this role — artist as critic and curator. Many
contemporary art writers and historians such as Sarah Lowndes and Neil Mulholland,
have examined the three decades of success in terms of ‘social sculpture’ and ‘critical
regionalism’, socio-political terms that attempt to describe the interactions between
the artists themselves, and the artists and their environment — Glasgow. When the big
boys and girls of the 80s and 90s became successful (read international), the younger
generation took stock, took a DIY approach and looked inwards, knowingly, creating
work and a critical climate that no longer looked south for recognition. This wasn’t a
salon des refusés, but an anti-salon salon, what can still be understood as an agitational
or (deep breath) avant-gardist tack. The do-it-yourself mentality that emerged became
formalised in the 90s by the Environmental Art Department, emphasising the process
of finding a space to exhibit, reacting to the space and creating site-specific work — the
whole process of installation now understood as significant and incorporated into the
work, becoming the work.

It became increasingly difficult to ignore these developments internationally, and
with the political and economic climate in Scotland ‘on the up’, it made sense that we
now had a pavilion at the Venice Biennale and that Glasgow had its own international
art festival, the Gl. Commercial galleries (such as The Modern Institute and Mary
Mary), run by artists who had originally been involved in grass roots artist initiatives,
also took the work borne from this hiatus very seriously, helping to put the work on an
international stage. Yet even in the current economic climate (maybe in reaction to it)
there has been an increase in artist-run spaces in the city, with The Duchy, Ironbbratz,
the Glue Factory and Panel being some of the most recent additions. Panel, co-
founded by Catriona Duffy and Lucy McEachan, are independent design curators and
producers with backgrounds in visual art, design and art history. They are indicative of
the recent increase in artist-run initiatives that not only exhibit local talent but bring
world-class artists and designers to Glasgow. ‘We are interested in creating new forms
of cultural programming that animate and activate real spaces and find new contexts
beyond the gallery’, says Duffy. Their last project, The Inventors of Tradition, involved
an exhibition, a film screening, a publication and taking the work to international
showrooms. ‘Glasgow is home to a large community of creative people, many of
whom may have studied in the city and then decided to stay,” continues Duffy, ‘It's this
community that supports and creates opportunities to make and present new work
and we think this is an ongoing tendency. The Glasgow School of Art has, over the
years, undoubtedly attracted a number of home-grown and international artists as a
result of its inspirational teaching.’

So the everyday miracle continues, with The Glasgow School of Art at its heart. It's
difficult not to compare what'’s happening now in the art world (and the world at large)
with what happened then, but this time Glasgow has thirty years of experience and
success behind it. It's easy to look back in languor, but if ‘Generation’ is re-generation
then the successes of the present must be seen in the light of a past that is eternally
present. It begins again.

An adaptation by Dr Alexander Kennedy of two chapters from
‘How Glasgow Stole the Idea of Contemporary Art’, Alexander Kennedy,
Kadmon for Daat Press, Glasgow, 2073.

. Judith Butler, Ernesto Laclau, Slavoj Zizek, Contingency, Hegemony, Universality —
Contemporary Dialogues on the Left, Verso, London and New York, 2000, p. 85.

. Ibid., p.78.

. Serge Guilbaut, How New York Stole the Idea of Modern Art, The University of Chicago Press,
Chicago and London, 1983.

. Mieke Bal, Quoting Caravaggio: Contemporary Art, Preposterous History,
The University of Chicago Press, Chicago, 1999, p. 1.

. Ibid., p. 7.
. Ibid., p. 16.

. This quotation was originally used to advertise an exhibition of Apollinaire’s work in the ICA
on a poster in 1961, and was taken from a poem by Christopher Logue.
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Architecture & the City

The following are extracts from the publication that was borne
from the project:

Architecture, Literature and a City: Perspectives of Glasgow

Seven European Schools of Architecture || ©2013 MSA Publications

Rivers, hills, railways and motorways distort and define Glasgow’s
abstract grid. Like most European settlements, Glasgow’s cityscape
has been moulded by the evolution of moods, attitudes and ideals. In
2013, over 140 students from seven architectural schools in Europe
worked with a series of sites across Glasgow to design a Literary
Institute — a celebration of Glasgow’s literary heritage and
contemporary culture. Jointly led by the Mackintosh School of
Architecture, it offered the opportunity for the exploration of the
relationship of literature as a cultural activity, and how
architecture could influence and be influenced by it in turn.
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Words evoke. They evoke atmospheres, sounds, smells and places.
They describe people, their character and feelings. They unlock our
senses and our imagination. Words inform. They can be as memorably
powerful in their individual state as when collectively grouped in
sentences and phrases. “Stop!” “Help!” “Please”, “Shalom” are brief
and tiny utterances which are nevertherless pregnant with meaning.
Words externalise our thoughts and are the vehicle we use to extend
ourselves into the world beyond our private domain. They are the
threshold to our understanding of that world; or perhaps, to many
worlds. Like bricks in a wall, words can sometimes be dull and lifeless
and sometimes exhuberant and articulate. Words tell us who we are at
the deepest level of our being, but are also our passport to the wider,
public world; the world of the social, the world of others, the world of
difference.

Words and the art of the wordsmith lie at the heart of the projects
contained within these covers. Whilst paper and print may be
the medium for communicating and making visible the output of
the writer (including this writer), it is bricks and mortar which form the
shelters that permits the writer to carry out her activities.
The wordsmith and the master builder in other words, are inextricably
linked, even if their paths never cross and they never encounter
each another.

There is something of the master builder/writer in the role of the
architect. The architect must also create narratives and atmospheres,
but fashions them with walls and roofs, rather than with sentences
and paragraphs. Like the writer, the architect also needs the public to
occupy and use those narratives. For what meaning lies in an unread
manuscript or a building that has never received people through its
doors? What purpose can an empty building have if it languishes
unoccupied like a shell on a beach? Is it still truly a building if it is not
inhabited by people any more?

This is the third iteration of a unique collaboration involving a
group of European Schools of Architecture. It developed from an idea
to establish a common studio design project simultaneously involving
students and their tutors from across Europe. The idea was to deepen
and broaden the nature and purpose of the Erasmus Exchange
experience for both staff and students. The shared focus for the
collaborations was the challenges of designing contemporary
architecture within the historic European City. Through this
collaboration, a crucially important contemporary architectural issue
was given focus, energy and insight. In sharing a project brief and city
setting, we hoped to discover each school’s own architectural
distinctiveness as well as whether there were different approaches to
teaching and pedagogy within the design studio. We also wished to
learn about each city through others’ insights. Learning from each

other lies at the very heart of the international exchange ethos. The
first two years of our collaboration involved design projects relating to
archive and display, set in Naples and Berlin respectively. The chosen
language has always been English; in some ways an easy and obvious
choice (at least for the English-speaking participants), yet one that
implicitly underlines the very heart of this whole experiment; namely
the relationship between the general and the particular.

This third year of collaboration was jointly hosted and led by the
two Glasgow-based architecture schools; The Mackintosh School of
Architecture at The Glasgow School of Art and the Department of
Architecture at the University of Strathclyde. The chosen theme was
‘Architecture, Literature and a City’ with Glasgow being selected as the
setting for the projects. Glasgow exhibits characteristics of both North
American as well as European city morphology and as the UK’s
quintessential post-industrial city, provides a wealth of social, cultural
and architectural stimuli to examine the long-standing relationship
between words, buildings and the public realm. In comparison to
previous years, further developments were made allowing each school
some flexibility to suit individual academic needs and timescales. In
some cases the project took place within one semester, whilst in
others it extended over two. Otherwise, the structure that had been
implemented two years previously continued again this year. This
began with an introductory (and celebratory) three day symposium of
talks, tours, information dissemination and formal and informal social
gatherings for all participants. This was followed throughout the year
by a series of cross-school visiting reviews concluding with a book and
travelling exhibition. As in the previous two years, schools set the
project for their students in year four or five.

Whether academic, writer, practitioner or matriculated student,
we remain in some fundamental ways, students of architecture. We
are after all, still trying to understand what architecture is or can be
and we do this by building, writing and discussing. Our aspirations for
this project therefore were to deepen that understanding of
architecture, pedagogy and how to address the contemporary artefact
within the historic city. We wished to enjoy a different pedagogical
experience with our students to that which the curriculum usually
demands of us. We also wished to expose our students to an
international community which they were part of, but rarely met and
to encourage them to see their own work through an international as
well as a national lens.

The brief is to design a Literary Institute. But what should such an
institute be? Are there any extant examples of such a building?

Since time immemorial the book has occupied a central place in
our culture. It is not, however, simply the book as an object that is
enshrined there, not the actual printed or otherwise written words in
it, not solely its interpreted meaning, nor even just the reading or
performance of the text, that have that special place, but rather all
those things together as a special social relation and an understanding
of how the word is approached and received. This approach and
reception of the word is a spatial notion in itself, and historically it has
been worked out in the religious sphere. To Islamic believers the
followers of that faith, and of the other Abrahamic religions,
Christianity and Judaism, are known collectively as ‘People of the
Book'. In mosques, churches and synagogues, we see an architectonic
codification of approach to the uttering and interpretation of the
‘word of god’ in terms of minarets, bell-towers, iwal, open halls, aisles,
naves, altars, sanctuary, mihrab, minbar, ark, bimah and so on, and of
reception of that word in terms of ceiling-heights, seating
arrangements, lighting, fonts, rostra, pulpits etc.

There is thus a fundamental relationship to one book, or set of
books, and its word, in religion. In modern secular society, however,
while literature and books (and electronic versions thereof) are still
held to be the repository of all knowledge, wisdom and learning, no
one particular text or its word is universally privileged across society.
Indeed the modern age seems to have difficulty conceiving of a
defined boundary to its notion of literature and a valid word, and of
how to approach and receive it. Unlike the canonical texts and their
relationship to God, which we find in the world of religion, there is no
real convention in modern secular society which allows for stable and
permanent agreement on the question of what sort of writings can be
called authentic ‘literature’. This dilemma, if it be that, was perhaps
best summed up by French philosopher Jacques Derrida, who sees
literature as that institution where everything can be said, and which
thusquestions the very possibility of institution. Andthisindefiniteness
of the category literature even permeates, as Derrida discusses in his
essay on Kafka’s ‘Before the Law’, the individual work in terms of its
external boundaries, its uniqueness, its authorship. To bring this
precariousness of literary definition into view, we need not even invoke
here difficult analytical concepts like Barthes’ ‘death of the author’ and
the idea that each reader remakes the work themselves, for the
contemplation of a simple question - whether the title of a literary
work is itself an integral part of that work? - will suffice.

The above may or may not constitute a modern literary dilemma,
but for the architect of a prospective institute to house the events and
activities of this human endeavour which questions the very possibility
of institution, then the design difficulties are manifest. How can you
build an institute for an activity which is continuously dismantling and
remaking its own constitution, and terminally uncertain about its own
forms, boundaries and content? The modern architect would generally
approach the design of a building by formulating an architectural
programme, which would outline user requirement, social settings,
and facilitation of its functions. But for the case of literature this seems
nigh impossible. Neither would there be much possibility of
approaching selected users and seeking to find consensus on their
needs. Imagine, if you would, that we were somehow able to ask a
random selection of writers from the past: would we find that, say,
Antonin Artaud, Enid Blyton, Jack Kerouac, Virginia Woolf, Berthold
Brecht, James Joyce, Alice Walker and James Kelman could all agree on
the purpose, extent and requirements for a housing of literary activity?
And would any set of readers even agree that all of these individuals
were ‘real’ writers, or that their work truly belonged to the category
‘literature’?

It is evident that to proceed by attempting a straightforward
projection of possible uses of the building would undoubtedly lead
to a confusing impasse. For sure, there are a host of ancillary
activities which could oil the wheels (to employ a hackneyed »
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old metaphor and one we ought to never hear in the institute itself!) of
literary activity. Spaces could thus be conceived to cater for quiet
study; a place for arguing and promoting campaigns and manifestoes;
a place where legal, contractual, and copyright information and advice
can be obtained; a place to meet with a few colleagues and friends for
discussion or for help; a café or a bar to relieve the feeling of isolation :
a place to isolate oneself from distractions: a library; a computer room;
access to stationary, photocopying, and so on. None of these activities
are, however, strictly related to the core activity of writing and of
delivering the final literary work to the readership. Is it simply the case
for the latter of providing an auditorium or public lecture hall? Again
not all writers would agree. The great Italian poet Leopardi, for
example, famously wrote of the public reading as a ‘scourge, a public
calamity, and one more affliction for mankind in general’. Architects
might well have more experience of ‘public calamity’ than writers, but
their real stock in trade should lie precisely in managing the move from
private to public and back again without afflicting anybody. That’s why
they should be aware that the types of space we can discover in
literature itself as used for literary composition go far beyond the desk
and chair, and have varied enormously through history, across
cultures, and depending on personal inclination, from the Stoa of
Ancient Greece atype of covered market walkway, where philosophers
and writers held forth and argued in public, to the habits of the Gaelic
poets of Scotland, who were supposed to compose poetry while lying
alone on a beach with a flat stone on their chest under an upturned
rowing boat, to the rhythmic walking of Wordsworth, and the static
full height stance of Ernest Hemingway at his library.

It seems then, that the only way forward would be to examine the
myriad forms and spaces which have in history provided congenial and
or necessary environments for the furtherance of literature. That's not
to say that we are going to define a typology, or carry out a full-blown
precedent study, for none of these places examined below were
purpose designed for literary activity, but rather the activity evolved
and adapted, and grew in given places and contexts: social, political,
artistic and architectural. And the type of places examined here below
- the Literary Salon, the Coffeehouse, the Viennese Café, the Poets’
Pub, the Writer's Retreat/Creative Writing Centre, the Society of
Authors, the Poetry Library and so on, have each catered for only some
of the historical literary possibilities and actualities.

