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Artek / Sausage Chair poster

The Finnish furniture company Artek, founded by
Alvar Aalto, re-launced the so called ‘Sausage
Chair’ designed by Nanna Ditzel in the 60’s. For the
promotional poster we worked with photographer
duo Metz+Racine. The original idea was to make
lots of sausage dogs from balloons but in the end
we preferred the balloons by themselves.
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We designed this Bauhaus-inspired poster for
the jewellery company Belmacz. The Poster

Belmacz ‘Bauhaus’ poster

has angular creases which create an abstract

shape when folded together. It was sent out in
a custom made angular envelope.

Photos by Ram Shergill.

In connection with this project we designed

based

‘Muggenburg Grotesk’,

a new font called

on a historic typeface used on cinema posters
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Belmacz catalogue 2006

For this A3 catalogue we photographed the model
on a glass table with a scaffolding pole in front.
Later we took out the pole on the computer and
replaced it by an overprinted silver bar going across
the spread. We were interested in experimenting
with the interaction between a photographic image
and an abstract design element. Photographer:
Michael Massingham







Hive London

In collaboration with Emulsion architecture we
are currently working on the identity and shop
design for a chain of hair salons. The first one is
a refurbishment of an existing salon in Pimlico.
The theme is based around a busy bee hive with
warm colours and natural materials.




141 Standard logo 1.4 Alternative logo vari:

Logo

e Hive London logo must be vherever

used. It is essential that the logo is used correctly and
ly in all media of communication. It must never

e nodified or enclosed in a box or frame. The

> should be applied in the authorised colour

black and white or specified monochrome colour

reproduced in any other colour

name  HiveLondon is used in addition to the
written in 1o th inital capit;

il undermine the imp:

e proportions of the logo
he logo in any colours other than the

Beside the standard logo there are four aternative logo
variations with a more decorative character. They should

This is the standard logo of Hive London. It shouid be.
be used when readabilty is not a priority.

ing or outlines
used for all applications.

2.1 Colours for logo and typefaces Hive set envelope

Colours

PANTONE 1595 U PANTONE 145 U PANTONE Warm Gray 10 U

OMYK (6/63/75/4) OMYK (8/52/84/9) CMYK (50/46/44/3)

RGB (207/110/65) RGB (196/125/56) RGB (133/122/114)

Golour s an integral part of the Hive London branc
el Web #CF6E41 Web #C47D38 Web #857A72

0 d alw i colour
hould b

for which application. The palette presents ¢
sistent and recogri ) Il media

fext shouild be printed in PANTONE Warm Grey 10 U
For laser printers and fax sheets black is recommendec

background, for headiines and subheadings or as an
ccent colour to highlight important parts of a text

PANTONE 130 U PANTONE 116 U PANTONE Black U

OMYK (0/44/87/0) OMYK (0/28/77/0) CMYK (75/68/67/90)

Ifitis not possible to print th lour proce
RGB (239/154/40)

15 Alternative logo freezones

The Hive set envelope shows one of the logo.
variations on the front and the shop address on the
back. The insidle ses a honey comb pattern in the.

RGB (255/184/26) RGB (0/0/0)
Web #000000

incivicual PANTONE col recommer
he logo in the specified monochrom Web #EFOA28 Web #FFBBTA

71 Signage 75 Shop counter

ily the shop
sider the material in whi

lowing page
ignage and shop grap

sl " s depend One of the altemative, more decorative versions of

chitecture and other requirements. Hoy the logo should be on the shop counter. Different

shops could use diferent variations of the logo here.

77 Jar and bottles

Promotional

rom have a direct fu
35, or can be used as a marketing 0ol. Their purpose

al new Different versions of the logo could be used on
different types of products. In this way the brand is
always recognizable but individual products can be
distinguished from each other.

and its products o potent

An equally constructed freezone should be applied to the.
alternative logo variations.

76 3dlogo

A three dimensional version of the logo made from
wood and painted in the specified colour could
contribute to the fiendly atmosphere of the shop
and provide entertainment for waiting children.

78 Cape and apron

‘The logo can be stitched onto capes and aprons.
In this case one of the allernative logo versions
should be used.




