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MAGCD Unit 2 Positions

Introduction
Elva, 2023

This is a collection of self-reflective wirtten
responses in Elva’s MAGCD Unit 2 journey
in search of how to visually represent the
inefable, light, conciousnes and later on,
creative anxiety.
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Plain Text: The Poetics of Computation

MAGCD Reading List
Dennis Tenen

SPIRITUAL TELEGRAPH

“In Bergson’s view of the universe, the brain and the central nervous
system act as a ‘“central telephonic exchange’, which communicates
between the extrinsic continuous world and the intrinsic “memory-
shot[s]” of our perception.27 The mind receives images of the world that
it compares with existing stored images to produce a new composite
Image that is once again stored in memory. ... Human perception —
cognition, consciousness, existence—involves a complex synthesis of

analogue and digital processes.”

One of the reasons my starting point of
enquiry was about how to visually represent
light, was because | am interested about
visually representing my own perception of
consciousness and intangible things such
spirits, energy and third eye visions. The
things we can’t actually really see around
us but, exist, like light itself.

I found this specificreading quite interesting
and related to my selected theme of
enquiry because | would agree to Bergson’s
philosophy and thoughts about our mind
being similar to a cinematographic framing

(D. Tenen, 2017)

device. However, | would argue or add, that
perhaps not all minds work the same way
and neurodiversity needs to be considered.
After all we all perceive light, colours, and
everything else around us differently.

As my position with my practice is
primordially about self-development, |
could say | am in a journey of self-enquiry
and development of my practice, trying to
find my own way to visually communicate
life and consciousness as | perceive them.



| selected this specific project image as
one of the references for this brief because
| found this image to be a beautiful
representation of colours, light and human
consciousness. To be more specific the left
page of the spread.

At this point with this research done |
questioned if the tool used for this brief
(illustrator - 2D image rendering) and
my skills to visually represent light were

adequate. Although certainly fun and
the process of these iterations was quite
meditative, | think the work resulted is a bit
limited and perhaps using other tools that
involve 3D or4D image rendering could help
me visually represent light more accurately
to my quale (personal life consciousness
experience) as the result of these iterations
were not quite right.
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12,000 DIFFERENT COLOURS

‘Colour s nothing but a sensation and has no existence at all
independent of the nervous systems of living beings. (O.N. Rood)

Every colour changes according to the material in which it is fixed, ...
Asmooth surface reflects the light and the colour is more intense, while
on a rough surface the colour is matt and more subdued.”

At the start of the brief a tutor asked me
“what do you like about colour?” This
question has been stuck to my head since,
as | couldn’t answer it on the spot. I've been
thinking about it through the entire brief.
What do I like? + What is there to like about
colour?

Technically, | know that colour is product
of refracted light. - Think of Rainbows or
Pink Floyd’s The Dark Side of the Moon
cover album. | thought about different
temperature light to perceive different
colours, studies about colour phycology,
etc. but it has been the quote from O.N.
Rood included in to Munari’s essay 12,000
colours that helped me push this enquiry.

If colour is a sensation, | asked myself, what
makes me feel?

(B. Munari, 1966)

What is my qualia about colour?
Colour in general makes me feel “good”.

Why? A childhood memory of me and my
father talking about colour appearsin mind.
He used to be a wall painter and | grew up
admiring his books on colour, colour theory
and a sea of colour swatches.

So, it could be that I like colour because it
takes me back to a sensation of love and
safety felt around my dad.

However, while | reflect on how | find
colour to make life beautiful, and so more
pleasurable, | also realise how | love the
use of colour as a tool and method of
communication. Colour is versatile, besides
of decorating, it can story tell, inform,
highlight, accentuate, catalogue, alert, etc.



COLOUR INTENSITY — BRIGHTNESS

“‘Everyone has preference for certain colours and prejudices against
others. This applies to colour combinations as well. We change, correct,
or reverse our opinions about colours and this change of opinion may
shift forth and back. Therefore, we try to recognise our preferences and
our aversions — what colours dominate in our work; what colours on
the other hand, are rejected, disliked, or of no appeal. Usually a special
effort in using disliked colour ends with our falling in love with them.”