The literary salon first appeared in Italy in the 16th century but is
especially known to have flourished in France from the 17th to the
19th century. Salon basically means a large lounge or comfortable
room where people could relax, have conversations, readings could be
held, and debates and discussions would take place. The most famous
salons were held in the residences of well-to-do people in the centre of
Paris like that of the Marquise de Rambouillet, but they also existed
across the provinces. Balzac describes these in his novels set in 19th
century France, especially in Illusions Perdus. Some writers like
Alexander Broadie see this type of gathering asimportant in developing
the Enlightenment through concept of the Republic of Letters, which
is a loose community of scholars and writers stretching through
different cultures and nations communicating through idea and
literary argument. The German philosopher Jurgen Habermas has
also written of the historical importance of the salon and other places
of literary gathering in developing civil society, or a ‘public sphere’
which widened political debate and participation from the
centralised power structures of European monarchies. The prominent
role of some women in literary salons is notable where they were
otherwise not involved in public life. This limited social liberation of
women is seen again in the tearooms of the very paternalistic 19th

century industrial Glasgow.

From the late seventeenth century the Coffeehouse took off as a
place for meeting and discussion in London. It became notorious in the
late 18th century as a meeting place for poets, writers, and dramatists.
The famous debates and bon mots of the playwright Garrick and
lexicographer Dr Johnson in London coffeehouses were recorded by
their friend Boswell in his biography Life of Johnson.

The Viennese Café developed at around the same time as the
London coffeehouse. It is said that the fashion for drinking coffee had
arrived with the Turkish invasion in the late 17th century. The Viennese
Café is however associated with a much more epicurean range of
coffees, specialised cakes and other small food dishes than the more
basic London coffeehouse. In Vienna various different café’s have also
been associated with styles of interior design of differing eras
(eg Michael Thonet chairs and Secessionist style furniture) and with
political movements. Café’s are also associated very much with the
late 19th and early 20th century Viennese Enlightenment, when
writers and artists such as Freud, Musil, Klimt, Hoffman, Kokoschka
lived there, and Karl Kraus'’s journal Die Fackel was said to have been
composed and drawn up in cafes.

In the twentieth century a phenomenon latterly known as the
Poet’s Pub developed in urban Scotland. Poets and writers began to
form loose societies, alliances, manifestoes around public houses
where they gather to discuss, read and promote their works.
In Edinburgh from the 1940s - 70s such groupings were found in the
pubs of Rose Street in Edinburgh, where the poet Hugh MacDiarmid
held court. In Glasgow in the 80s and 90s, writers such as James
Kelman, Alasdair Gray, and Tom Leonard gathered in pubs around the
Briggait, e.g. the Scotia Bar. Such Glasgow writers held readings,
discussed tactics, organised political demonstrations, and so on, from
these pubs. It was important for them that the pub was an open,
public, egalitarian and working class space, from which they could
organise political campaigns, start open discussions of policies and
actions by the city authorities, and publicise alternative and popular
viewpoints on civic issues. Such groups as the Workers City, and the
Free University - campaigning groups on political questions, and on
issues regarding right to the city (e.g. campaigning against the
privatisation of Glasgow Green) - were founded in these pubs.

One other type of place which has been associated with the
furthering of literary endeavour is concerned with those ancillary
activities mentioned above. This type of place, such as the Society of
Authors, the Poetry Library, and the Creative Writing Centre, provides
specific services for writers, be it legal and copyright advice,
bibliographic and lending services, classes in writing, or just a quiet
space to get on with work. The architect of a prospective Literary
Institution should study all the spaces and places described here
above, how they operate, how they have been exploited and what
have been their effects. Of course it must be remembered that the
ways of achieving, approaching, receiving and deploying literature are
infinite and unpredictable. Something can be learned from the past
about leaving the institute open to a multitude of different hostings,
performances, effects and engagements. But in the meantime, there
are some obvious aspects - in terms of gender, social, demographic
and ethnic qualities - of those historical spaces to which attention
must be given immediately. One can't help but notice that, with only
afew exceptions, the users of these historical spaces, the ‘people of the
secular book’, were white, middle-aged, and male; perhaps that is the
real public calamity, the real historical affliction of mankind in general:
and that’s where the designer should start to question the possibilities
for this forward-looking institution.
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TURNER

In 2015, the year that the
Turner Prize comes to
Glasgow, Jac Mantle, Arts
Editor for The Skinny, takes a
look at the contemporary art
scene in the city.

For many, the Turner Prize is the epitome of the London art
establishment, endorsing a particularly privileged, exclusive and often
inaccessible brand of art. Nevertheless, the great Prize givers have in
recent years decided to bestow the exhibition on the provinces, with
the English capital now staging the show only every other year. In 2015
Glasgow has offered to play host, installing the exhibition by the four
nominees in one of its largest and most cavernous galleries, the
Tramway. Scores of visitors will journey to a verdant neighbourhood
south of the River Clyde to view the display before the winner is
announced in January. The city is no stranger to the Prize, of course —
in the last decade, alumni of the Glasgow School of Art have accounted
for five of the winners and 30% of nominees, and are this year notable
by their absence from the line-up. Glasgow’s reputation as a major
international hub for contemporary art is by now thoroughly
established; the so-called ‘Glasgow Miracle’ — miraculous only in the
minds of outsiders — has even attracted funding from the Arts and
Humanities Research Council for local art academics to delve into the
archives and probe its origins. With many of the artists in the city
hailing from GSA, the School can claim a key role in their successes;
one that any institute of higher education would envy. Few accolades
in contemporary art are more visible than the Turner Prize. It's ironic,
then, that art schools may be one of the few places where students are
still free to embark on research without knowing at the outset where it
will lead or even quite what they are doing. The ‘Glasgow Miracle’
is not one of the predictable and quantifiable outcomes prescribed
by the Research Excellence Framework (REF) system.

Reassuringly, neither the art created in the city nor GSA's ethos have
changed as a result of its inflated reputation, according to 2014 Turner
Prize nominee, Ciara Phillips. Phillips is an alumnus of the School’s
Master of Fine Art programme and also a lecturer there. “| think the
students are great,” she says. “They prioritise the ideas and making
work and doing things that are interesting, rather than being sort
of strategic about having a career. | think it’s still pretty healthy.”

Of course, as any art graduate will tell you, working as an artist is far
from easy, and the network of peers fostered at art school is essential
to survival. Assemble, one of this year’s Turner Prize nominees, are a
prime example of this. The 18-strong crew of young architects and
designers regenerate buildings and urban spaces in consultation with
the people who will be using them — the public. They first began
collaborating as recent graduates in 2010, and have since then
completed an impressive string of projects in cities around the UK.
All of the architects among them have yet to complete the final stage
of their training.

GS2A



The collective were nominated for the Prize on the basis of Granby

Four Streets, a project they did in a rundown area of Liverpool where

houses had been abandoned as derelict, as council funding was

diverted elsewhere. Assemble were brought in by a community land

trust who had gradually been doing up the area, and worked with

residents to make the properties habitable again. The construction % =ik
]

process utilised debris gathered from the dilapidated buildings
incorporating the existing fabric of the site is part of Assemble’s ethos
The group are keeping quiet about what exactly they’re showing at the
Tramway but are likely to present work that engages with the shell of
the gallery itself. The Turner Prize will be the first time they've produced
work that is not directly in response to an observed need or gap in the
site. While Assemble are by all accounts sensitive to the wishes of the
publicwith whom they work, art that aims for community engagement
is always a delicate issue. Kathryn Ashill, a Glasgow-based artist and
recent graduate of the MFA programme at GSA, is keenly aware of this.
Ashill often works with local communities to create performances in
which she appears alongside them. Her work Chorus (My Cat Killed
Me in a Past Life) saw the artist and a group of older women from an
amateur theatre group perform a lyrical narrative based on a real-life
story featured in the women’s weekly Take a Break. The theatre group
helped to make the dresses worn in the performance and contributed
advice on colour schemes, but Ashill retained creative direction of the
work and was careful not to miscast them as collaborators.

As with Assemble, Ashill’s practice has naturally expanded into the city
and local communities since graduating from the institution. Her work
riffs on popular culture and reaches out to a diverse audience beyond
the young art crowd. Another of her performances, Brush me, Floss
me, or Lose me, was staged in a city centre gallery but found an
unexpectedly apt audience.
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Clockwise from left: Nicole

Wermers, Infrastruktur 2015.

Installation view
© Herald St, London

Kathryn Ashill, The Chorus,
2014, photo Erin Busswood
and Morwenna Kearsley

Assemble, Granby Four
Streets 2014 — Greenhouse
view © Assemble

Bonnie Camplin,

The Military Industrial
Complex, South London
Gallery, 13 - 15 June 2015.
Photography by Ollie
Hammick. © the Artist
Cabinet London and
South London Gallery

Janice Kerbel, DOUG 2014.
Performed on 1 May 2015
in the Jeffrey Room, The
Mitchell Theatre, Glasgow.
Commissioned by The
Common Guild, Glasgow.

Photographer Alan Dimmick.

© greengrassi, London and
Catriona Jeffries, Vancouver

“It was next door to the dental hospital and loads of dentists turned up!”
she says. “It was horrible weather on a January evening, but people are
willing to take a punt.” On working with children and older people, she
says: “Aesthetically, it looks really refreshing. It looks very different to
the white, male, London-based art world.” She refers to this year’s
Turner Prize line-up to illustrate her point. Although three out of four
nominees are female, for Ashill, their work fits neatly into a male-
dominated template of contemporary art. There is no denying that the
work of Bonnie Camplin, Janice Kerbel and Nicole Wermers looks
much more like standard Turner Prize fare than that of Assemble.
Camplin’s is a conceptual practice that uses mixed media and objects
from real life to create installations that explore subjective experience.
Kerber keeps a blog about a fictional character named DOUG and was
nominated for her operatic performance of the same name. Wermers
creates slick, seductive sculptural installations that allude to high
maintenance lifestyles and consumerist culture. All three artists are
mid-career and in their forties, compared to the twenty-somethings
who make up Assemble.

Although the Prize is reserved for artists under the age of 50 and is not
intended to reflect lifetime achievement, previous winners have
usually been established rather than early career artists. When (GSA
alumnus) Richard Wright won the 2009 Prize at the age of 49,
there was a feeling that it was only right while he still had the chance.

The nomination of Assemble also sends the message that where the
work is shown is not important criteria. Nominees can typically name
a long list of well-respected galleries in which they have been invited
to exhibit, while Assemble are more familiar with Clerkenwell petrol
station and have never referred to themselves as artists. This is one
reason why the collective might find a warm reception in Glasgow,
where a DIY approach is well-documented and somewhat engrained
in the art scene.

For Ashill, the primary point of interest about this year’s Prize is its
exhibition in a residential neighbourhood in Glasgow and the free
admission policy. These factors mean that unlike in Tate Britain, the
show might actually receive some unintentional visitors — new
audiences who wander in speculatively without knowing what'’s on.

While the Prize’s 2013 sojourn to Derry-Londonderry attracted much
press coverage about the accompanying boon to tourism and culture
in the city, there is no sense that young artists in Glasgow court awards
like the Turner Prize, or that they need to. Rather than talking of what
the award can do for Glasgow, we may instead talk of what Glasgow
can do for the Turner Prize and for contemporary art.

(Assemble) might find a
warm reception in Glasgow,
where a DIY approach is
well-documented and
somewhat engrained in

the art scene.
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The Highlands and Islands may seem like a surprising
location for a GSA campus, but here Professor Irene
McAra-McWilliam, Head of the School of Design,
explains why the exciting and pioneering plans make
perfect sense, and Joe Lockwood, Director of the
Institute of Design Innovation, introduces some

of the projects happening on campus.

The Glasgow School of Art and Highlands and Islands
Enterprise (HIE) have been working together since
2010, when we set up the GSA Centre for Design
Innovation in Forres at HIE's invitation. We then
developed the Institute of Design Innovation (InDI),
launched in 2013 by the Deputy First Minister.
This highly successful collaboration has now become
a creative partnership. Together, we wish to create a
flourishing region.

We want to support the development of creative
communities, including fragile communities, and to
stimulate the creative industries to be a major sector in
the region. GSA will develop a teaching studio that
supports innovation in the ways we teach, delivering
remotely, digitally, in part-time mode, in winter and
summer schools, and international retreats.

We will be working on a portfolio that includes
Archipelago 136: a programme of activities across the
islands of the inner and outer Hebrides; Bag o’ Clews a
programme with the Creative Industries in Orkney and
Shetland; and Harmonics — the creation of an identity
and process for the GSA-HIE collaboration itself.

What is known as the Creative Campus at Forresis a
GSA campus and InDl is already collaborating with the
Digital Design Studio in Archipelago 136 in relation to
St Kilda, a UNESCO world heritage site. We look
forward to ways in which the GSA's campuses in
Glasgow and in the Highlands and Islands can
dynamically interact to establish a national profile of
activities for GSA.

There is a clear interest from partners in Japan, the
USA and further afield to come to our summer and
winter schools in the highlands: it is a beautiful location
and will provide the opportunity for focused study and
research supported by high speed broadband in rural
and distributed areas. We are interested in exploring
how this technology will change the way that highland,
island, rural and edge communities participate in
democracy, business, culture and learning. With this
infrastructure, the edge can be the centre.

Professor Irene McAra-McWilliam
Head of the School of Design
Director of The Creative Campus Highlands & Islands

Mor Stein standing stone,
Orkney Islands.