Philip Treacy’s

[ ]
A poster announcing different exhibitions and G hOtCl in Galway
activities of the well known furniture designer. The has taken 300

back of the poster shows the studio members in ° °
front of Tom’s ‘Cone Light'. Photo: Tom Dixon Studio mirror bflllS n an
extraordinary
single chandelier
[ ] [ ]
9007 1udv 0L - § installation.

Noam ubiseq uoiiw

Tom Dixon press poster

Check the world’s leading milliner’s

‘allyddeg Aequog Aq pajioddns e bt o i o
- Nlid 010N.LSYIdNS )k )34 pue)s
1safifiq o uo sprepys09 wubisap Vote for us!
Ino Y)im noA ysaijai djay o) 3jqe Nominated for the Design Museum’s Designer of
aq [[IM apM ‘Niom A)siiy) S ) Ing the Year competition. The public vote counts —
*yjea uo moys ubisap )sajeaih ay) we’ll be showing our stuff in a battle of the giants.

‘el

From 4™ of March ‘il 18" of June.
More on: www.designmuseum.org

Check The Lighting Show Muse Trend Book on:
www.thelightingshow.co.uk

R ¢ Birmingham,

sg0s| g 5 apparently the best place to show
EgBz = % inthe UK. So we head north for
§; 5§ =N o our first appearance at The Lighting
2599 8 S Show. Come and see us, otherwise
£5 8 B o it'll be dead lonely up there.

5 8 o &  Plus we'll be lecturing about the

5 o = new directions in metallics.
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NEC Birmingham
22 — 25 January

Press Day: Monday 23 January 2006
Hall 8, Stand C105

Tom Dixon

4 Northington Street

London WCIN 2JG

United Kingdom

Telephone 44 (0)20 7400 0500
Fax *44 (0)20 7400 0501
info@tomdixon.net
www.tomdixon.net

$9JN329] puax) om) pue syonpoxd Sunysiy 3sare|
INO JO UOLDI[IS B YIIM PUE)S IPEI) [[EWS Y

Press enquiries: press@tomdixon.net







Belmacz catalogue 2005

The photography for this catalogue was inspired
by old paintings which is why we over-printed
them with a fake crackling varnish. The images
are mounted on 4mm board and compiled in

an ‘artist portfolio’ with layers of thin protective
paper in between. Photos: Ram Shergill
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The Circus Space
Coronet Street
London N1 6HD

T2 +44 (0)20 7729 9522

F +44 (0)20 7729 9422
enquiries@thecircusspace.co.uk
wwwthecircusspace.co.uk

Registered charity No.1001839
VAT No 810331485

Review 2004 /2005




In 1985 a gro
Artiata got t
out how they

up of Circus
ogether to work
could build

a home in which they could
nurture and develop their
art. The idea of The Gircus
Space waa born and work

began to rea

lide the vidion

of creating a dedicated

place where circus could grow.

Adult Programme

Adult Evening Classes
Evening classes remain very popular
with an average of 44 classes per
ek offeing wition ina range

Introduction Workshops
The suceessful Half Day Introduction
to Circus

Western Skill courses continued to

kills and Introduction to

ding flying and static
trapeze, acrobatic tumbling and
balancing, handstands, trampoline,

people looking for a fun alrcmamc ©
the gym and aspiri

Performances
In 2004 the Adult Evening Programme
hosted two performance events. In
August thirty students performed in
a highly su

Acrobatic Day’, which was an informal
event for first-time performers o
show off their skills in front of their
friends and family. In November
cight students from the Adult Evening
Programme performed in a sold-out
“Try-Out Cabaret’. In February 2005 a
fying trapeze performance by two
evening students, taught by Pauline
Palacy, was included in a professional
reus Space Cabaret for the first

ssful ‘Acrial and

1

luding several hen and stag parties)

Skill Workshops were expanded
from six to twelve dates a year and
the autumn Whole day Introduction to
Gircus Skill Workshops were launche

ot 1w s  hge thank o o s

« Gntstic vorkshap o Saturdy marning.