This highlighted from Josef Albers’
Interactions of Colour is another reference
directly linked to my self-enquiry about
what do | like about colour.

When | read it, | was able to instantly start
naming all my colour preferences and
prejudices. For example, | have a tendency
to like cool tones over warmer ones,
certain colour combinations, etc. | am sure
everyone can do the same.

(J. Albers, 1963)

So, while working on iterations of this brief,
every time | found myself trying to adjust
the colour combination or colour result
during the iterations, | fought it. | tried to
also question my dislike for some colours.

Do I truly dislike them? And started thinking
about projects or images that contained
colours or colour combinations | would
usually dislike, but nonetheless, | would
like and appreciate.

s1aqy Jesor

Ano)0) J0 suoideIdu|

YoIDaSay |DUOSIoH






PROJECTIONS WITH POLARIZED LIGHT

“We learn from the folded piece of Cellophane that it is the thickness
of the colourless material that determines what colour we see: one
thickness gives no colour, two produce red (and its complementary
green), three blue (and its complementary orange), etc. ... These
experiments gave me a whole mass of possibilities. .. with one of these
colourless compositions | can produce about fifty variations, simply by
rotating the polaroid during the projection.”

Bruno  Munari’s statement on his
experiments with projection slides directly
mirrors the process of my work during
this brief. As | used illustrator to visually
represent light, illustrator’s tools allowed
me to produce a large number of variations
from the same elements as the cellophane
allowed Bruno Munari create variations of
projections with simple manipulation.

(B. Munari, 1966)

| found myself enjoying the experiments,
having fun, and being surprised by what
new combination would appear on screen
depending on buttons | would clicking
to change blending modes, positions,
rotations, effects, etc. The result has been
a collection of kaleidoscopically floral
compositions which colours would differ
depending on the order and position of
elements.
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“There are no style-less works of art, only works of art belonging to
different, more or less complex traditions and conventions. ... Styles
belong to a time and a place; our perception of the stye of a given work
of artis always charged with an awareness of the work’s historicity, its
place in a chronology. Further: the visibility of styles is itself a product

of historical consciousness. ...

All the contents of consciousness are

ineffable. Even the simplest sensation is, in its totality, indescribable.
Every work of art, therefore, needs to be understood not only as
something rendered, but also as a certain handling of the ineffable.”

For a while, | have been personally
wondering what my artwork “style” is, why
it is the way it is and how would like it to
be or develop over the future. (This is one of
the reasons | enrolled to this MA).

Susan’s Sontag essays are intellectual gems
and the highlighted text relates directly to
my self-enquiry artistic journey and current
project enquiry through two points:

1. | found the statement that style directly
relates to time and place conventions
comforting. It makes me understand that
style, like ourselves and our character, it
is a product of our own perception, life
experience, influences, and consciousness
in this time in life. | would say this thought

(S. Sontag, 2009)

is also directly related to trends (which |
am very interested), but | will not pull this
thread for now.

2. | found the highlighted text to be also
directly linked to my position of enquiry and
found reassuring the consideration of art as
a representation of the ineffable, as | am in
ajourney to find a way to communicate the
ineffable myself.

Sidenote: Perhaps | should mention that by
ineffable in this context | also mean deeply
personal, traumatic, and silenced stories,
which, | wish to give a voice with my work
moving forward and has had a directimpact
in my creative work and its style.
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Personal Research
The Creative Art

Rick Rubin

12

“Point of View

Pgs. 144 to 149

The artist’s perception reminds us of who we are and who we can
be. We are attracted to the shared experience held within the work.
Carl Rogers said ‘The personal is the universal! The personal is what
makes art matter. Our point of view. A point of view is the perspective -
conscious and unconscious - through which the work emerges.

Experimentation

Pgs. 120 to 127

Ifyou beginwith a question and useitto guide anadventure of discovery,
that’s the work of the artist. The surprises along the way can expand
your work, and even the art from itself. Failure is the information you
need to get where you’re going.