Photo: lain Sarjeant/Highlands
and Islands Enterprise (HIE)
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The Creative Futures Partnership

The recently-launched Creative Futures Partnership
(CFP) is a unique and exciting collaboration between
the GSA and development agency Highlands and
Islands Enterprise (HIE), which has pioneered the
expansion of the GSA in the Highlands and Islands
region. Bringing together the strengths of both
organisations, the CFP puts creativity and innovation at
the heart of tackling complex social, community and
economic issues.

We have designed a vibrant portfolio to deliver new
research and teaching programmes in the Highlands
and Islands. As well as bringing new opportunities to
students, the programme will benefit businesses, social
enterprises and communities throughout the region.
The CFP portfolio includes the following projects:

Teaching Studio

The GSA is developing a research and teaching centre
for international excellence in creativity and innovation.
It will link internationally with partners such as
Massachusetts Institute of Technology, as well as global
businesses, to develop the creative capabilities of
students, enterprises, communities and government.

Archipelago 136

This design research-led teaching programme responds
to Professor McAra-McWilliam’s research theme
‘Innovation from the Edge’. Here, we use Design
Innovation to help express the unique cultures of
island life, beginning our research with the distributed
communities of the Hebrides. This research aims to
explore ways to build resilient, creative and confident
communities and partnerships, and to connect and
inspire others across the world.

Bag o’ Clews

This project explores how the creative industries in the
Highlands and Islands can flourish. Working with the
GSA's ethos of ‘Innovation from Tradition’ this
experimental design-research platform embraces
collaboration between the generations to support
the development of the design and craft networks in
the region.

The Design Network

The Design Network is an internationally linked,
entrepreneurial design and design research network,
which strives to support a flourishing design community
in the Highlands and Islands. The network has recently
launched, and will develop a nuanced understanding
of design and designers in the region. It aims to create
a greater awareness amongst non-design companies
of the transformational qualities that design brings
to businesses and communities.

The network hosts a vibrant mix of activities, which
will be of benefit to communities and businesses across
the region. Crucially, the network is closely bound with
research and teaching at the GSA. The aim is to carry
out world-class design activities, and help to establish
the Highlands and Islands as an international venue to
do so. We're currently developing the programme and
network of local and international designers so please
get in touch if you'd like to find out more.

Research in The Highlands and Islands
The Institute of Design Innovation (InDI) is a research
institute within the GSA, which has been based between
Glasgow and Moray for over four years. Our base in
Moray supports innovation in the rural and distributed
context of the Highlands and Islands with our partner
HIE. The Creative Futures Partnership builds on the
work of this long-standing partnership.

InDI researches the new qualities of design that are
needed to co-create the contexts in which people can
flourish: at work, in organisations and businesses, in
public services and government. InDl's wide research
portfolio covers the thematic areas of Work, Wealth
and Wellbeing, and includes the following projects:

The Digital Health and Care Institute

The GSA is a partner in the Digital Health & Care
Institute (DHI), which creates an open community
where industry can collaborate with academia, health,
care and social partners to innovate solutions to
challenging healthcare issues.

A central element in the DHI is the Experience Lab,
developed by InDI. The Experience Lab team use
a design-led and person-centred approach to build a
safe environment where users, businesses and
researchers can collaborate in an agile and iterative
manner. The Experience Lab team is based in Forres
in Moray and explores health and care challenges in
both urban and rural landscapes across Scotland,
including the most remote areas in the Highlands
and Islands. The DHI is one of the innovation centres
funded by the Scottish Funding Council (SFC).

Leapfrog

Leapfrog is a £1.2 million, three year Arts and
Humanities Research Council (AHRC) funded project,
which aims to transform public sector consultation
through design. The project sees close creative
collaboration with Highlands and Islands community
partners to design and evaluate new approaches for
better engagement. Communities take part in a
co-design process that creates a range of new
community engagement tools to specifically meet
their local needs.

The Highlands and Islands communities are
geographically dispersed and can be isolated. Working
across these communities stress tests our new
approaches, which helps make our tools more robust
when applied in other parts of the UK. Our consultation
tools will be used by Highlands and Islands
communities directly, and will also be exchanged
with other communities who will be encouraged to
adapt these tools to fit their own needs. Leapfrog is a
collaboration between Imagination Lancaster at
Lancaster University, and the Institute of Design
Innovation at The Glasgow School of Art.

www.gsa.ac.uk/indi
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Far left: Boys and their Toys,
image by Sanna-Ree Bathels

Above: Artefact made by
researcher Fergus Fullarton Pegg
to thank rural makers for their
contributions to Archipelago 136

Opposite below: Image: St.Kilda
view, Fergus Fullarton Pegg
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Production meetings,
MacMag, Mackintosh School
of Architecture

In 1974, a group of students from the Mackintosh
School of Architecture (affectionately known as
‘the Mac’) started the tradition of a student-run
publication known as MacMag. It has been growing,
morphing and adapting ever since - with a new
team of Stage 4 editors taking over and reinventing
the publication every year.

Today, the MacMag serves as a proud voice of
the School, showcasing the creative output of the
students and staff, alumni and relevant
professionals within Architecture - with a range of
student projects, interviews and articles that
capture the excitement of each year at the Mac.
All this is then carefully crafted into a publication
that launches at the end of the academic year as
part of GSA’s Degree Show.

The 2015 Degree Show saw the launch of the
40th edition of MacMag. In addition to showcasing
student projects from the past year, the editors
also took the opportunity of this significant
anniversary to reflect: The issue asked the central
question, ‘what makes the Mackintosh School of
Architecture?’ The editors — Diren Coskun, Jamie
Foo, Bjorg Hallddrsdéttir, Nik Hani and Sandra
McGrath — are all new to the GSA for Stage 4,
providing a fresh personal view of life at the Mac.
The anniversary was also acknowledged with an
exhibition of all 40 editions of the magazine at
The Lighthouse, Scotland’s centre for design and
architecture in the centre of Glasgow.

In addition to the traditionally physical
publication, the MacMag40 team have also been
active online, providing a look at the archives as
well as a glimpse at the making of the magazine.
This ensures that MacMag keeps evolving and
contributing to the development of contemporary
Architectural discussion.

MacMag40.com

Left and below: Archives
and present, MacMag covers
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Anna Burnside of The Scotsman meets some of the GSA alumni helping
to shape the Design landscape in Glasgow.
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Fi Scott

Make Works
makeworks.co.uk

When Fi Scott was studying Product
Design (she graduated with a BDes

in 2012) she thought she would end
up in New York, working in a studio

in Brooklyn and drinking craft beer.
But in her final year at GSA, frustrated
by her inability to get anything
actually made in Scotland, she decided
to stay and document what'’s left of
the country’s manufacturing base.

Now her company, MakeWorks,
has just launched its digital directory
of Scottish industry - a beautiful,
functional website to connect artists
and designers with the fabricators,
suppliers and facilities that can
produce their products. Scott and
her floating team of photographers,
film-makers, designers and producers
visit each one. It’s a lot of travelling
but getting to this stage feels,
to Scott, like a real achievement.

And the word is spreading.

“We have started to get contact from
heavier industries that previously
were not interested in the project,”
she says. “We even had a rubber

and gasket manufacturer asking us

to come and film. That felt like a bit of
a breakthrough because it took a long
time to convince the more traditional
factories that working with artists

and designers is an exciting thing.”

In the longer term, Scott would
like to see collaborations and
commissions that started with
MakeWorks come to fruition.

The groundwork is already laid: her
first commission, from the Jerwood
Charitable Foundation, was running
residencies for eight artists and
designers interested in manufacturing,
materials and methods of production.

And how does her GSA degree fit
in with MakeWorks? “From day one,
you are in charge of figuring out for
yourself how to do things. Everything
we are doing now feels like a
continuation of a project that we
would have been doing in art school
anyway. It's pretty empowering.”

Clockwise from top left:
MakeWorks tour, ESK Knitwear;
Fyfe Glenrock factory;

ESK Knitwear.

Photography by Ross Fraser McLean
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Clockwise from top: Screen, Birds
N Bees print, Timorous Beasties;
Paul and Alistair of Timorous
Beasties; Sofa, Grand Blotch
fabric, Timorous Beasties.
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Alistair McAuley &

Paul Simmons

Timorous Beasties .
timorousbeasties.com
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Swirling thistles, insects, Yardies,
Napoleonic bees ... Alistair McAuley
and Paul Simmons have no fear of
taking imagery from the most
hackneyed to the least expected
and combining them in the most
lovely and clever way. Their textiles,
carpets and wallpapers sit happily
in Glasgow’s flashiest casino as well
as on the best-dressed walls of the
city’s most prestigious addresses.

They set up Timorous Beasties
(the name comes from the Robert
Burns poem To A Mouse) after
finishing their postgraduate diplomas
in Textile Design in 1989. The plan
was always to work together and they
set up their own studio, in Glasgow’s
Maryhill, in 1990.

The decision to stay in Scotland
was, says Simmons, easy. “We both
lived and were educated in Scotland,
friends and family were all here. It
was easy to set up here, to get space
and equipment and just getting
around was easy. We knew our work
was not going to be particularly local
though Glasgow and Scotland have
been incredibly supportive. So the
geography wasn't important but
the circumstances were.”

Early clients included fabric houses
Mantero, Dedar, Sahco Hesslein and
Warners. “We produced some shirt
fabric for a company in London who
took ages to pay us,” Alistair recalls.
“We had no business education at
all.” What they did get from GSA was:
“The courage not to give a f**k at
first but understand that we would
have to eventually or we would die.”

Timorous Beasties now employs
seven full-time and three part-time
staff in the slightly lovelier environs
of Anniesland. They hope to take
over the rest of their building and
continue producing extraordinary
award-winning textiles in Glasgow.



From top: Gabriella diTano,
Communication Design 2012;
Map Magazine Festival Booklet;
2014 Risotto calendar
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Gabriella Marcella
DiTano
Risotto
risottostudio.com

In the third year of her Communication
Design degree, Gabriella Marcella DiTano
went on an exchange to Pratt Institute in
New York. On an independent publishing
course, she had a life-changing encounter
with a Risograph printer.

“It was the first encounter I'd had with
this print format and | loved it,”
she recalls. “Risograph printing bridges
the gap between a photocopier and
screen printing, which is why it suits
the creative sector perfectly.”

With free access to her new favourite
toy, Marcella was able to develop her
practice “through play and
experimentation. | began overlaying
typography and bold graphics using
the Riso’s vivid colour pallet and was
inspired by the instant results and
the tactile formats that this could
be applied to.”

Back in Glasgow, she bought a
Risograph printer on eBay and began
printing from her flat. What would
become her studio, Risotto, in effect
started there. When she graduated
in 2012 she secured Deutsche Bank
funding and set up her studio in the Glue
Factory, a creative hub in the industrial
area of St George’s Cross.

Her jobs vary from one-off
commissions from the likes of
Dr Martens and The Scottish Book
Trust, to regular work from galleries such
as The Modern Institute and Tramway. If
you have seen a poster for a cool-looking
club, the chances are it originated from
Marcella’s chaotic studio.

Her short-term aim is to take on
someone to run the business end of
Risotto. She would welcome the chance
to expand out of paper, into textiles
or furniture, and she can see herself
working in a shop-front studio that could
double as a gallery, displaying work as
well as producing posters
and generally making Scotland’s first
specialist Risograph printer more visible
and accessible to the public.
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Sarah Raffel

Brazen
brazenstudios.co.uk

When the time comes to buy
jewellery that costs more than a
coffee, remember this name: Brazen.
Started by Silversmithing and
Jewellery alumna Sarah Raffel in
2003, it's a workshop-shop-haven
for the most discerning of magpies

- people who want more than bling
when they chose a ring or a necklace.

Winning a Deutsche Bank Award
in her final year at GSA gave Raffel
the chance to put down her tools and
start thinking about the practicalities
of making a living. She discovered a
good business head on her shoulders,
secured further funding (although
she says in retrospect she could have
pursued more, and set the business
up on a stronger footing from day
one) and opened Brazen in Glasgow’s
Merchant City in 2004 and has
recently relocated to a new space
in the heart of the city on iconic
Sauchiehall St.

Brazen stocks work from 30
different jewellery designers as well
as providing workshop space for
graduates ready to make the leap
from Degree Show to shop window.

While there have been some tough
years during the recession, Raffel has
found the grit to keep going. She
credits her GSA degree for this:

“| think it taught me to be driven,
to overcome adversity and strive to
continue to hone my practice both
creatively and professionally.”

As the economy eases up
and people have the cash to buy
statement necklaces once again,
she forecasts expansion ahead.

“I would like to think we will continue
to grow the team, employing both
traditional bench and setting skills
and engaging more design talent.”

CAD and rapid prototyping are two
areas that she would like to develop.
“I'am also very interested in
collaborations with interior designers
and architects, | love it when our work
scales up and works within a different
environment. It's not sitting on the
body but it still carries the finish and
jewel-like nature of fine jewellery.”

Clockwise from top: Sarah Raffel;
Brazen studio and Brazen shop
front, Merchant City
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The Digital Design Studio is an interdisciplinary
hub blending science, art and technology, with
research and commercial work covering 3D
medical and heritage visualisation, 3D sound,
and game development. The Skinny's tech editor
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Cathleen O’Grady explores the role of the studio 5

as a centre for boundary-crashing digital work G

across Glasgow, Scotland and the world. e o
:F'_. Cathedral, 2014.

Home to a vibrant, world-class research and
postgraduate student community, the Digital
Design Studio (DDS) works at the interface of
science, technology and the arts, exploring
uncharted territory in 3D visualisation, interactive
technology, and sound design. Housed in The Hub at
Glasgow’s Pacific Quay, the studio is, fittingly, a hub
of commercial projects for business and industry
across Europe.