K0 was o hugel cjoable cperence and L would
anglyrecwnmend t 0 soon.”— Mark

Degree Programme

Consercatoire for Dance and Drama
D was established in 2001 to
secure the future of some of the
s best voeational arts training
establishments.

pace’s programme now
sits alomgeide an acclaimed group of
nationally and internationally re-
cognised i member-

Foundation Degree and BA (Hons)

Two new degree courses were success-

fully validated by the U

Kent in Canterbury. Students will now

be able to obtain a Foundation Degree

Circus Arts after two years of study,

followed by a BA(Hons) after a third

v Thi represcnts a milesone n
reus arts training in the UK as these

two new mean that

o
ship highlights an increase in the
profile of circus arts training in the
UK. Together, CDD members are

he art form now possesses its own
state-funded cducational programme
at degree level

committed to offering the best possible
training to talented students an

preparing them for carcers in thes R ——
chosen ficlds. Whatcould pssbly be becer— Hayns Horner
Through our membership of CDD we

Thederes prorevme s apported by

are entitled to receive funding from
the Higher Education Funding .
Council in the same way that univer- 5, g iwor o=
sities and other higher education -
institutions do.

The other members of the CDD are:
London Contemporary Dance School,
Royal Academy of Dramatic Arts,
Bristol O1d Vie Theatre School, .
Northern School of Contemporary @)
ce, Central School of Ballet,

Lond
Dramatic Arts, Rambert School of
Ballet and Contemporary Dance H

Productions and Professional Deselopment

We provide practice Apace
and buineaa Aupport to
profeadional artiAts as well
a producing and devising
our celebrated Circus Space
Gabareta.

Highlights of the year

reus Space Cabaret has its
longest ever run.

Over 40 East London based artists
and companics are developed through

the Circus Business Support Project.

Membership of the Professional
Development Centre exceeds 400.

Corporate Programme

The Corporate Programme
delivera highly original,
tailored workAhops to the
buAiness community.

Highlights o the year

The Gireus Space is recognised as
the # 1 arts based corporate training
provider in London by Arts and
Business.

We reccive 297 enquiries almost
entirely through word of mouth,
recommendations.

The programme continues to ret
1009% positive feedback.

Productions and Professional Decelopment

Performances
r the past cighteen months The

Cireus Space has begun to strengthen

its role as a production and perfor-

mance venue. This was demonstrated
hugely successful 14 night

of Cabaret shows in autuma 2005

The Cabarets arc designed to celebrate
the best of contemporary circus as
well as provide valuable performance
for younger artists. They

begin to develop our own
fully devised shows.

Professional Development Centre.
With over 400 members, the PDY
tinues to provide practice spacy
a fortnightly e-bulletin with news of
auditions, performance and funding
opportunities, access to our library
(which has the best circus video a
in the country) and support for E:
ondon based comp:

gional D

st
anics through the
European R Development Fun

Many PDC members have benefited
n perfors the
Pritiog oA
enhanced production and venue role.

audience.

et The hight
The old power staton in Hoxon i e place -
It s g st i v e

of a new London based company,
Circus Abyssinia, by enabling
present two at The

ook

one only s st to Hoton's Gircs Spsc

Circus Space.

In total, 42 performances have taken
place and been scen by over 7000
people.

Weare o planningour peormance
programme for the opening of
rejuvenated Combustion C mmber

1o ses e hupe
irus ca sl it eights when it s the alance
i urd

The Presionst Dsclpmen Con

E—

PROJECT PATFANANCED
BY THE EURGPEAN UNION

Corporate Programme

The Programme
e Gireus Space's Corporate Work-
shop Programme offers unique,
Toremade couraen that can be sic-
cessfully applied to team building,

Teacher Training
In 2005 we held a staff development
training day for the teachers who
deliver our corporate workshops. This
training reflects the growth of these
ksh dis a testimony to our

ons, away days, and graduate and
mid-career training programmes.