The Prism of Self

Pgs. 282 to 285

Like a kaleidoscope, we can adjust the aperture on our vision and
change the result. We may aim to work from one particular aspect, like
taking on a character, and create something from our darkest self or
our most spiritual self. Those two works won't be the same, but they
both come from us and they would both be true colors.

Any framework, method or label you impose on yourself is just as likely
to be a limitation as an opening.”

(R. Rubin, 2023)



The chapters selected from The Creative
Act by Rick Rubin, 2023 relate back to
the references explored during Positions
through Iterating. It’s a motivational,

St ol !
inspiring read that empowers the concept of 53 e
perspective and creative expression to find o Q S
one’s identity. o8 =
S

5

The words in this book are not only > O
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~

cheerleading the creative process to find
one’s voice or style but also supports and
enhances other references from the reading
list such are “Against Interpretation” by S.
Sontag, 2009; The Poetics of Computation
by D. Tenen, 2017; or Exercises in style by R.
Queneau, 1958.

As per how it enhances to my position of
enquiry, it supports and encourages the
exploration of consciousness and qualia
through one’s self creative practice.

13



Instructional Artwork

Practice or Project
Sol Lewitt

14

AWALL DIVIDED VERTICALLY INTO FIFTEEN EQUAL PARIS,
EACH WITH A DIFFERENT LINE DIRECTION AND COLOUR,

AND ALL COMBINATIONS, 1970

‘LeWitt’s wall drawings are executed by assistants from the artist’s
instructions. In this work, the lines are all equally spaced and drawn
in coloured pencil. Each colour corresponds to a different type of line:
yellow for horizontal, black for vertical, red for diagonal from left to
right, and blue for diagonal from right to left. The lines are drawn in
all possible combinations in fifteen rectangles, becoming denser from
left to right. Through this layering, new colours and complex patterns
emerge from LeWitt’s simple set of rules.”

Sol LeWitt’s name and work was mentioned
tome3timesin3days by 3differentsources,
so | felt compelled to look into his work and
add it to my research. This work is relevant
to both, the new direction of research
and previous pendulum experiment, as it
explores the creation of artwork following
a set of rules and instructions. As LeWitt
defined the set of rules and instructions,
members of the public or assistants would

(Gallery label, August 2004)

follow them create visual outcome. If
we compare this project to my previous
experiment, there are similitudes as |
created the set of prompts to allow the
pendulum to instruct me how to create the
artwork. Furthermore, | find this creative
practice interesting and relevant to my
professional practice of lecturer, as it makes
me reflect on how | give instructions.



DESIGNING PROGRAMMES, 1964

“‘Not to make creative decisions as prompted by feeling but by intellect
criteria. ... The creative process is to be reduced to an act of selection.
Designing means: to pick out determining elements and combine them,
Seen in this term, designing calls for method.”

Karl Gerstner designed what he calls “A
morphological box of the typogram”
Criteria and parameters on the left, relative
components on the right. This method can
be used in any project or situation, it can
be helpful method for experimentation,
iterations and unstuck a project.

(K. Gerstner, 1964)

This reference inspired me to try creating
my own morphological box as another
experiment for this brief. This was a bit
challenging at first but quickly embraced
the concept and thought of ways | could
apply this method in my practice moving
forward. During the course of this first
year of MAGCD there has been a recurrent
feedback about my work, “It is rigid” so |
am trying to embrace different methods to
challenge my practice.
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Blauvelt, Maurer, Paulus, Puckey, & Wouters

Conditional Design Workbook

MAGCD Reading List

16

“‘One might say that graphic design moves from product to process, or
from object to tool - an instrument for making many things. If the idea is
the machine that makes the art, then we might rightly ask: who makes
the idea? In conceptual art the subjective dimension, of course, enters
from where it is initiated, tis point of origin is in the artist. In conditional
design the authors make a similar claim: ‘Even though a process has
the appearance of objectivity, we realise the fact that it stems from
subjective intentions.”

“Traditionally, the subjective has been located with the artist and
designer. What is different about process-oriented approaches today
and in the case of conditional design in particular is that the subjective
has been distributed throughout the process. Its instructions can only
quide and offer constrains, ... it is in this way an open system.”