As one of the GSA's five research centres, the
DDS is at the forefront of the development of real-
time 3D visualisation and interaction technologies.
Laser scanning methods, 3D sound, speech
recognition, and camera-based and haptic
interactive technologies are all used to create tools
for a variety of industries and applications. Students
in the four DDS masters programmes work alongside
researchers, commercial designers, and PhD
students in the state-of-the-art facilities at The
Hub, which houses one of Europe’s largest virtual
reality laboratory spaces, as well as an ambisonic
(3D sound) lab.

“We're right in the middle of things,” says
postgraduate Programme Leader Dr Daniel
Livingstone: Pacific Quay is also home to the
Glasgow Science Centre, BBC Scotland, the Scottish
Media Group, and STV (Scottish Television). Another
close neighbour is Film City, which houses Savalas,
Scotland’s largest sound post-production facility
and the UK'’s first Dolby Premier mix theatre.
Academic partnerships with the likes of the
University of Glasgow’s College of Medical,
Veterinary and Life Sciences, and the Centre for
Health Science at Raigmore Hospital in Inverness,
complement links with industry such as
GlaxoSmithKline and the NHS, attracting funding,
feedback, and access to information. The DDS aims
to break new ground in its development of

innovative technologies, and to use these
technologies in educational, industrial and
community engagement projects, improving access
to technology and creating new knowledge.

Blending Art and Medicine

The 3D Definitive Human, one of the DDS’s flagship
projects, is the world’s most accurate virtual model
of human anatomy, designed for a variety of users
across public and medical contexts. The model
incorporates haptic input, including an ‘injection’
that mimics the feeling of pushing a needle into
resistant flesh with eerie realism. This, and other
technologies such as the Kinect that can be used to
track the motion of the user, can be paired with the
3D model — or an even more immersive virtual
reality environment — to present a rich and engaging
tool for learning or training.

The major output of the 3D Definitive Human
Project thus far is the 3D Head and Neck, an
interactive model that is unique in the fact that it is
medically validated. “The majority of 3D models
that are used for educational purposes are not
validated and do not have perfectly accurate detail,”
Livingstone explains. “This project has been
medically validated to say that, yes, this is
exceptionally accurate and detailed.” Data from
cadavers and live subjects was used to create the
model, which will have application in surgical
simulation, pre-operative planning, and training. Its
user-oriented design and supreme precision make it
a perfect educational tool, allowing students to
explore and practice in a risk-free environment.
Future projects will include the creation of female
and male models of the rest of the body.

The DDS’s medical links also include its
collaboration with the Laboratory of Human
Anatomy at the University of Glasgow for its MSc

Medical Visualisation & Human Anatomy, which is
“the only programme of its kind in the world, in that
it combines visualisation with dissection,” notes
Livingstone. “It’s a rare privilege to be able to learn
anatomy with human dissection, and the anatomy
at the University of Glasgow is already a world-class
resource. This is the first programme of its
type to combine these disciplines, which makes it
totally unique.”

lanto Jocks, a 2014/15 MSc student with a
background in history and classics and an interest in
the history of medicine, utilised this interdisciplinary
approach heavily in his own work. His research
project involved creating 3D visualisations of the
anatomical collections at the University of
Glasgow’s Museum of Anatomy. The collection was
created for medical purposes, explains Jocks, but
also has an element of the artistic: “Anatomy has
always been science as well as art. | think that
looking back at medical history helps us understand
modern society, modern science, and the process of
generating ideas better.”

Virtual Tourism
The DDS collaborates with Historic Scotland and
non-profit CyArk on the Scottish Ten project, which
aims to digitally document ten worldwide UNESCO
heritage sites using laser scanning and
photogrammetry to produce realistic 3D models.
Scotland’s five UNESCO heritage sites — New
Lanark, Neolithic Orkney, St Kilda, the Old and New
Towns in Edinburgh, and the Antonine Wall -
have all been completed, as have four international
sites: the Sydney Opera House, Mount Rushmore,
China'’s Eastern Qing Tombs and Rani ki Vav in India.
The team is currently scanning Nagasaki’s Giant
Cantilever Crane.

This collaboration, which serves both educational

and conservationist purposes, provides the DDS
with access to data, and positions Scotland at the
forefront of historic documentation. The Scottish
Ten is a world-leading project in its use of state-of-
the-art technologies, and the DDS benefits from
having staff directly involved in the project, says
Livingstone. “It's a premier team of professionals
based on-site, and we're able to bring students
together to learn from these professionals who are
absolutely world class.”

Historic Scotland and the DDS’s joint venture,
the Centre for Digital Documentation and
Visualisation, has also been involved in the creation
of the Battle of Bannockburn project, to create an
engaging and interactive visitors’ centre at the site
of the historic battle. A joint initiative with the
National Trust for Scotland and designers Bright
White, the project saw the famous motion capture
technologies that created Gollum in the Lord of the
Rings used to create realistic footage of warring
soldiers, which can be digitally combined into a full
battlefield animation. Haptic and motion sensitive
technologies allow visitors to interact with the
displays at the centre. The ongoing work to make
digital visualisation technologies accessible and
engaging for the general public, and encouraging
communities to use them as a means of researching
and representing their heritage, is central to the
mission of the DDS. The ACCORD project aims to
create an open-access database of archaeological
and historical 3D models, co-produced by
community groups and accessible to all.

The visualisation of historical sites in Glasgow
has not been neglected, with 2014 students in
the MSc International Heritage Visualisation
programme having created a model of Glasgow
Cathedral as a team project. Individuals are also
documenting sites of interest, such as the Stobcross

A SPAdCe Bethe

Crane (more widely known as the Finnieston Crane),
a disused giant cantilever crane that stands as a
symbol of Glasgow’s industrial heritage. Nicola
McCabe created an ‘online museum’ for the crane,
with interactive capabilities and information on
both the engineering side, and the personal
historical side, telling stories of what it was like
working in the shipyards.

“There was nothing that told you what was there
before,” McCabe explains. “I don’t remember it — it
was all gone by the time | was born, and anyone in
my generation will be the same, so it seems a shame
when it was such an important thing that
contributed to the building of Glasgow.” The
changing of places over time is a subject of
fascination, as is the River Clyde’s pivotal role in the
creation of the city: “I find the industrial history
fascinating, but it’s not something that’s generally
very celebrated.”

Immersed in Sound

Industry and academic links provide important
experience for students and researchers working in
sound design, says DDS resident sound expert Paul
Wilson. A number of students in the MDes Sound for
the Moving Image programme become involved in
commercial work and many students go to the BBC
and other companies for work experience. Jessica
Argo, a recent graduate, has moved onto PhD
research in collaboration with the University of
Glasgow’s Institute of Neuroscience and Psychology.
Her master’s research explored how music affects
our emotions, and her PhD research delves more
specifically into the relationship between music and
psychology, exploring the use of synthesised sound
as exposure therapy for people suffering from
anxiety and depression. She works with her sound
design and neuroscience supervisors to generate

Layar app can be
downloaded for free on App
stores (android and mac).
Download Layar to watch
the digital content

soundscapes for sufferers of noise-triggered anxiety.

While the focus of the sound department tends
to be on film and television work, such as 2014
alumnus Kevin Walls’ BAFTA Scotland winning
soundtrack on ‘ldentical’, some students also use
the course as a platform for artistic practice (see
also MDes Sound 2015 alumnus Laurence Chan's
degree show piece on the front of this book).
Alumnus Raydale Dower continues to use sound in
his professional practice as an artist, creating
sculptural installations that explore sound, music
and our experience of space. One of his works, Piano
Drop, was an installation featuring an ultra-high
frame-rate film of a piano dropping from the roof,
with ambisonic recordings, played back in slow
motion. “The idea was to shatter your illusion
of what you see and what you expect to hear,”
explains Wilson.

For some students, studying sound is the first
step in the exploration of possibilities. “Many
students know they’re interested in sound, and
some know that they want to go in certain
directions, but the majority just study it and find
their niche,” says Wilson. The interdisciplinary work
of the DDS lends itself to students and researchers
with competing interests in art, technology and
science, allowing a merging of fields and cross-
pollination of ideas to germinate novel research and
use of technology.

Glasgow is a city famous for its rich artistic,
cultural, and scientific history, and is fast
developing arole as aworld leader in 3D visualisation
and sound. For those interested in positioning
themselves at the forefront of cross-disciplinary
scientific and artistic work, the DDS is
undoubtedly the place to be.

gsa.ac.uk/dds

GS:A
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© Paul Stuart 2014

‘The art school - any art school - is a
good place to be, generally. Because
of what it is about. But that place,

in particular, has a great atmosphere.
You have this big, meaty, industrial
city...but you have in the centre of

it this great temple to art, which | think
is a fabulous thing. It opens its doors
to that city, and to me that is what art
should be — an expression of the place
and the people that it springs from.

‘I had my student days there,

and they were wild and crazy as they
should be. But at the art school, you
always had the sense of a kind of,

if not a higher purpose, then a sense
that the arts were valuable, that
talents were valuable, that these were
things that people had that should

be developed and cherished.’

Doctor Who actor, Oscar-winning
Directorand School of Design alumnus
Peter Capaldi (Graphic Design, 1980)
in conversation with Adrian Lobb
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Graduate recruitment is now at its highest level since 2007.

The improving job market is predicted to continue in the coming
year with UK graduate employers expected to increase entry
level vacancies by 81% in 2015!". Graduates of the GSA go on
to myriad careers, by no means limited to directly art, design or
architecture-related roles. Our graduates leave equipped to be
self-starters, to take the reins, and to create, experiment, and
make a difference. You can join our strong alumni community
on LinkedIn with destinations including Dyson, BBC, Apple,
Foster + Partners, Topshop, in roles from education, engineering
to media, communications and legal services and in locations
around the globe from US to Scandinavia, Australia, China and

India and all across Europe.

Opposite: Recreation of alumni

9 2 3 qumesmkenfromunkedln

Of GSA graduates are in employment or further study

6 months after graduation:
of 2013/14 GSA leavers are employed on a permanent contract

of 2013/14 GSA leavers are self-employed or starting

a business
of 2013/14 GSA leavers are employed on a fixed term
contract lasting 12 months or more

-,

of 2013/14 GSA leavers are on an internship or developing
their portfolio

of 2013/14 GSA leavers are employed on a fixed term
contract lasting 12 months or less

Source: High Fliers The Graduate Market 2015: Above source: GSA data gained and collated by the GSA Career Service via 2013/14
http://www.highfliers.co.uk/download/2015/graduate_market/GMReport15.pdf DLHE survey

GS2A
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‘TheGSAisatruly international institution, with students from

69.different countries populating its studios, workshops and
lecture theatres. As well as being part of this international
-—communlty in Glasgow, students also have the opportunity
tolive and study in cities around the world as part of the GSA’s
-exchange programme, which has 75 partner institutions in

thriving creative places such as Berlin, Reykjavik, Tokyo and
New York. Students from these institutions are also welcomed
tothe GSA on Exchange, along with students from a multitude
.of iother creative programmes around the world coming to
study at the School through Study Abroad programmes for _|

-periods of 3 — 9 months. Here three students - one

Abroad, two Exchange - share their experiences.

udy

Maya McBeath

Product Design

Exchange student at National Institute of Design (NID) in Ahmedabad, India

‘You are a girl and going to India by yourself, are you
mental?’

That was more or less the reaction after | was
accepted for my exchange at the National Institute
of Design. But it has been one of the best decisions
| have made up to now.

Apart from its six million people, the city does
not have a great deal to offer. This is not picture
book India. The attractions are covered in two days
and there is no nightlife — alcohol being illegal in
this state. It has very little tourism and as a white
person | stood out a lot. On the upside, people are
very open, helpful and friendly and there is still a lot
to do and explore. It is a very interesting place to
live and study, especially for the cultural difference.

When going to India you need to be open to
something totally different. That struck me the
most while experiencing student life there. NID has
a beautiful campus with gardens and peacocks,
which is closed off from the loud and busy
surrounding city. All life takes place on the campus;
you live there, you eat there, you study there, you
meet your friends there. In addition, the work ethic
differs a lot, | felt there was little division between
work time and free time and regular chai breaks
were of great importance. Adapting to this different
way of life took some time, but once done life on
the campus was very enjoyable and rewarding.

| chose India for my exchange to experience a
very different culture, but | also benefitted a lot
from studying Product Design there. Our tutors
suggested we work with the Blind People’s
Association in Ahmedabad as our project partner.
We visited the association often - it provides a
hospital, a school, a library and workshops for the
blind. | re-designed a blind football for them, as the
common one was not loud enough to be heard
above the sheer volume of background noise in
India. | was motivated by seeing the joy they had
while playing blind cricket and wanted to offer
them more possibilities to have as much fun. |
taught the institute’s cobbler how to make the new
football so they could produce as many as they
needed. Through this project | learned a lot about
what | want to do and what | want to stand for as a
designer. It clarified where | see myself in future and
showed me it is possible.

India is not a country for everyone but |
personally gained and grew so much through going
there. If | had to choose again | would definitely do
the same again. As Dev Patel says in The Best Exotic
Marigold Hotel, “Everything is going to be alright in
the end and if it is not alright it is not the end!”

See Maya’s photo diary of her exchange to India
on her blog: mayabumblebee.wordpress.com

Maya McBeath, image ©Fabian Siefert
kreativemetropole.de other images,
Ahmedabad and Blind Peoples’
Association, by Maya McBeath
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Left: Sniedze Riekstina
©Barron Whitney Peper
Right: Ecole Nationale
Superieure d’Architecture de
Paris-Belleville, Paris
Bottom: Eiffel Tower view

Sniedze Riekstina

Architecture

Exchange student at Ecole Nationale Supérieure d’Architecture de Paris-Belleville, Paris

I had the good fortune to go on exchange just before
concluding my studies of architecture. | spent the
first semester of my final year in Paris, doing research
for my thesis and discovering this spectacular city
and its architectural treasures. Packed with different
languages and customs, culture and lifestyle
variations, this was a challenging, yet nurturing
experience.