The Clients
This year we worked with staff at
all levels from 75 businesses
including UBS, Ashursts, Innocent
Drinks, Natwest, Sainsbury’s, Nike,
Selfrid ritish
Telecom, Hermes, British Airways,
American Express and Creative
Partncrship. 60% of our workahops
took place at the Circus Space with
the remaining 40% taking place
offsite at locations as varied as Chelsea
Football Club and Nairobi, Ker

Coca-Cola,

ment to delivering a top
\ value-added programme.

A ey fatastic e was had by i .. Everyone
[ —
ot ot 1 e sy ecammended the
essiontoll of m cllagues™—mercan Esprsc

A fanatic space - Hidden gem ™ Nike

“Gret day— hanks — o fth bt o his e
o dys we have done " —Clryrlls R

Youth Programme

Mocing on from Woodberry Down and  Big Tops and Little Tops
Shoreditch Youth Circuses We have kept up our other classes,
Both the Woodberey Down Youth  with 80 young people aged 8-11
Circus and the Shoreditch Youth Gircus  regularly attending the Big Tops and
came to an end this year. We have Little Tops Circus Skills Classes. We
been working on engaging students  have enjoyed watching these younger
from these projects in the new London  students grow in confide
Youth Circus as we shift the focus of  explore their potential
our Youth Programme. We have moved
from the skills based training that we  Partnerships
alised in, to This year we delivered projects in
pproh that encoursges - schools and fstivls and rked
young peaple to explor other top class youth as
Jy and artisticlly. The London  including the National Youth e
h¢ us is central to thisnew  Northern School of Contemporary
strategy Dance and Northern Ballet Theatre
Leeds and London Talent. We have
London Youth C; also developed a work expericn
“The London Youth Circus, launched  programme to give sount people an
in September 2003, bridges the gap ght into our worl
between reereational circus and the

‘more holist

full time training that s offered by the

degree programme. The focus is on el cnjoy scing my desghr ome ot

spotting creative potential, providing  lking ted and s
ofthe  andher

highest quality and supporting young

peaple in their ambitions.

il wek for i class. ' he bes” — Lue

1 think chat the lses e sl enosale. el
To open up opportunitics we have and leibe servards. 1€ sl god t b dong
successfully sceured funding for 17 mething e snd dilren.”— Ruty
scholarships which will be awarded to

local young people who may not

otherwise be able to aceess trais
of this nature.

ng  The outk Programnc s upported by

#uBs

N




Lacoste — eco / techno polo

In collaboration with Tom Dixon we worked on
the branding and packaging for two very different
types of polo shirts commissioned by Lacoste.
The most eco-friendly way to package a shirt

was not to print on the packaging at all and use
embossing instead. For the techno polo we
designed a speaking label that plays Tom's voice
at the push of a button - very techno.



Mizutori Geta

We designed the identity, website and brochure
for this traditional Japanese Geta company.

Geta are the type of shoes Geisha wear. The logo
follows the Japanese spelling of the word.

=¥s
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Naomi Cleaver identity
e dentin I
L S i
for Naomi Cleaver. Commenting on her Channel ””””’””””””””
aomi ! 9o , i
o e oot e o i
’mcl)luthyc/i bt:rd;. We tr?ough thdat describes her very ”””””””‘ ””””’
well and the logo was sorted.

/
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g 5 SEBASTIAN STREET

LONDON
EC1V OHD

NAOMI CLEAVER

1020 7251 6990/7020 7251 6885
MO7774 841 130
NAOMI@NAOMICLEAVER.COM

W NAOMICLEAVER.COM




Six Sites for Sound

We designed the catalogue, flyers, poster and
press adverts for this exhibition on sound art in
collaboration with Resonance FM. The exhibition
took place in six different locations which is
sympolized by the six little speakers in the logo.

The catalogue consists of a book and a CD held
together by two rubber bands with punched slots
on each side. Since the catalogue was supposed
to be exactly double the height of the CD cover it
was very difficult to find matching rubber bands
with the correct width. After having not much
luck in the UK we eventually managed to find a
company in China that made the rubber bands.
However, we wanted to print the title on the rubber
bands but the limited budged didn’t allow screen
printing in China. So we ended up stamping 2500
rubber bands by hand.