“‘Maurer states: ‘Before | give control away, | must develop a system that
will take over the decisions of design.” . ..

(Blauvelt, Maurer, Paulus, Puckey, & Wouters, 2013)

One of the most relevant references from
MAGCD reading list for Positions through
Contextualising must be the Conditional
Design Workbook as it contains two other
references relevant to the research and
experimentation of this brief.

On one side it has a manifesto, which
| attempted to draft my own as an
experiment. On another side it explores
the practices of LeWitt and Gerstner, which

| also researched during this brief and
attempted to experiment creating my own
version of both, created my own version of
programme and set of instructions to use
the programmes and systems developed
during this brief.

Furthermore, this reading also shares sets
of rules and instructions to experiment and
challenge design processes.



ELVA’S MAGCD MANIFESTO

(1) Practice with diligence and humility.

(2) Be true to self through creative practice.

(3 Becritical, flexible and forgiving of own creative practice journey.

(4) Be aware of own limitations and work through pass them.

(5)  Accept MAGCD to push and challenge the self, practice and perspective.

€20 ‘enq
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(6)  Accept failure as natural part of the creative journey.

(7) Be curious of other’s perspectives.

(8)  Support peers with respectful constructive criticism and references.

17
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NO. I ALTARPIECE, 1915

‘During a séance in the year 1906, a spirit called Amaliel allegedly
commissioned Hilma af Klint to make paintings for the temple. ... The
general idea of The Paintings for the Temple was to depict the monistic
nature of the world. The works should represent that everything in the
worldisone. ... “The pictures were painted directly through me, without
any preliminary drawings, and with great force. | had no idea what the
paintings were supposed to depict; nevertheless | worked swiftly and
surely, without changing a single brush stroke.”— Hilma af Klint.”

Hilma af Klint’s practice is relevant to my
position of enquiry due to her spiritual
artistic practice. It was through connecting
with spirit guides that she was able to
illustrate the ineffable and the unseen
or occult. In response this work of her, |
developed a chart design system to use
with a crystal pendulum, this exercise

(S. Grat, 2021)

imitated her practice as it attempted to
connect with spirits through the pendulum,
asking a series of questions / prompts and
creating visuals following the pendulum
answers / instructions. The outcome of
this experiment directed my research
towards instructions, design systems and
programmes.
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Practitioner / Artist
Hilma af Klint

20

Hilma af Klint was a Swedish artist
and a pioneer of abstract art. She
was a member of the spiritualist
movement and believed in the
existence of a higher spiritual realm.
She created a large body of work
which was commissioned by spirit,
to represent and visual communicate
the metaphysical world and explore
spiritual themes.

At the beginning of her career,
however she painted landscapes and
was interested in botanical drawings.

After completing the commissioned
large body of spiritual work, she
returned to drawing flowers in a very
abstract form. Her notebooks and
abstract botanical representations
are minimal and beautiful like
technical scientific drawings.

What sets Hilma af Klint’swork apartis
her exploration of abstraction before
it became a widely accepted artistic
practice. Her practice offer a unique
and ground-breaking exploration of
abstract art and spirituality.



For the completion of her Spiritual
Artwork, she developed a unique
visual language using vibrant colours,
intricate geometric shapes, and
symbolic imagery. Overall, the work
is enigmatic but looked closely one
can understand there is a system and
meaning behind each brush. Most of
the compositions feature circular or
spiral forms, suggesting a connection
to cosmic and cyclical themes.

Hilma af Klint began creating abstract
works as early as 1906, several years
before pioneers like Kandinsky and
Mondrian. Her paintings for the
temple, created between 1906 and
1915, which predate many notable
abstracts works of the time. This
challenges the traditional narrative of
abstract art history and emphasizes
af Klint’s pioneering role. Which
| personally find outraging as it
demonstrates the patriarchal power
in history.