My host school was Ecole Nationale Supérieure
d’Architecture de Paris-Belleville - one of 6
architecture schools in Paris region, known for its
research in architecture and urbanism. The key
element to its academic structure was the variety of
design studios available for students to choose from,
thus helping to deepen knowledge in particular areas
early on. My design studio — focused on housing in
Paris — in its very practical approach, was fairly
different from its mostly concept driven counterpart
| had known before. And | found it beneficial to
become familiar with both approaches.

There were also city wide and out-of-school
activities | got to profit from, such as Nuit Blanche
art festival, museums and galleries and pop-up
performances on street corners. | was inspired by the
talks by prominent architects, the most notable
being Alvaro Siza Vieira. Maybe because of the
inspiring study atmosphere or the abundance of
research materials, the city library of the architecture
(Cité de l'architecture et du patrimoine) right beside
the Eiffel Tower quickly became my favourite place

in Paris.

Indeed, the city itself must be the very reason
for an architecture student to enjoy one’s stay
there. Starting from individual buildings, to
magnificent monuments, and finally to the major
urban redesign of Paris by Baron Haussmann - the
capital of France is full of excellent architectural
examples to discover and to study. But the real joy
must have been just to immerse myself in the city
(discretely checking my map from time to time)
and to stumble upon some wonderful places,
“secret” to all the crowds of tourists, and to see
the real Paris with the eyes of a Parisian.

| am certainly no Parisian, but | dare to say | do
not feel like a tourist anymore. The first three
weeks of my stay were a bliss of meeting new
people and exploring a new city, but by the end of
the first month | got to feel the real Parisian
rhythm “métro-boulot-dodo” (metro, work, sleep)
growing on me too. And to me this day-to-day
experience was the real thing, as it raised my
awareness and made me understand Parisians and
the city far better.

| am glad for having had this opportunity
of exchange, for it was a truly positive and
unforgettable  experience. ~ Many  strong
international friendships were created, new
horizons unveiled and a strong basis of my thesis
project formed. And in hope of finding some déja
vu moments, | will visit Paris again!

Allyce Wood

Sculpture and Environmental Art

Study Abroad student from Cornish College of the Arts, Seattle

There were many contributing factors as to why |
studied abroad. The first of which came from the
basic desire to leave Seattle, the only city | had
ever lived in, to immerse myself in a different
landscape, culture, and art scene. | was attending
a small college in Seattle and was interested in
gaining some new perspectives and expanding my
peer group, and | was also excited by the GSA’s
Sculpture and Environmental Art programme.

There were many memorable moments at the
GSA and the surrounding city alike. | loved the
Friday Event lecture series that was held in the
Glasgow Film Theatre, learning about the practices
and influences of professional artists. | also
enjoyed the critiques given by classmates - the
frank exchanges taught me so much about
intention, historical reference, and perspective.
Putting on exhibitions was very rewarding - it was
a thrill to partake in events at the Centre for
Contemporary Arts and SWG3 gallery, as well as
at various flats and studios. Never before had |
lived in an area so full of exceptional venues!

| also enjoyed becoming close to many of my
fellow students: Cooking meals together, going on

Top: Allyce at
beachfront, Ayr, Scotland.
Bottom: Allyce Wood

trips outside of the city via bicycle and train were
comforting and joyful. There were a number of
great pints shared over stories of our pasts,
similarities and future ambitions.

Glasgow granted me an expanded notion of
what art could be, giving me the freedom to push
my practice further. Seeing so many artists
involved with the construction of venues was a
great lesson in courage: You needn’t wait for a
gallery to select you if you have the drive to build
the space yourself. | continue to live by that
lesson, and apply it to many facets of my artistic
career, my job searches and peer outreach.

| had the good fortune of travelling quite a bit
when | finished my two terms at GSA. | went
around Scandinavia, Germany, the UK and France,
with some of my best friends | made whilst on
exchange. | have been able to come back to the UK
once a year since | graduated from University,
both for social reasons as well as for exhibitions
and collaborations. My home is still Seattle,
although my considerations for where | will live
next have expanded greatly — there is a good
chance | will make my home abroad again.

This article first appeared in
GSA Reflections on an Art
School 2015/16.



Acting Director of Programmes in
Singapore, Thomas Greenough having
travelled from Glasgow takes a look
at our sister campus in Singapore,

SE Asia, half a world away, but only
geographically speaking...

As the Acting Director of Programmes here at GSA )

o q Above: Christopher Wong,
Singapore, | can say | have been very impressed by the Communication Design 2015
quality of the student body from the word go.
| have visited Singapore regularly, and | originally saw
student work in 2013 at the 100 Days exhibition which
celebrated the first one hundred days of the
programmes here. And | can say that the engagement
of the students and indeed the tutors was reflected
in the quality of the work that | saw. But what really
hit me this time - in the induction week, was the way
the 4th year students worked with the new students,
creating workshops for them, running activities and
finally producing a film documenting the week. It is this
community spirit which is at the core of GSA Singapore
- it is also there between the staff and students,
working collaboratively on projects within the
community and towards the final exhibitions. | look
forward to seeing the fruits of their labours at the end
of the year.




“It is a community spirit that lies at the heart
of GSA Singapore, and also (exists) between
staff and students”

—
Orientation 2015 at
the Glasgow School
of Art Singapore

About GSA Singapore

The GSA Community extends far beyond the UK.

As well as alumni throughout the world, the GSA has
an office in China, and our sister campus, The Glasgow
School of Art Singapore was established in 2012.

In Singapore GSA delivers years 3 and 4 of the
Bachelor of Art (Hons) programmes in Communication
Design and Interior Design, in partnership with the
Singapore Institute of Technology (SIT). The degree
programmes, validated by the University of Glasgow,
enable Diploma students from one of Singapore’s
Polytechnics to progress from a Diploma to a Bachelor
of Arts (Hons) degree. With two degree shows now
behind them, students from the programme are already
award-winning and look set to continue to make an
acting contribution to the creative economy of SE Asia
and beyond.

GSofA Singapore students in
Glasgow - a glimpse of third year
students enjoying their 3 week
immersion programme at GSA

in Glasgow. vimeo.com/72336795

Visit GSA Singapore Degree Show 2015 online
http://www.gsasingapore.com/
More at www.gsa.ac.uk/singapore
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Welcome to the GSA Students’ Association
(GSASA), aka ‘The Art School’. The
Students’ Association are a not for profit
charitable organisation, helping students
from all disciplines with advice, support,
funding student projects, exhibitions and
societies and and serving the student vision
to create everything from spectacular

live music and club nights to pioneering
performative works and live debate.
Introduced by the newly elected President
of GSASA Lewis Prosser. Find out more at
theartschool.co.uk / @artschool_

[ write this introduction on behalf of the Students’ Association
at The Glasgow School of Art. The Students’ Association is at :_;f;é:slg;:fr\:&hool
the very centre of art school life, it is the one place that is truly
cross disciplinary and accessible to all students no matter what.
As an association we offer project spaces where students can
run exhibitions and a venue where they can programme events.
We also provide termly extracurricular funding so students can
progress their own practice outside the confines of assessment
and paperwork.

The letter that follows is written by a dear friend and recent
graduate of the School, as it states it is a manifesto of sorts,

a call to community for students, prospective and continuing.
It is a sign that we, as a cohort can see the situation, and that
no, the situation is not ok. Read the words carefully because
they bear more resonance now than they ever will.

As we enter a new year in our legendary venue it is our aim
as an association to increase transparency, accountability,
equality and collaboration across the School. Remember, we are
choosing to be creative at a time when higher education
institutions and cultural bodies across the UK are being swallowed
by a corporate, neoliberal agenda. We must hold on to what
makes us unique, what drives us to want to paint, to make, to
design; that primordial twitch that makes us so ready to fight the
tirade of slippery advertising and ingrained state oppression with
fresh innovation and imagination. The Glasgow School of Art has
a great political past and a bright future for those that should
wish to challenge the inconsistencies of the present.

The Students’ Association is a place to challenge the
perceptions and narratives surrounding education and the
creative sector. Fine art, design and architecture are an essential
part of life. At the GSASA we realise that one should never feel
bound by precedent. It is within our fibre to reinvent, reimagine
and rebel because we realise that it is always better to be NEW
than to be good by yesterday’s standards.

A}l the best,

Lewis Prosser
President
GSA Students’ Association




To my dear, cherished students,

Welcome to art school — You're under attack, | hope you see
that. By reactionary society, by crude rationality, by your own
economic backgrounds, by John Whittingdale. Give them five
more years and they’ll privatise your parents too and there’ll

be no-one to pay the rent. No, the situation is not OK.

But you've come to the right place. This is an open letter to
artists, designers, architects, a manifesto of sorts; a protest
against nostalgia, and a plea against ambivalence in all its forms:

A BOMB IN THE NATIONAL GALLERY WOULD MAKE SOME
NOISE, BUT NOT AMONGST THE RIGHT PEOPLE

Try and make something that jolts you out of grinding
complacency. Radicalise. Most of all, be contemporary, because:

THIS IS NOT THE BP PORTRAIT AWARD

It's 2015, and Art still runs on an economy of scarcity, as
retrogressive and boring as it is elitist. Make concepts, not
commodities. Everyone is painting in pastel colours and not
enough people are working out what even gives them the right
to exist right now. There is more resonance and poetry in those
Deep Dream images than your best Andy Warhol impression.
In fact, the Google algorithm might be the closest thing we've
got to Ulysses. You can sell out at degree show but for now
you've got the luxury to actually work something out.

THE PRESENT IS UNDERPERFORMING

(AND THE FUTURE IS FADING FAST)

It's 2015, the world is being beaten into a homogenised pulp and
we’re sitting around talking about ‘materiality’ and ‘objecthood’.
What happened to the situationists? The political sterilisation of
contemporary culture just happens to coincide with the
conservative shift throughout the Western world. And what
actually happened to the future? Aesthetics, politics; at least the
fascists had some fun with it. Culture is a propaganda war and
they’re winning. We’re on neoliberal time now; it's the
commaodification of absolutely everything and that includes you
and all your feelings. If you want an alternative then you'll have
to invent it. Thankfully, you've got four years to say something
you didn’t already know. It’s your god-given-nine-grand-a-year
privilege, so do something with it, but:

Clockwise from far left:

The Vic Cafe Bar; Inferno Ball;
Numbers - Jackmaster & Spencer;
Degree Show Street Party.
Images © the Art School

REJECT SELF HELP

If you need a place to project then there are open mic nights for
that; a crit is not a therapy session, and while the government is
failing NHS social workers, it's not your job to pick up the slack.
It's not all about you. Art is many things, but it is not a happy-
place; it should fill you with terror and joy; painkillers only lead
to a duller death. Wipe those tears away though, because:

EACH OTHER IS (MOSTLY) ALL YOU HAVE

Talk to each other, work together, live in each other’s studios.
Everything you learn you will probably have to teach yourselves,
but that’s kind of the beauty of it. Look outwards: across GSA,
across disciplinary and geographical lines. Whether it’s MFA
protests on Renfrew St or sit-in occupations in Goldsmiths,
solidarity is key and collaboration is your best asset. And, if the
need arises:

STRIKE

Art is work. Do more, but demand more and withdraw your labour
if necessary. The entire MFA class at USC Roski just dropped out

in protest, with support from faculty and alumni. Make the school
work for you.

Thanks for sticking around, have a nice time and take a Turner
Prize on your way out.

Best,
Anon.
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Left: Richard Youngs & Luke
Fowler at Cry Parrot’s Music
Is The Music Language 2012.
Image: Alex Woodward

Below: Alex Kapranos of
Franz Ferdinand.
Image: Herald & Times

Opposite: GSA Degree Show
rooftop after party 2012

lasgow is a great music
city. New students at The Glasgow School of Art will
find themselves at the heart of a vibrant and diverse
community of musicians, DJs, promoters and fans. GSA
alumni have found fame as members of Franz
Ferdinand and Frightened Rabbit, to name but two,
their success made possible with the opportunities
provided by the city’s rich infrastructure of venues and
art spaces. Beyond the grassroots scene lies a world of
possibilities: large venues and arenas, plush concert
halls and a musical calendar packed with festivals and
special events.

The GSA has played a significant part in the history
of Glasgow pop and rock. The Art School venue was
where Orange Juice played their first Glasgow gig in
1979, and it continues to host shows by cult bands
and future stars, such as the hotly tipped Glasgow
electronic trio CHVRCHES, who made their live debut
there in 2012. More significant still have been the
contributions of GSA students and alumni to the music
scene. From playing in bands and DJing, to booking
shows and designing posters, artists have been at the
heart of the city’s musical community.

This fruitful exchange can be traced back to the
early 1970s and the Third Eye Centre (now the Centre
for Contemporary Arts or CCA), where playwright,
poet and pianist Tom McGrath presided over a visionary
programme of avant-garde jazz and folk music,
alongside theatre, readings, exhibitions and radical
intermedia happenings. As punk bands were banned
by the city council, it wasn’t until the post-punk era
that Glasgow would produce its own distinctive scene.

Behold the Sound of Young Scotland: Postcard Records.