For this project we design a custom made font
that reminds of volume scales on stereo systems
and expands when stretching the rubber bands.

Jem Finer

‘Slowplayer’

Alma Enterprises

1 Vyner Street, London E2 9DG

+44 (0)7913 653 910, www.almaenterprises.com
1 - 31 July 2005 / Friday — Sunday: 12 - 6pm

Michael J. Schumacher

‘Room Piece London 2005’

MOT

Unit 54, 5th floor, Regents Studios

8 Andrews Road, London E8 4QN

+44 (0)20 7923 9561, www.motinternational.org
1 — 31 July 2005 / Friday — Sunday: 12 - 5pm

o.blaat (Keiko Uenishi)

‘Aboard: fillip2’

Fortescue Avenue / Jonathan Viner

33 Fortescue Avenue, London E8 3QB

+44 (0)7968 548 764, www.fortescueavenue.com
1 — 31 July 2005 / Friday — Sunday: 12 — 6pm

Private views in all three galleries:
followed by a performance at Fortescue Avenue
Thursday 30 June: 6 — 9pm

Tour and discussion led by Jem Finer
meeting point at Alma Enterprises on 1 Vyner St, E2
Saturday 9 July: 12.30pm

Late at Tate Britain

Featuring as part of Late

at Tate live performances by I I I
Jem Finer and Dawn Scarfe, I
Michael J. Schumacher,

Keiko Uenishi, Brandon Labelle

and Mathias Gmachl.
Tate Britain, Millbank, London SW1P 4RG I I

+44 (0)20 7887 8888, www.tate.org.uk
Friday 1 July: 6 — 9.30pm / free event

Resonance 104.4fm

broadcasting Six Sites for Sound
Tuesday 28 June / Thursday 7 July: 7 — 8.30pm
For details, check:

www.resonancefm.com
www.sixsitesforsound.net

Publication with CD

On the occasion of Six Sites

for Sound, Resonance I I
Magazine is releasing a I
special issue (vol 10.2)

on Sound Art, accompanied I
by a CD featuring a selection

I'l
of works by internationally I I ‘
lul' "Ll

renowned sound artists.

1 - 31 July 2005




Carl Michael von Hausswoltf
Michael J. Schumacher

Vandalism and Complaints:
Sound's Other Mask
by Brandon Labelle

Graceful Crystallisation
by Mathias Gmachl

Contact Situations:
Language and Rhythm Transformation
by Elisabeth Penker

Aesthetic Voice Phenomenon
by Thibaut de Ruyter

When is a Click not a Gltch?
by John Wynns

Blind Sound
by Daniela Cascella

CD Related Section
A textual and visual illustration
of the accompanying CD

Contents

Editorial
by Anna Colin

Vandalism and Complaints:
Sound's Other Mask
by Brandon Labelle

A not so Lonely Place:
A Conversation between two Artists
ark Schreiber and James Webb

Graceful Crystallisation
by Mathias Gmachl

bW HAMGE S

Contact Situations:
Language and Rhythm Transformation
by Elisabeth Penker

Accidentally on Purpose:
Christian Marclay
Interview by Alfredo Genovesi

Aesthetic Voice Phenomenon
by Thibaut de Ruyter

Exchanging Perspectives:
Carl Michael von Hausswolff
Interview by Mark Schreiber

‘The Essential is (no longer) Visible:
Carsten Nicolai
Interview by Thibaut de Ruyter

When is a Click not a Glitch?
by John Wynne

Blind Sound
by Daniela Cascella

Sound Hotel:
Michael J. Schumacher
Interview by Tobi Maier

CD Related Section
A textual and visual illustration of the six tracks
featured on the accompanying CD
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To move from the space of the art gallery to the realm of
public space is immediately to conjure various tensions,
‘histories, and possibilities. While it is apparent that art may
find its place within public space, it is equally apparent that

it does so with a certain amount of aggression (intentional
or not). For we might ask: does the public realm need art?

1 LA

other readings associated with it. The work wasn't meant
to comment on specific things, rathe to create a situation
here and

could arise.