From a critical standpoint, the
“Paintings for the Temple” can be
seen asafusion of art, spirituality, and
theosophy. They reflect af Klint’s deep
interestin esoteric knowledge and her
attempt to visually convey complex
metaphysical ideas. The intricate
symbolism and esoteric references
present a challenge to viewers who
may not be familiar with the artist’s
spiritual beliefs. Understanding the
context and symbolism behind the
paintings is crucial to fully appreciate
theirintended meaning.

Her work, however, was not fully
appreciated back then as she was
ahead of her time. I also believe that
because she wasawoman, most likely
the art world and society did not take
her seriously. The collection contains
extremely large painting about the
journey of life and what’s beyond
death, but also some other abstract
representation of religions in smaller
size and watercolour papers. For
example, one of my favourites is the
abstract representation of Buddha’s
standpoint in Earthly life No.3, which
is represented with a black and white
circle, currently exhibited at the Tate
Modern in London.

Since she followed instructions from
Spirit to create this work, was she the
machine following instructions?

This takes me the next reference and
it is directly linked to my first set of
experiments at the start of this brief.

Hilma’s af Klint spiritual work inspired
me to experiment developing my
first chart design system to use with
a pendulum. The components of
the parameters of the chart took
inspiration from Hilma’s spiritual
artwork. To imitate the work, | chose
vibrant colours and sacred geometry
shapes. The first set of outcomes
were strange, something | would not
have designed but | believe further
iterations of the system/chart would
have been very interesting.

21
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Conditional Design workbook

Project / Practice

22

Conditional Design Workbook

The conditional design workbook is,
asthenamegivesaway,aworkbook. It
is for designers, written and designed
by designers. It critically enquires
design practice through systematic
methods and programmes, exploring
the concept of design process as the
outcome itself. Using logic and sets of
rules and instructions to remove the
subjectivity and intuition from the
design process.

It explores the methods and research
created by artists and designers who
explored the concept before them,
around the 1960’s such are Sol LeWitt
and Karl Gerstner and takes it further
by developing their own set of rules
and instructions for the reader to
play in a group of four members in a
workshop.

On Sol LeWitt’s artwork made of
instructions, the executer of the
instructions is not the owner of the
artwork itself, Sol LeWitt’s is. Just
like my laptop is not the owner of my
artwork, | am, the laptop is the tool/
machine.Whenusingasystemofrules
and instructions designed by an artist
or designer, the reader or executer
becomes the tool/the machine. They
must follow the steps to create the
work but never become the owner of
the outcome. The subjectivity of the
design process is removed.

However, in relation to the work |
am exploring through enquiry, | see
systems, instructions, set of rules
and programmes as methods to
challenge my own practice and as a
tool to create work with others. The
system or programme leaves room
for interpretation.

Design programmesare aninteresting
method to explore social interactive
design outcomes, unblock a project
and perhaps be surprised on the
process. It removes the pressure from
subjective and intuitive design. It
becomes autonomous and iterative;
both enhancing and challenging
production and creative processes. To
my point of view, it gives the designer
steps to take their practice further,
rather than only viewing the designer
as only a “manipulator of tools” the
designer can be both, including “a
creator of tools™.

The book itself is designed with
the limited colour palleted given
to executers of the rules set up
as activities. Overall playful and
experimental like the concept
itself. Creating sort of reflection or
loop. It does as it says, there is no
contradiction there. Furthermore,
| personally like that it includes a
manifesto and a glossary too. These
make the book perfectly accessible to
beginners and more adept designers
as it can meet anyone at whichever
level they are.



Notes of contextualisation regarding
my own experiment during this brief:

As mentioned earlier Hilma’s af Klint
inspired meto experiment developing
my first chart design system to use
with a pendulum. | developed a chart
design system with parameters,
prompts and instructions for the
forces that move the pendulum
to choose the components for
the composition of the outcomes
by moving the pendulum at each
prompt and indicating its choices. In
this instance,

| became the machine executing the
instructions but also the designer
of them. Although | gave the power

SPIRITUAL ART
PENDULUM CHART #3

of subjectivity to the pendulum as
it dictated, given the options on the
chart, how the outcome would be.
There was no subjectivity from my
part but there was logic applied to
the entire process.