Home to the sighing pop reveries of Aztec Camera and
Orange Juice, as well as the more angular sounds of
Josef K, Postcard would prove influential on several
generations of Glasgow indie, providing a model for
bands and labels to carve out their own little corners
of the music world. While some Glasgow bands such
as the Jesus and Mary Chain and Primal Scream moved
to London to further their careers, others such as
The Pastels, The Vaselines and Teenage Fanclub remain
in the city to this day, helping to run club nights,
organise shows and keep record stores stocked with
the latest underground sounds.

As Britpop went into decline, Glasgow emerged
as a hotbed of post-rock, lo-fi and indie pop. From the
Chemikal Underground label emerged Mogwai,
Delgados, Arab Strap and Bis, each with their own
distinctive sound and attitude. Meanwhile, Belle &
Sebastian’s wistful pop gems captured the mystery
and magic of Glasgow. The runaway success of Franz
Ferdinand in the early noughties highlighted the
importance of the GSA to the city’s music scene.
Although only bassist Bob Hardy had studied there,
all the band members had strong connections to the
art community. As a result, they became the house
band at The Chateau, an art deco warehouse turned
studio and performance space.

The GSA s close to a hub of venues and bars
in Garnethill: The Art School itself is a gig, club and
exhibition space with an excellent reputation for
leftfield events. Down the hill on Sauchiehall Street
is the famous Nice & Sleazy, a local indie institution

which also serves the finest burgers in town. The CCA
offers an excellent performance space, plus galleries
and two café-bars. For larger bands, there’s the O2
ABC, and for emergent touring acts, Broadcast. Moving
across town towards Central Station, you'll find the
Stereo café and venue and the versatile art and music
space the Old Hairdressers down Renfield Lane. In
nearby Jamaica Street is the Sub Club, home to the
famous Optimo, an eclectic club night which has
played a major role in shaping the city’s music culture,
as well as the bass-worshipping Numbers, and house
stalwarts Subculture.

Walk along Argyle Street towards the Trongate
and you'll reach the artists’ quarter of King Street,
home to the Transmission Gallery and Glasgow Print
Studio, as well as the mighty 13th Note Café, the site
of innumerable loud and sweaty subterranean gigs.
Kings Court, meanwhile, is home to vegan café-bar
and venue Mono and its fantastic in-house record
store Monorail, co-owned by Stephen McRobbie of
local indie legends The Pastels. Other great record
shops in the city include Rub-a-Dub, for electronic
music, and Volcanic Tongue, for esoteric
underground transmissions.

These places have been hugely supportive of the
city’s creative community, allowing independent
promoters such as Nuts & Seeds, Cry Parrot and Never
Come Ashore to thrive. Run on a non-profit basis, these
DIY promoters boast an inclusive music policy, which
takes in everything from scuzzy punk and kaleidoscopic
electronica, to Saharan trance rock and wild-eyed
avant-folk. 2013 Turner Prize nominee and GSA

alumnus David Shrigley is a prominent supporter of
Cry Parrot, and he speaks for many in saying that
independent promoters represent ‘all that is great
about the Glasgow cultural landscape: a DIY attitude
towards presenting wonderful, interesting and peculiar
musical events to the people of the city based on
passion, curiosity and generosity rather than a desire
for profit or personal gain. When people ask me why
I choose to live in Glasgow, | would cite the fact that
people like Cry Parrot do what they do here as one

of the reasons'.

DIY promoters also make an effort to offer an
alternative to the standard gig experience, putting on
dance parties and festivals in warehouses, art spaces
and community centres, as well as more conventional
venues. Artist collectives have embraced this approach,
organising innovative multi-media events in former
industrial spaces such as SWGS3, the Glue Factory
and The Whisky Bond. Such activities have had an
influence on the city’s ‘official’ events, with pioneering
festivals such as Arika, Counterflows and Tectonics
presenting experimental music alongside installations,
talks and performances.

German curator Hans Ulrich Obrist has described
the city’s explosion of award-winning art and culture
as the ‘Glasgow Miracle’. The GSA has been at the
heart of this cultural renaissance, and new students
will have a fantastic opportunity to participate in this
hotbed of creativity, shaping the art of the future
and its soundtrack.



Install, work by Norman Sutton
Hibbert, Phoenix Bursary
Exhibition 2015




Ajddeoimoyyn-oe‘esb mmm

‘uorjedndde ue Supjew a10jaq

sjuswaJINbas A13ua JUa.1IND 10} 31SGIM YSD Y3 YP3YD

pinoys sjuedndde pue ‘uorjesslje 03 193[gns si A10303.1p
SIY1 UIY3IM pauleluod UoljeuLIojul 3yl Jey3 910U asedld

ATl G- MO
SUOCIAEDIHI™MEND AU
O=HUL AoM

AdN=AS TTECO -0
QUIE @-1ENCteii

SoWNEdDO A
ORENAEUDTUSAUnN

TR 1) RN 171

SAUDAUO0D

‘uollednpa Jaysiy o} spiepuels apimpliom 3uillas 03
P931e21P3p sal1IsIdAIUN Jo Suidnoag jeuoileulalul ue ‘|z
SBISI9AIUN JO J9qWIBW J9PUNOJ B PUB SIZISIDAIUN YDIe3sal
3N Suipea) jo dnoun J19ssny snoidiysaid ay3 Jo Jaquisawl e si
MOoZse]n Jo AJISI9AIUN BYL ‘LS L Ul paysiiqeis] ‘mogse)n Jo
Kyisianiun ayl Aq pajepiea ale sswwelsgold 93139p yYSO NIV

2
S
ko]
£
[a)




<JINSINO

T T

9IBUAESIDASANL)

ans 93I36UAGBSD
vyaus2 165103500

O=1ML YON
<NOIJIGVLIHL.IBUO YHINMN=]
Y AQGEE (o3 WO

2irlt nirltiw banisinod noitsrmotni orls 15t 93on 926919
bluorlz 21ne>ilqgs bris \roits191ls 01 $r9idu2 2i V10391ib
2insms1iupat y1ins tnsmud Yot atizdow A2D ol Yoarl>
.noi1sdilqqs ns gnidlsm s1otad
\lagsoiwor\u.o6.62p.Www




‘92439p (SUOH) Sy JO Jojaydeg e 0}
ewo)diq 419y3 ,dn-do3, 03 soluyda3kjod
s,210de8uls Jo 3UO WOoJj SUIPNIS
ewo)diqg 9)qeus sswwies3oid ay |

‘(dL) 21uypankjog yasewa) pue (11S)
K3oj0uyda] jo a3nyasu| aiodeduls ays
yum diysissupied uj ‘a1odeduis u udisaq
Jou33u| pue ugisaQg UoIedIUNWWOD) Ul
sawwess0.1d (SUoH) 1y Jo Jojaydeq sii Jo
¥ PUe € s1eak SISAISP VSO

aJodebuis/yn-oeesb
K3ojouyda)
Jo any3su| asodeduis o3 Ajddy

alodeduis yjosn

's3oafoud aAN pue AJiA13de paseq

-o1pn31s Yy3nouys uoiesijian A3ojouyds}
1e18Ip pue sassa0.d jeuorHpe.l ‘s)iis
1esd ‘yiom paonpoud-puey jo uoizedijdde
3Y3 93usjjeyd pue puaxs ‘93eidanul
‘92130e1d ‘a1inboe syuapnis ‘Aisploiquid
pue aAeam ‘Uuy ‘quiid - swisjernads
123[gns Jnoy jo pasodwiod si pue

‘Uolyse} pue sIoLIIUI 10} Y10]2 JO uSisap
SU3 Y3Im pautaduod s udisaq 9)1axa)

9)ixa3/ynde‘esb
udisaQ 9111x3 (SUOH) Vg :plemy
LEZM 9P SVDN

ugisaq 9)1xaL

‘3insodxa A1a)1e8 1oy papusiul S}Jom
Jeuosiad A1aA jo 3nsind sy3 o3 sauasnpul
3IeMJIRAIS Jo AI9)1oMaf Wwieasjsulew ay3 1oy
3uiudisap wouj ‘91qissod se Aiajjamaf pue
Suiynwisianis o3 yoeoidde ue peouq se
saoeIqUI Swiwes30.d 3y YoM paysiuly
pae.n Ajpuly ay3 03 ysnoays sydsduod
udisap jeuidLIo Jo Juswdo)aAsp ay3 Wwo.y
Supjiomjelaw auyy pue juswuiope Apoq
J0 spoadse SulA0d swwesdoid pasuejeq
‘peouq e s| A19)]ama pue SulyHWSISA|IS

Kiajjamalpuebuiyaiwisian)isyn-oe-esb

ugdisaq A1aq19maf
pue SuIyHWSIBA)IS (SUOH) Vg :plemy

'spoafoud di410ads-a31s apis3uoie ‘@ioeid
UOI}QIYX3 pUB OIpN3S UO SNJ0} B UM

s193[qns ay3 jo Suipueisispun jediydosojyd

pue jeoieud e asinboe syuspmys

*K13)1e8 ay3 puokaq s3xa3u0d pue saHs

03 Uonjejal Ui yJom dojansp 03 syuspnis
sasedaid Py |ejUSWILOIIAUT "BIpAW pUB
sassa00.d Aiesodwiauod jo aguel spime
ssedwodus 03 Suiyew-193(qo Jo ssLepunoq

]RUOIIUSAUOD 3Y3} puokaq spuaixa ainidinds

‘sawiwe.3o1d y3oq Sso.Ioe paJeys SJUSLLIS|D
YHM SN0} JDUL3ISIP UMO SY YIM Yoed
‘skemyied 10algns omy s1ayj0 Juswipedsp
U |eJUSILOIIAUT pue S1n3dinds sy |

jeauswuolIAuS2.n3dInds/yn de esb

Uy dul4 (SUOH)vq :plemy

0ELM ®p0d SVDN

1Y |ejusawiuoiAug pue ainydinog

“ST)I¥S JusWwdeuew pue
‘AynuaBul yum uoidunfuod
ui ssadoud Supasuidus ugisap snotogi

e ssassod oym sajenpels aiqies-ysiy
saonpo.d Ajus)sisuod swiwe.doud sy
*s9)A159)1) pue spasu uewny pajednsiydos
KBuiseanur pue Suidueyd poddns

01 s1onpo.d aAizeAouU Jo JuswidoleAsp
U3 UO SND04 SIUSPNIS ‘MOSSE]D JO
Aysisnun ayz yum Apuiof passyjo
‘Swwe.go.d s3185p Suluuim-pieme pue
pa1paude ‘pasiugodau Ajjeuoijeussul
ue s| 3usauidug udisaq 1Pnpoid

bunsauibuapd/yn-oe-esb

Supsauiduy udisag
19npoud 3uj/(SuoH) Su3g :piemy

(BuzW) AMEH @poD SVYON
swuweidoid Jeap §
91N0Y pa3eIdII0Y

(BuaW) DMEH @poD S¥oN
swuweidoid teak

(Bu3g) ZMEH 2poD SN

820D :9p0D oINSy

NSY1D BWeu uoiIniilsu|

mo3se|D Jo Alsiaaiun sy 03 Ajddy

Sup@sui8u3 udisaq 3onpoid

'9q0]3 a3 punoJe suojnisul

Jauped ur Apn3s yum Suoie Ajiqeureisns
punoJe sanss| Yyum juswagesdus

UB pUB S3DUIIDS 1e1D0S Y3 WO}

spoyiaw youeasal ‘sadendue) ueadoing
30 Apnis ay1 sapn)pul swwe.goid

3y 'sasn 413y pue syonpo.d jo

1X91U02 181301023 pUe JeINI|ND ‘|eId0S Y}
ssedwioous 03 A3ljeLIajew pue uolduny
‘WJoy Jo S3UIpUBISISPUN |eUOIIIPEI}
SPUDIX® }40M JUSPN]S ‘SaOUSLIRIAXD

pue sad1AI3s ‘s393(qo Jo J03eald

3y3 se Jaugissp ay3 Jo 9104 ay3 uodn
sasndoy swuwesdoud udisaqg 3npold YL

ubisap3onpo.id/yn-oeesb

udisa 1Pnpold sad3IIn/s2ag plemy

Z/MH ®p03 SVON

ugisaq 1onpoid

*S95IN0d |00YDS JSWWNS 3u0)

Yoam pue (s1eak y19 pue yig Joj) s9sinod
Kepinies ‘sasinod Aep pue Suluana
awi3-ped Suipn)pul 9)qejieAe aJe sasINod
0110J10d jo aduel y ‘ugisag pue My ul
$95IN0D 34/3H O3 UOISSILINS 104 }10M }JO
oljojuod e dojansp 03 sjuapnis 3)qeus
3By} S9SIN0D 01]0§30( SI440 Judipiedap
uoieonp3 uINUIIUOD SYSD YL

‘90130e1d Je auly

]eau03s1y pue Atetodwiauod yioq

J0 Ixa3u03 ay3 ul Supjewzud pue Suipuied
Jo @8en3ue) ay3 uIes) SIUSPNIS IBYM
JUsWIUOJIAUS Sulidsul Ue S19}J0 pue paseq
-olpnjs si swweligo.d sy ‘suoissajoid
pa3e]a. J3Y10 10 S1Ie |ensiA 3yl Ul

Jaa.ed e ansund pue jerzuajod aAeald )Ny
J19y3 3sijeas wiayy djay o3 ‘sassadoud pue
elpaw Jo a3ues apim e y3nouys ‘esiHadxa
pue S|Iis aY3 yam syuapnis sdinba