‘The city environment with its public places entails a vmou subset
ofissues relating to urban planning, architecture and s

can use um element of surprise towards altering, if even for just
amoment, an individual's perception of eve: reality. You
have sought to do this in the past with installations such as
Snatch, 2001, where fragmented vocal samples were broadcast
from the Cape Town harbour clock tower. Tell me about your
‘public space work that resulted from your residency at the Centre
for Contemporary Art in Kitakyushu (2004/5).
The gallery is quite a ‘loaded" environment. Something that
my work is particularly interested in is public space and I
think it's there that contemporary art, sound art and music
can meet more effectively. A lot of the work I did in Japan
comprised interventions into public space. I thought of
these as small poetic gestures. They didn't really have an
audience, and exist as documentation of conceptual works.
For Saturday night can be the loneliest place on earth, 2005,
Thacked into the PA system of Yahata's aeronautical theme
park Space Worlds interrupting their muzak with a 6-second
broadcast of outer space atmospherics and streamed bits
of space weather. Here it was very important that I worked
with the PA system and the speakers present. I wanted
t0 limit myself to only what was available.

In a similar vein, the environmental intervention
There's no place called home, 2004/5, which comprised of
the sounds of South African birds (African Fish Eagle, Cape
Robin, etc.) installed in Japanese winter trees, and similarly
the sounds of Japanese crows (very much the aviary sound
of winter in Japan) set up in South African summer trees,
was a very simple piece. No computers, no major editing,
and not a plug-in in sight. I liked the DIY aesthetic of both
these artworks, as they seemed to fuse the concept, con-
text and medium in a very simple, but thoroughly personal
and autobiographical way. Site specificity is very important
o me. T like to create situations that work in the environ-
‘ment, whether it is in a peaceful, subversive, threatening or
comical way.

David Toop wrote of the Japanese term shakkei meaning
‘borrowed scenery'2. A very brief explanation is that neighbouring
or far-away places are in some way integrated into an artwork.
Being someone who has a keen fondness for Toru Takemitsu's
music I was interested to read there that Takemitsu had perceived
shakkei to be a ‘musical device’ too. It follows then that your
installation There's no place called home has parallels to such

a sonic strategy, by placing of sounds in an environment other-
wise foreign to where they may have originated. It speaks too of

a certain sense of longing for something distant. Perhaps this
brings us back to our earlier discussion of what it means to be
isolated. Struggling with alternative routes to the obvious ones,
allows for a far more rewarding experience in the end. By seeking
o deal with issues such as (in)accessibility in its various forms
and that of cultural difference, you have in turn created work of

a unique and ultimately poetic quality.

Mark Schceiber markschreibergrmnet
James ek jamoswebb e co 20

1 Artthioh, August 2004, wwwarthiob o 20

2 Dana
e, Londan, 2004

Mark Schreiber is a South African artist living in London whose
works have been mainly in the area of sound installations,
compositions and performances.

Various historical moments have seen art incorporated into
the public, whether as a form of propaganda, as in the Russian
Revolution of 1917, or as a mode of public decoration or ornamenta-
tion, as seen in the Percent for Art programme begun in the 1960s
in the United States, amongst other countries, which state that
a percentage of the total budget (usually one percent) of urban

d building must go toward the commis-
sioning and display of public art. Shadowing such legacies  from
governmental propaganda to corporate design — we might point,
toward the general neo avnnt-garde ethos of the 1960s, which

sought the installation,

sound and happening to overcome. the limitations of axt's represen-
tational guise. To get at the heart of the real was to also get at
the heart of the public realm. Thus art was a kind of unofficial intru-
sion into public space. From Alison Knowles performing her Street
Piece in Soho in 1962, which asks, “Make something in the street
and give it away", or her Color Music series (1963) which appropri-
ates the street as a surface for printing, to Milan Knizak playing
cello on his back in the streets of Prague (1962), which played havoc
with class symbols espoused by the Communist state, art was an
the humdrum

rhythms of public life.