As per the spiritual work created
Hilma’s af Klint, since she followed
instructions from Spirit to create
this artwork, was she the machine
following instructions?

To finalise, | find that both references
directly relate to my position of
enquiry about how to visually
represent the intangible, ineffable
or ethereal while in a journey of self-
enquiring own career and practice.
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OH

Video Essay
Elva, 2023

Script

24

00:00 - 00:30
Introduction

Asourcreative practiceistheresult product of our consciousness, experiences,
influences, and limitations. | find myself self-enquiring: Does my practice
reflect who am I? Does it define me? Why do | like colour? How can | visually
represent my qualia?

During the last two brief some of these questions informed my work.

00:30 - 01:30
Positions through Iterating

On positionsthroughiterating, theintention behind the exercise was to explore
how to visually communicate light and explore colour as the starting point of
the ineffable. The research and drawings took me from aura photography to
alchemist symbols to kaleidoscopic compositions.

Bruno Munari suggests that colour is a sensation while Susan Sontag in her
essays against interpretation, argued that all the contents of consciousness
are ineffable. Even the simplest sensation is, in its totality, indescribable.
Every work of art, therefore, needs to be understood not only as something
rendered, but also as a certain handling of the ineffable.

And D. Tenen (2017), explained us how Bergson saw the brain and central
nervous system as a “central telephonic exchange” where the brain makes
associations to create and store memories to retain information.



01:.30 - 02:30
Positions through Contextualising

On positions through contextualising, the intention for the experiments was
to explore how to visually communicate the ineffable, in this case looking at
spirit, the occult and mystic, by developing design systems.

Hilma af Klint the true pioneer of abstract painting used to connect with spirits
through her spiritual practice. Her work inspired me to come up with a system
to create artwork using a crystal pendulum. This experiment directed me to
the research other creative systems developed by other artists and designers
like Sol LeWitt or Karl Gestner.
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02:30 - 03:00
Conclusion

Design programmes are an interesting method to explore social interactive
design outcomes, unblock a project and perhaps be surprised on the process.
It removes the pressure from subjective and intuitive design. It becomes
autonomous and iterative; both enhancing and challenging production and
creative processes. To my point of view, it gives the designer steps to take
their practice further, rather than only viewing the designer as a “manipulator
of tools” the designer can be both, including “a creator of tools”.

25
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A1THESIS
The New Happy® (2018)
Stephanie Harrison

INTRO

The New Happy® is a digital content space
founded in 2018 by Stephanie Harrison, a
self-taught designer and expert in positive
psychology, with the intention to be of
service to others by sharing the science-
backed philosophy of happiness.

TNH (acronym of The New Happy®) covers
a range of concepts people deal with in
everyday life from creativity, productivity,
self-improvement, motivation, purpose, etc.

The content is shared daily in size bite
posts on social media, in a newsletter
format and podcast, which makes the
content accessible to anyone would prefer
to consume the content on their time and
space by reading or listening to it via app or
straight from their inbox.

Intention: communicate a new, science-
backed philosophy of happiness

Aims: To offer bite-size self-help information
to become happier (or more emotional
intelligent). A tool for self-help and wellness
improvement.

STRUCTURE

Each day’s topic content shared follows
a consistent structure which is visually
represented with minimal graphics design
in a rather aesthetically pleasant but
above all, simple manner. Following the
illustration, information and resources are
shared, brief and simple, straight to the
motivational point.

The visual representations are consistently
designed simply with basic graphic design
elements like circles, squares, colour blocks
and gradients to illustrate the universal but
complex concepts.

Language: American English - motivational
tone - positive psychology

The language of the caption is clear, and it’s
tone approachable and comforting, like a
compassionate psychologist.

Medium & Accessibility:

Graphic representation and text shared on
mainstream online platforms - newsletters,
social media posts and podcast. Sharing the
content both in visual and audio formats.

The exact same content in the same
structure is shared on the newsletter and
the podcast which is the audio version by
the author and usually lasts one to five
minutes, which is how long it takes to read
the content.