1ey3 Apn3s jo awwesoud 3sieads e
w0} 19Y3a303 SupyewluLld pue uniuied

buryewyurdpuebuiauied/yn-oeesb

Hy dul] (SUoH) v ;plemy

0ZLM ®P0d SVDN

Supjewnuid pue Sunjuied

‘sawiwes3o.d jesnoanyd.e

1o ugisap ‘e Jeak puodas Jo

15114 03 Ajdde suspnis 210499 uoie3aiul
]edn3nd 33e31110e) pue A103Y3 |ed131D

pue ad110e4d pie 03 pausisap s pue
‘0Ipn3s J00Y2s e Y3 jo a8engue) pue
31n3)nd d14123ds AISA 3Y3 UM S9AIRSWBY]
9SLIEIjILIR) 0] SIUSPNS |EUOIIBUIIUI SMO]|e
awweidoid ay] )N Y3 Ul suolNHISul
J3Y30 10 ‘ySD 3y3 3e sswwesdoid

ugisap Jo 3e Apn3s 03 ysim oym ‘ysnsug
j0u s| 93en3ue) 1S4 SSOYM SJUIPNIS

1e pawie s| awweigoid Suoj-1eak siy|

uonepunofjul/yn-oeesb

0°9 wnwjujw jo
judjeAIinba § 73] pue JHHD ;plemy

ZLMM ®P92 SYDN

ugisag pue
MV Ul UOI}EpUNOS JeUOIIRUId|

“uiewi-jenyia

anis;swwi pue upund-gg ‘qyd se

Uyons ‘uoiejuasaidal jo spoyzaw

1e131p spis3uoie spoyiaw jeuonipely uisn
‘9deds paonuisuod jo sadAy oiypads

UIYIM SUBIOM S]IYM SUOIIN|OS SAI}EIID
pue jeai3oeud ‘93enidoidde jo uoidnpoud
33 UO SND04 SIUSPNIS "SIAJSWAY}

Kofua pue 31om ‘BA1) ued a)doad yaiym ui
SJUSWIUOJIAUS Jed13oe.d pue Sui3dxs 93ean
01 s3uIp)ing SulydLus pue 3uisijeiAsl
1noge s SO 8y} e ugisaq JoLa3u|

aJodebuis/yn-oe‘esb

a1odeduls yjosD ie
Apn3s 03 9)gejieAe si swwesdoud siy |

ubisap.iolaiul/yn-oeesb

usisag Joua1u| (SUOH) Vg :piemy

0SZM 3p0d SVON

usisaq JoLR3U|

"spoejoye JedisAyd pue

]ENMIA SAI3ORISIUI JO UoIIea.d By} Suljqeus
‘Buinjoswia)qoud aA13eald pue Supulyl
]eNsIA 3pis3uole Spod JO SjejuUsWepUNy
3y} uJea) spudpN3S "Uoissaidxa

d13s11e pue ugisap Joj saydeoidde
SAIJEUID)|E |BSAR 0] S3IS010UYIR)

mau Aq dn pauado sai

DAI1BUD DY} SIDRIqUUD USISD UOIIIRID|

uor3oeIa3Ul YN deesb

udisa@ uoipesu| (SUoH) saQg :plemy

08Z2M ®p02 SvYDN

ugisag uonpoeiayu|

‘uolssaidxa d13sie Jo suesw e se pasn
1@ 8Je 1x31 pue (elpawW paseq-awin)
O3PIA ‘s]13s ‘[ed1ueydawi-ozoyd
‘padelnodus s| eipaw jo adues e

Jo asn sy “unpuied pue ainidinds se
4ons SWLIo ,paYysIiqeIss, alow spisguole
1x91u0d Le suly e ul Aydes3ojoyd 1nq
‘Ayde.8oroyd Apnis Aldwis jou op
SJUSPN]S "SSEUIIEME |eDIS0]0UL D3] pUE
2133y3sae ‘lenydaduod pud)q swweidoid
Aydei3ojoyd My sul4 ay3 Uo sjuapnis

Aydesbojoydyeautf/yn-oe-esb

uoneonpabuinunuos/yn-oe‘esb

Uy dul{ (SUoH) vg :plemy

‘Auiqein ugisap

yim 3dsduod jo A3njeulsiio aduejeq o}
Bujuiea) ‘awi swes ay3 1e ain3ny Y3 01
00] pue SUOI3Ipe.] UOIYSeS WO} Uied)
pUE JNOUOY SIUSPN]S “IBIMSUSIOM

J10 JeamsuaW Jays ul Buisiernads
‘S31213USPI DAIIRAID pUE |enpIAIpUI

Jea) yum sazenpe.s ugisap uolysey
painsse a3ea.d 03 swie swweidoid siy|

uoysef/yn-oe‘esb
ugisaq uolyseq (SUOH) Vg :piemy
0EZM ®POd SVYON

ugisaQ uolyse4

‘sassa201d pue seapl

uo anjeA sa2ejd YdIYM JUSLULOIIAUD

ue ul s13ugisap se A|9A13e10qe]|0D YoM
sjuspnis pue ‘paj Jauq st swwesoid

3y "elpawinw pue ageuw SulAow

Jo s109dse Jsy10 pue uollewIue ‘punos
‘09pIA y3im sassad0.d o1ydeus Jsyjo pue
Aydes3o30yd ‘Suinuiid ‘Suimelp jo sjjs
Jeuonipes3 ay3 a10jdxs 03 Ayunpoddo
33 USAIS aJe syuspnis "ugisap oiydes pue
KydeiZojoyd uissp ‘uonesisny)l ‘'sweails
991U1 SI9A0D UBIS9Q UoIIedIUNWWOD)

aJodebuisyyn-oeesb

alode3uis yjosH
1e Apn3s 01 9)qejieAe s| swwelgoud siy |

sapwiod/yn-e‘esb
ugisag
uoijesiunwiwo) (SUoH) vg :piemy

€LZM 3P0 SYDN

ugisaQ uopedIUNWWO)

“9IN129UYPIY Ul UoljeUILLIEXT
VeI4/93V 1| Hed woiy uondwaxa

uied pue ‘uoissajo.d Jein3ddYdIE BY]
J21ud 01 SUIYSIM SIUBPNIS J0J JloMBLLIBL
Jeuoizednpa snolodu e sapirold

osje swwelgoid ay] "dIApe 3ieYS

pue juswiLIadxa ‘93eAouUl Ued s33e1s

]1B SSOJOE SJUSPNIS YDIYM Ul JUSLUUOIIAUD
9A13ea1d e d30owo.d 03 soipnis uejd-uado
ul SuIyIom SUSPNIS J]e YUM paseq
—0IpN3s S| 21n3233Yd.y ul ewoidig sy

yo.edipyn-oeesb

(opow swi-ped ui s)qejieae osje)
UOISISAUOD
Aq 31n39331Y1Y JO sIRIseN/Yaiydiq plemy

10042s 3y3 03 Aj32a.1p A|ddy

(yoawdi@) aan3oanyday

‘i PUB € SIE9A UDdMID] D140 S,3109}1LdIe
panoidde ue u; Sujuiesy jedndeid jo

J1eak e 9yepapun o3 pasinbai aJe syuapnis
[wil-NN4 "Iy /94V 3Y1 0 a1n1daydly ul
uoljeulwex3 ay} o | Leqd wouy uondwaxs
03 pue 93133p SINOUOH Jo A1euipiO

ue 03 spea) swweigoud a1n3dRYDLY JO
Jojaydeg ay | -s1doad Jay30 yum Suiiom
pue Suiajos—wiajqo.ad Suipnipul s)ji|s 2400
pue ‘uorjejuasaid |eqlaA pue jensiroipne
‘Ayde.s3ojoyd ‘senbiuydsy doyssiom pue
Suiyew)apow ‘uoj3es|jensiA jeuolsuaWIp
93.Y1 ‘Suimelp puey ui sj)pis se

119M se ‘qusLwsSeuewW pue Me] ‘SOILLoU0d
‘A3010120s ‘A10351Y ‘S2UBIDS |BIUSLUUOIIAUD
‘S9IN12N.3S ‘UOIIDNIISUOD ‘USISSP SapNJdUL
snge)iAs ay | ‘sswwes3oid oiwspedse

0M3} Y3n0o.y3 paIaAlap ‘sieak aAl

Jano pasiuesio ase (Yaaydiqg pue yoayg)
Apnis jo sawweigoad aun3os3iyday Sy |

Yo1eq/ynoe‘esb

(p10) Y2uve
Jo (SuoH) youyg :piemy

LZ/M ®p01 SVON

1o0ys ay3 03 Aj323.1p Alddy

079M 3P0 SVYON

00L -®pP0o2 SVDN

Kia19maf pue SulyHwisIan)is

uonjesedald oljojiliod

Aydei3ojoyd My aui4

(yo4vg) 2anoe3ydIy



Directory

GS2A

ugdisaq

uoljeuLIojsue.] *g uoleAouu| ugisaq

ugdissg
e3UWIUOIAU] 7@ UoljeAOUU| USISAQ

udisaqg
uoljoRIS}U| 78 UoneAouu| ugisag
Bupesui8u3 udisaq 1onpoid
xuonesiensiA 93e1119H jeuoneusau)

Auanean
dAIEI0qR)10D 78 UoneAouu| udisag diysuazniy »g uoneaouu) usisaq
«uolsiasadng
/8uiyoea] pue Sujuiea ;8 Nd
ugisaq loud3u|

Awojeuy
*
(v Aresodwiajuo)) adi3deud jeriojean)

UeWINH @ UOIESI|ENSIA ]RJIPaN Aydei3ojoyd ‘uonensny) ‘soiydesn

sa.104 uj uoizeAouu| ugisaq
J0 3In313su| ay3 je sswweaSoid

(3311W) @o12R1d MY BUIY

£S9211de.1d dAljeal)

S9)11X3] + uolyse4
«Yo1easay Jo usisejy
ugisag uonedIUNWWOo)

MY aul4 Jo J9)sey
«ApPnis je1o1d0Q

«28ew] SUINOy 3y} 10} punos
S3IPN3S 1eINPAUYIIY

uoijeAouu|
uoisJaAu0)) Aq a1n3d8yyday

ugisa ’g JuawaSeuel, JeuoieLIIU|

«K1]edY 1eNMIA 78 sawen snoLes ugisa J1AISS 73 uoleAouu] ugisag

124




Directory

126

N 3y3 ut Suppiop

SapInn jualed

aden38ueq ysn3u3

sapinn A1i3uno)

01101104 pUe M3IAIRIU|

SpIND JU3PN]S JeUOI}RUIDU|

suoneonddy

Moddng SesIA

JeuoeuIa1ul/yn e esb mmm

"1TIENOILUNYdO.LNI

sdiysJejoyds

Hoddng jepueuly

SuiAn Josod Hods ysn

alej)aM JuspNIS

921195 Sundsuno) Juspnis

juswAojdwg awij-Hed

s994 uorHn | juswdojane g Hoddns Sujuies uoIEpOILIOdDY

wu:mt.\.\\v\s oe'esb’Mmmm S22IAIas3UapN)sS/yn-oe ‘eSb'’mmm

oJUEUld S3AODING3S
aue Sgod AUodnls

GS?



Directory

128

"2I9YMBIS]3 UsyeHapun Apnis
]ewLIojuI JO |ewIoy Joj Uoi}Z0031
e3 01 YSIM OYM Jo/pue UOISSILLIpe
Joy suonediyienb jeuonuaauod
paysngnd ay3 aney jou

Op OYM 350U WO} UOISSILUPE 10}
suoijedijdde Japisuod 01 Suijjim ale
9M pue spunoJgoeq jeuonesnpa
pue jein3nd ‘je1os Jo KaLiea

9pIm e woly swod syueddde

Jno jey) asiugodal s *(paJinbal
919YM) M3IAIBIUI pue oljojiod
JnoA ysnouys pajesisuowsp

pue ‘uoizesndde noA ui pajedipul se
swweli3oid ay3 Joy AJjigens inok
Ul pUB 30URJ2§31 dU3 U] QUaWI}e)S
Jeuosiad JnoA uj paunno

se |eraua3od Jo dUSpIAS InoA uo Inq
P01 djwidpede InoA uo Ajuo jou
paseq aJe IO 1940 ue apew

3q 11m noA 3ey Ajdwi 10U ssop iy
(waya sAs1yoe PINOD J0) SpIepuels
3say3 319w Apealje aney noK j|

‘syuswiaIInbas Anus

Jua.Nd 1oy A13s139Y VSO YIm Jo
91SQIM S B2 UO 3L 3sedd
"Pa1edIpUI 19A9) 3y} 3e de)d B

NoK 13440 31sNW JooydS Y3 ey}
Kjdwi 30u saop uorzedngnd Jisys
pue suizeSew siy3 jo uoiedngnd
3y} Jaye uoijelalje 01123[qns ae
syuswaunbas A13us 3ey3 30U asesd

‘uonjedndde unoA Buirnwigns alojeq
AjinJa1e2 UoIEWLIOMUI SIU3 3D
pInoys no ‘sawiwesgo.d 33133p Joy
spuswaJINbas A13us jewiou ayj ale
a3y umoys syudswaiinbas Aus ay |
"sappualeAnbs SuiuiwiRisp