In such public performances the use of sound can be heard
as attraction and repulsion, whereby public glee is coupled with
annoyance. Both may exist side by side in a state of compromise.
in front of the performing body (as in Knizak's unabashedly poor
cello playing), which is understood as a temporal presence, that is,
a momentary harangue onto the movements of daily life that
‘may enrich or degrade (depending on your perspective) that life.
Nevertheless, sound’s presence within public space must be heard

to raise the ante on art’s public presentation. For as we know, sound
carries a complex and dynamic punch that enthrals while potentially
eliciting anger. It does so by always enacting a form of intrusion of
a very complex nature, for sound invades through a seemingly subtle
play while digging deep into the nerves. It may be said always to
occupy the border between pleasure and pain, performing across
the spectrum of each by sending chills of bliss and shivers of misery
the spine. This may in turn be underscored as the very core
of sonorous potentiality it may operate and define, through being
oth innocuous and totally invasive, the spectrum of human sensa-
tion and emotion. Such may lend to the understanding of musical
power and energy, as being both individually and socially constitu-
tive of value. Music comes to define personal identity by stitching
the listener into the emotional dynamics of sonorous intensity and
its organization, while being granted meaning through the very
sharing of pleasure and/or pain within the social formation of either
‘musical fans or their antithesis. From this perspective, music
is a site of violence that manifests in the ecstatic joys of personal
celebration as well as the cries of dislike.

Sound too is generative of such opposed reactions. When
channelled into the production of public art it may be understood as
agift to audition, by its
to make apparent an aspect of the given environment or site. At
times adopting a relation to found phenomena, such as wind, light,
or water, sound art in the public realm often seeks to further the.
potential of harmony by creating an audible cradle by which new
forms of attention, perception and cate may be generated. Projects
by srtiste wuch ea Hildegerd Westerkemp, Mex E‘astlay‘ and William

lend to this potential

onhe ear to find its place. Leading listeners mrouqh a sonic portrait
of Vancouver, Westerkamp's soundwalks (initially produced in relation
to her involvement with Vancouver Co-Operative Radio in the
1970s) exemplify the artist's desire to make apparent the life of envi-
ronments: compositionally field recordings taken around the city are
interwoven with fragments of narrative about certain locations, so
as to lead the ear in and out of levels of perception and appreciation.

Growing up before and during the dismantling of
Apartheid had a powerful effect on my creativity. T looked
%o foreign influences for some inspiration, but they always
remained foreign. The bands I liked never played in South
Africa, the exhibitions by artists I liked never came here.
Tsaw alot of people imitating what was being fed to us
from overseas (in the form of mass-media marketing, and
the more vital independent stuff that made it over on
amixed tape from London) and this both intrigued and
annoyed me. I escaped with the aid of my imagination.
Tenjoyed the idea of juxtaposing elements from different
cultures to create new things that would make people
re-think the situation they were in.

With regards then to the understanding of socio-political contexts,
your work Prayer, 2002, commented on very local sounds and
their cultural and religi ‘This may
be a good time to ask about t.
Prayer started in 2000 as a reaction to the spate of bomb-
ings that were happening in Cape Town. Many spaces
associated with America were being targeted, including
Planet Hollywood, McDonalds, etc. No one really knew
what was going on, and it seemed that people were throw-
ing the around. A war of words,

one's idea of the city was being re-mapped due to the
bombs. Our aural perception of the Noonday Gun (and
therefore, time itself) was also re-written as it sounded so
‘much like a bomb.

One of my responses to what was happening was
to start collecting prayers for peace from all the religions in
Cape Town. Having read for a degree in Comparative
Religion from the University of Cape Town, I had a head

art in finding out who to contact. I met with religious
leaders from all the major religions, as well as cults, off-
shoots and reform movements. Thirty six prayers, in total
were recorded. The project continues to grow as I discover
‘more and more groups to document.

These prayers were installed on twelve speakers,
submerged into a carpet of under-felt, arranged in a forma-
tion that referenced the Kabbalistic Tree of Life. The prayers
were played in a random manner. There is one prayer
per speaker, so when you enter the 1oom you are met with
the sounds of twelve different prayers at any given time.
Only when you kneel down to listen to an individual speaker
do you hear that specific prayer coherently. This creates a
physical component to the installation, as the audience can
genuflect to experience single prayers amongst the many.