The visual representation of the text mostly
illustrates an idea from start to end or two
contrasting ideas to represent the concept.
Everyone can easily understand it as this
project tackles universal ideas of human
experience and the way is shared with the
audience makes this project universal,
useful, accessible and inclusive.

The reason of the simple graphics is
because this project started on the social
media platform Instagram during Covid-19
lockdown, as the founder a self-taught
designer, set herself the challenge to create
a daily graph that represented the concept
or idea she would share each day.



CONTEXT PROJECT
Position with my research:

TNH is an adequate reference for this
project due to its content (supporting well-
being), structure (graphic and information),
representation (simple colourful graphics)
and most importantly, the values behind
the project and the founder’s intention
(being of service to others).

As the universal design graph informs
(graph found during research), for a
design to be universal, needs to be equally
accessible, inclusive and useful.

« Accessible, as TNH shares a range of
science-backed philosophical, well-being
and psychological concepts in bite-sized
easy to consume and digest content.

o Useful, as it shares information to
individuals with the intention of helping
them look at issues with a new or different
perspective.

« Inclusive, as it is shared in a variety to
formats and platforms to suit the different
needs of audiences.

CONTEXT AUDIENCE

“Good design enables, bad design disables”
said once Paul Hogan founder of the
Institute of Design and Disability.

| consider TNH to be good design as
it enables to pause, reflect and start a
conversation about the topics shared on its
content.

The success of this project makes it
clearly a universal project (with 900,000+
subscribers). This shows there’s a need
in society for this type of content in these
difficult times (it started at the beginning of
covid-19 look down and continues through
the current wars and cost of living crisis).

In May 2024 The New Happy ® book will be
published by Penguin Random House.

EVALUATION

Negative Critique:

Stephanie Harrison’s The New Happy® is
somewhat a more superficial and simpler
American version of the British Alain’s de
Botton School of life. TNH oversimplifies
concepts for things to be swallowed without
chewing, like the problem of TED talks
explained by Benjamin Bratton. It’s social
media therapy, a mainstream perspective,
a shallow and unhelpful approach as it
doesn’t support one to go deep to find the
root cause but rather offers a quick fix band
aid solution, a panacea, to everyday issues.

Large companies book the founder of TNH
for inspirational, motivational talks and
consultations but remains unclear if it
helps or solves systematic problems of our
overdemanding fast culture.

Positive Critique:

While researching ethics of graphic design,
In the book Good: an introduction to
ethics in graphic design buy L. Roberts,
there’s an interesting conversation with
the philosopher Anthony Greylink that
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says that (and | quote) “Designers have
the ethical responsibility to try making the
world a more beautiful place.”.

I find this sentence interesting; readers
can question what is beautiful as it is so
subjective, however to me TNH creates
aesthetically pleasing graphics which |
would describe as beautiful and at the same
time, TNH is trying to make the world a
better place by sharing positive psychology
for people to reflect in their daily lives and
successfully reaching millions of short
attention span users.

POSITION
TENSION WITH MY PROJECT

Opposite to some experiments of my project
where | tried to communicate both exact
data and concept via different iterations
by drawing inspiration from Dear Data and
Visualising Complexity. TNH successfully
represents concepts with minimal graphics
and does not try to communicate exact
scientific data.



“If making art gives substance to your sense of self, the corresponding
fear is that you’re not up to the task —that you can’t do it, or can’t do it
well, or can’t do it again; or that you’re not a real artist, or not a good
artist, or have no talent, or have nothing to say.

The line between the artist and his/her work is a fine one at best, and
for the artist it feels (quite naturally) like there is no such line. Making
art can feel dangerous and revealing. Making art is dangerous and
revealing.

Making art precipitates self-doubt, stirring deep waters that lay between
what you know you should be, and what you fear you might be. For
many people, that alone is enough to prevent their ever getting started
at all—and for those who do, trouble isn’t long in coming.