UdYM dUIj3seq e se pasn aq

TIM U2IYM ‘Uoissiwpe oy pajuasaid
Kuowwod 350w suoizediyiienb sy
se passaldxa ‘syuswaiinbal Ajua
JewJou Ino aJe 353y "UOISSILIpe
Joy suonediyienb jeuoneussiul pue
N jo 93uel apim e 3dadde apy

sawwesgold
91enpeln Jo alenpesdiapun
03 3uifiddy :y3WIvIDSIa

sjuedijddy jeuoneussiul

a8en3ue ysnsu3

SlWapedy

9IdNAS oABNnaeddD

a1inbay a8en3ue ysnsug

a3ed119) Suinea ysu|

alodeduls yjosn

(q1) 93e2.NEEIORG JRUOHEUIDY|

A1nu3g z Jeaj 91noy pajess)Pddy
Anu3 pasueapy

SI9YSIH Ysin100s

9jealnejeddeq Ysi}jo0ds

S]PAT VY

Apnisnoeesbmmm

oeNnaeddododun

GS2A



saoe)jdpapunybd/yn-oe‘esb ysiA ‘saoeld
papuny Uo s}1e39p JaYHny Jo4 "dpew usaq
Apeaue aAey spieme jje JI pasn 3q 30U Jjim
s93ep J93e) se ‘padeinodus si sadejd papuny
Joj uonjeondde Aje3 ‘papieme aq Iim
saoe)d papuny j1puno) Sulpuny ysi302s
U2IYMm Uo s33ep MOYs SMoJ paay3nysiH

9L0Z 1sn3ny LE 9102 1sn3ny 92 9L0Z 1sn3ny 61 910z 1sn3ny 2L
9L0Z 3sN8ny L 910Z 3sn8ny § 910z AInl 62 910z AInfzz
9L0Z AInf 2 910z AInf 2z 910z AInf'g 910z Anf'L
9L0Z sun 62 9L0Z 3unf 42 oLozunf /L 9LozaunfoL
9LozZ3unf'g 9L0zaunf g 9L0Z ken /2 9102 ke 0Z
9102 Keln LL 9102 ke 9 9102 dv 62 9102 1udv 22
910z 1udy 02 9L0Z 1udv SL 9L0Z |udv 8 9L0Z |udy L
9L0Z YoIeW 0€ 9102 Y-eW §Z 9102 YHelN 8L 9102 YUeW LL
9102 YIeN 6 9L0Z Py | 9102 Aenuged 92 910z Arenigad 6L
910z Arenige /| 910z Aieniga4 2L 910z Aieniga4 § 9102 Kenuef 67
910z Keenuef zz 910z Keenuef zz 910z Arenuef gL 910z fuenuef g
§L0Z Joquiadaq LL §L0Z 12quaXd ¢ | §LOZ RGWIRAON /2 SL0Z J9qUWRNON 02

Aq paresjunwiwod

SuoIsIap jeuly

Aq pajs)dwod
SMaIAIRIU|

(Yot
LE Jo1ye paJayo J1) sun( 4 1o (yoiep

LE 240j9q paiayo Ji ) Kely 2 Aq saoeyd
aulap Jo 3danoe 3snwi syuedijddy

Kely 8 11un syON

nouy3 passadoid aq Aew aunpeap
ay3 3sed papiwgns suonjedndde
Jo sawwes3o.d paqLISqNSISA0
suolsaq ‘ydIep L Aq synsai
ssa20.d 0] wie 1M Jooyds Yy |

‘yaJey piw - Aienuef
P13Y 39 1)IM SM3IAIRIU|

pa8einodus a10j313y3}
1 uoissiwqgns A)Jeq 3disdal uo
passasse aJe suoneddde pajajdwo)

Kienue[ zz Aq panyiwgns aq
1snwi sjeldlely jensiA Suipoddng

(suoneondde n3-uou uoy aunf og)
Kienue[ g1 113 J)oquuaidas g
wouy dpew aq ued suonednddy

Aq pasueuie
SMIIAIRIU|

Aq panedas
uonedndde a39)dwo)

"SMOJ)0J Se 3SN3NYy — I9qUUISAON WOy Siseq
18211940 e uo pamalnai ale suonednddy
‘dwwes3oid ay3 uo soeyd e aunsud 03 JopIo
ur pageanodus st uoneddde Ajies ‘(saipnis
]e10320p .10} 1dadx3) ssunpesp uonedndde
ou aJe a1y} ysnoyyy Jaquiaidas ui uigaq
VSO ay3 3e sawwes3oid s3enpeldisod

saje( Ay ssado.d uonednddy

SvDN ysnody
S19}J0 dUII3P JO (ddUERINSU| IO
wuiy) 1dedoe syuednddy -9

SVDN Y3nouyy uoisidap jeuy jo
pawuojul ase syuedddy

A

(noA yum 3uniq noA yoiym)
onojuiod unoA pue swwesdo.d sy
u1 35991ul JnoA 3noqe siaquisw
JJ21S OM] Y1IM UOISSNISIP 91NUILW
02 & — MalAI1Ul ofjojiod e oy
paMAuUl 9q 1m sjuedljdde pa3ds)es ¥

(sne1ap oy a11sqam 93s)

eL9d jensia Suioddns

pue sjuswalinbai A13ud jsujede

(s19eondde y1) jeusiew jensia
pue uonjedfjdde sassasse ysnH ‘€

(Buusauidu3 udissq 1onpouq pue
S3IpPNS |edn3da)YdIY 104 palinbai
10U) YSD 0] JUdBWIAIL]S pue
sjeusiel jensiA Suioddng ywgns

N

(wooseon)
SO 03 wliog uonednddy ywgns L

(suoneondde n3-uou oy sun( Qg suipesp)

9LozZ uef 5L - SLoZ3das sL

auluo SyDN 01 pajugns wiio4 uonedijddy

S$31vd A1 SSID0Ud NOLLVYOIITddV

Pydpyneesb

:9}ISGOM INO 33 ‘NuIgns 03 3eym pue Ajdde
03 MOY ‘S3UIpeSp JUILIND JO S)Ie1ap Jo4
“1eak yoea Aienuef pue Jaquiaidas
ursjuspms gyd Pue Iydia 104us sp

Apnis jesopoq

‘Kienuef gz a10j9q Hwgns o3 syuedydde
V4N 9sIApe Aj3uouls am os ‘91ep syl

J334e )ny usyo si tejndipied ul swwe.goud
V4 InQ ‘d1qe)ieae s| sswweigold

uo d2eds a1aym 1ep siy} Jaye

PaJ9pISUOD 3q 03 SNUIIUOD |jiMm Ssuofedlddy
"PaMBIARL 3q ()M 9102 Asenuef 62 Aq
paAIRda1 suoizedndde 939)dwod |1y

MB3IADY padjueienn

yn-eesb uonedndde

31I1S4IM NOILVYII1ddV

Ausibasesbjuwiod00qaoef “a3ed
300ga2e4 119y} UO J0 ‘Yn'de'esd@Ai3sidal
1€ JIeWS BIA JBYHB ‘ssadoid uonpedndde
9Y3 ysnouy3 ad1Ape pue djay Jay40 01
91qe aJe juswiledap A13si3ay sySO YL

JIApPY pue djpH

‘sapinD uozedljddy

swuwei3o.d ay3 uj ‘931sqam uoiedijdde

U3 UO d)qe|IeA. BJe Ssuolssiuqgns
1nyssa22ns Ajsnoiaaid jo sajdwexy
‘(pauinbau y1) sjeuszey jensiA Suiioddns
se pajwqgns Apealje sagew ulejuod

ued pue “}1om 1s3q InoA aq Ajjewsiou
PINOM S| *9ZIS |/ WNWIXEW SIOM JO
saged G|-QL USaM1aq UIRILOD pJNOYS pue
11953 M3IAIIUI 3} 210439 Juswipiedap

3y Aq 18 pax00] 3 J|IM SIY L >10M

InoA jo orjojaiod 1ny e Buliq 03 palinbai aq
1M NOA ‘M3lAIS3UI 104 Pa]IeD §| “JusWipiedap
uasoyp InoK 1noj 03 noA Joj Ajiunpioddo ue
9q OS]e |IM I3 "}4e1S JO siaquis omy Aq
P3312NpU0d 3q J)IM pUe ‘sa3nuitl AJuami
punoJe 1se) J]iM MalAI3UI oljojiiod By |

“wisijerdads uasoyd InoA uj 3saua3ul

InoA 3noqe a1ow 3no pulj pue ofjojod
114 AN0A M3IA 03 sn 1oy pue swiwes3oud
uasoyp Jnok pue s ay3 Jo ulpueisispun
133399 e ulesd 03 noA uimoye ssadoud

Kem om} e S| M3IAIR3UI Oljoj3lod By |
"M3IAIRUI ofjojHod e 1oy pajied aq Aew
noK juswiiedap jueas)al ay3 Aq passasse
uaaq aAeY (31qeondde Ji) sjeuaieln jensip
Suiioddns pue uoieondde anoA usyy

M3IIAI9]U] Ol]0j310d

ynoeesb@suoissiupe

449 €D

Mmo3se|n

199135 MUY 9L

3uipng piay

Y JO j00YdS Modse|D ay |
A13si3ay

103 pauJn3al aq pjnoys suopednddy

bdAjdde/yn e esb e 9}sGam Ino

uo d)qejieAe a.e swiioy uoedijdde Jueas)jas
pue suojzediyienb Ai3us ‘suoissnb payse
Kjusnbayy ‘A1dde 03 moy uo sjie3sp Jayming

(91eudoudde j1) piodssed jo Adod .
(®1e1doudde 1) 51731 ‘80

Kousiyo.d a8endueT ysijdug Jo SDUSPIAT «
Z X SDURIRJRY DIWSPEdY «

(saduosuey /saidooojoyd paiyins))
suofediiiengd) JIWSPEdY JO 3JUIPIAT «
(sp4om 00§ "xoudde ‘yso 3

swwes3oid 3y uiof 03 Sulysim 1oy suoseal
33 pue 3I0M INoA Jo UoIIeN|eAd-§|as
18213113 SSIDUOD ) JUSIU] JO JUBLLIILIS «

1e pue ‘saded swwe.doud
]ENPIAIpUI UO SjuSWIAIIND3I 935) 01]0J110(
w04 uonedddy paisjdwo) .

:SMO]]0j Se a.e sswweldoid

3SoW 1o} SjUSWINJOP palinbay “Jooyds ay3
03 AJ323.1p apew aq pjnoys sawiweidoid
93enpesdisod Joy suonzedijddy

VSO 341 01 QNS 03 18y

"9)Isqam uopzedndde ay3 je

puNo} 3q OS]e UeD JUdLLISIe)S

Jeuossad ay3 ul papnjoul 3q piNoys

1BYM UO S]1B39Q 'SPIOM QS UBLj] 1oL
0U 3q P)NOYS JusLLIIe)S jeuosiad ay] »

"9ZIS Ul g)00Z Uey3 Ja81e) 3q Jouued
pue sadew H3d[aq pinoys sadew ay] .

‘s9ewl Gz Jwqgns ases)d usyy

saxoq peojdn a)qejieAe GZ sey s

peojdn ay3 J1 *9'1 ‘'sageLul Jo Junowe Jjn}
ay3 Jwigns o3 palinbai aq )im suednddy «

:3u1mo|04 B3 Jo pasiape aq asesid Inq
“yn-oeesg-uoniedndde ‘9nsgam uonedidde
U3 1 punoy aq ued sjie3ap oljojiiod N4
“JusWR)e)S |euos.ad e pue (01 pandde
swwe.3oud ay3 uo uipuadap) sa8ew

GZ PUe G| U9d9MIDq JILUgns 03 pYse 3q |)ImM
sjuedfddy 'sjie3sp uoissiwqns ofjojiod
UHM ‘U Jo Jooyds mo3selD ay | Aq Ajpoauip
Pa30eILOD 3q |)iM suedidde 1)y ‘9xsqam
JIno ysnouyj jeusiely ensiA Suiioddng
21wqns 03 noA auinbau (uuisaudug

ugisa 3PNPoId pue S3IPNIS 1eININYDIY
Jo uondadxa ay3 yum) sswwesdoud v

VSD 843 03 Jiuqns 03 3ey M\

‘swwesgoud ussoyd ay3 Joy
Kanigeyns 1noA uo juawiaie)s e pue sapels
pa1p1paid Aue Jo s)ie1sp SAIS pinoys ydiym
“JOJj2sunoy) S18a1eD) B 10 103N | /18Ydes|
UV Ue wouy Ajjensn — 90uUaI)9y V »
udsoyp aney noA swiweidoid sy3 Suikpnis
Ul 1S3193Ul pUB UOIRAI}OW INOK pue
J1951n0A 1noqge uofew.oul punoigdyoeq
SuIunIno JUsWAIL]S |eUOSId V «
(9349421 1n0k Aq
auop 3q Ajjensn 1im siy3) 91/SLOZ ul
Ude} 3 03 SLWEXa Y3 WO} SA3IYDE 0}
pa1o1paud aue noK sapeus jo sjielsq »
(s1one1-v
‘s35DD ‘s19yBiH “3'9) panaiyoe Apeasje
aABY NOA SapeIn JIWSPEedY JO ISI) V «
‘(90100 swwes3oud pue
s)ie3ap Jeuostad unoA yum Suoje)
UIeuod pJNOYS Wioj SyYDN JNoA

SYDN 03 }Wqns 03 3eym






*

The Glasgow School of Art (GSA)
is.internationally recognised
as one of Europe’s.leading
university-level institutions

- for the visual creative disciplines.

+ *Astudio-based approach to
research-and teaching brings
disciplines together to explore
problems in new ways to find new
innovative solutions.The studio
creates the environment for,
inter-disciplinarity, peer learning,

- critical enquiry, experimentation
and prototyping, helping to .
address many of the grand
challenges confronting society
and contemporary business.

Since the School was founded

~in 1845 as one of the first
Government Schools of Design,
as a centre of creativity promoting
good design for the manufacturing
industries, the role of the School
has continually evolved and:
redefined to reflect:the needs
of the communities it is part
of, embracing in the late 19th
century fine art and architecture
‘education and today, digiyal
technology. Then as now the-
purpose of the GSA remains the
same - to contribute to a better
waorld through-developing creative
approaches with new audiences.

www.gsa.ac.uk i
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