Religion is a very powerful force in South Africa,
and indeed throughout the rest of the continent, and the
bringing together of these voices seemed to be the right
thing to do. The bombs that were being used for political /
religious aims were the start of the work, though the piece
also acts as a sonic cultural map of the city and has many

James Wab, Prayer, 2002, Photo by Adrienns Van Esden.




Road Trip 2005 - Martin Parr

In collaboration with Dare Digital we designed a
book featuring images by Magnum photographer
Martin Parr and people around the world using

a Sony Ericsson camera phone.

off the page.

The book is designed like a photo album with
a grid system of printed slots that ‘hold’ the
images. Some photographs appear to be fallen
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Perhaps it's a sign of the times that what you are holding now is a collection of
images taken with phones. posted to a web site, filtered. printed on paper and finally
bound in a book. As we help radically alter the experience of taking and sharing
photos - for good - some things remain constant. A great shot is all about making the
most of opportunities. Martin Parr is clearly a master of seeing things in situations
that most would not. However, some of the amateur photographers who followed
Martin’s tips and posted shots to the site have shown flashes of brilliance too. Those
chosen for this book have received a very special accolade - their shots rubbing
shoulders with those of Martin Parr.

At the start of this project we had the idea that photos taken with the K750 and
other Sony Ericsson phones would be good enough to keep. We think this book is
certainly proof of that.

—Sony Ericsson

S0 here is the book from my summer travels with the K750 Camera Phone.

1am delighted to be sharing these pages with some of the many other users of this
fantastic new phone, who sent in their images from around the world to the Sony
Ericsson web site.

What I enjoyed most about this camera phone was the fact that I could squeeze a
worthwhile image out of a nothing much happening situation.” The moments when
one would not normally be thinking about taking a photo. This was particularly
the case in low light, when previously I would have had to use flash. Not only that
but the quality was such that I could use it professionally

How on earth do they squeeze all that technology into something so small and neat?

—Martin Parr

Martn Pare / Singapore

Martn Parr / Venice, Haly
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Martin Pare / Padstow, Cornwall, UK

Nell Richards / UK & Ireland

Martn Pare / Singapore

Martin parr / Venice, haly

George Lewis / UK & Ireland

Geottroy Nutton  Erance. Martin Pare / Paris, France

Linus Wong / China

Patrice Loiseau / France.

Martn Parr / Cornwal, UK

Martin Part / Cormwal, UK

Philippe Dautrebande / Prance

Martn Parr / Comuall, UK.

Gauray Seth  India
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Belmacz badges

We thought it may be an interesting idea to
wear expensive jewellery as cheap badges and
produced a set of three different boards with
five badges each for Belmacz. The set of screen
printed card boards is inspired by a chips box
we found during our lunch break at the market
outside the studio and has precisely cut holes
into which the badges fit.



Lacoste launch at Dover Street Market

For the launch of Lacoste’s Eco and Techno polo
special edition by Tom Dixon we designed three
large Bollywood style billboards and art-directed
a short film. Our design for the billboards was
hand painted by painters in India that specialize
in Bollywood film posters, sent back to London
and installed at Dover Street Market.



tea

We are currently working on the identity and
overall design of a small chain of tea shops,
simply called ‘tea’. The idea for the logo was
that the inner part of the letter ‘a’ becomes the
tea leaf which changes colour according to
the type of tea.
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David Archer Architects brochure

We produced a portfolio for David Archer Architects,
designed to be customised and personally presented
to prospective clients. The portfolio consists of a
slim box folder which encloses a hand-sewn booklet
with practice details and roll-folded project pages.
On delivery each portfolio is sealed with a paper
band to reflect the personalised nature of the piece.



Louis Vuitton animations

We joined forces with the New Zealand based Dub

Module to work on a series of animations for display
in LV's Tokyo Roppongi store. We were involved in the
development of the design concept, look and feel of
the animations, and coordination of the photo shoot.



Thank you for your interest.

RegularBold

studio 33a
third floor
regent studios
8 andrews rd
london E8 4QN

tel: +44 (0)20 7275 8635