Doubts, in fact, soon rise in swarms:

I’'m not an artist — I’'m a phony

| have nothing worth saying

I’'m not sure what I'm doing

Other people are better than | am

I’'m only a [student/physicist/mother/whatever]
I've never had a real exhibit

No one understands my work

No one likes my work

I’m no good”
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A2ANTITHESIS
Art & Fear, 1994
David Bayles & Ted Orland

INTRO

Art & Fear: Observations on the Perils (and
Rewards) of Artmaking was published in
1991 and it is one hundred and twenty-
five pages exploring what entails, means
and feels to make art and the fear that
comes with it, from two authors that are
creatives and artistic themselves and have
experienced it themselves.

Intention: communicate observations and
reflections about the positive and negative
issues of art making to help artists identify
and overcome both personal and external
judgments and expectations.

Aims: The book Art and Fear, gives a
space for one to reflect and confront one’s
monsters/demons (and fear) about their
creative practice and its place in society. It
gives context and understanding. It’s a pep
talk.

STRUCTURE

The structure of this book is divided in
two parts, breaking the observations by
the artist’s inner self and outer world
perspectives of issues around art. From
fears about failure, the inner self world and
outer world as well as academia.

Medium: 150 pages printed monochrome
book

Accessibility: visual

Language: English - Theoretical - Freudian

The language of this book is approachable
and comforting, like a wise empathic

teacher that has experienced that same
feeling you are experiencing or a self-help
book about creative anxiety and the reality
of making art, art education and how
society and the system we live in does not
fully and truly support for individuals to be
artistic.

The book specifically states it’s about every-
day art, which in my opinion, that is what
designers do every day to earn their living
in the creative industries. | believe fashion,
music, graphic design are contemporary
creative arts. To me arts goes beyond the
conventional description of it.

EVALUATION

Negative Critique:

Although this book provides a pep talk to
the struggling artist, It does not provide any
solutions and at first instance can seem less
approachable due to its format. However,
It’s easier to read than expected.

Positive Critique:

It goes into the deep ends of issues
explored without trying to oversimply any
of the concepts or ideas. In fact, | think it’s
a vulnerable honest take of what artists go
through or find themselves believing.

POSITION

TENSION WITH MY PROJECT

This book is relevant and on point with
the issues | am exploring through this
project with the participants answers of
the research questionnaire as well as my
personal position in my creative practice
and as a lecturer in a creative university.
It gives clear insights and | found myself
saying many “this is true” moments.



A3 SYNTHESIS

On one hand The New Happy is a reference
which  oversimplifies complex human
experiences. On the other hand, Art & Fear
is a reference that delves deeply into the
complexity of a specific human experience.
In between, me, trying to experiment visual
representations inspired by both formats.
During Unit 2 | found myself tiptoeing around
concepts without hitting the target. Maybe due
to my own fear or self-doubt. My intentions
throughout were to experiment by visually
representing complex human experiences
such are consciousness, light, colour and
creative anxiety.

Although certain human experiences are
universal, there is no need to visually
universalise them like an isotype (picture
language). By oversimplifying concepts for
things to be swallowed without chewing,
like the problem of TED talks explained by
Benjamin Bratton, the result can become
cynic, dehumanised and shallow.

After the dialogues over the summer,
the project had taken a new and more
narrow approach to the question. Instead
of continuing trying to visually represent
the concept of consciousness and light. |
moved towards trying to represent creative
anxiety. | sent out a questionnaire to different
kinds of creative practitioners from haute
couture fashion designers, music and playlist
designers, creative directors, and graphic
designers.

| researched into what is universal design,
accessibility, inclusive neurodivergent design,
and ethics. Through my studio practice |
was interested to continue experimenting

with different visual representations of the
designers’ common experiences of creative
anxiety whileworking on a creative project due
to my ongoinginterestin making sense of lived
experiences through visual representations.

As Catherine Haylan Moon mentions in her
Studio Art Therapy book, we can heighten
awareness of the significance of events
by portraying them through drawings,
storytelling, journaling or other artistic means.
We can discern meaning from artistic retellings
for self-reflection or share with others to gain
multiple perspectives.

From the answers | found common issues
which | tried to explore different ways to
communicate the data following inspiration
from the books Visualising Complexity:
Modular Information Design Handbook by
Nicole Lachenmeier and Darjan Hil, plus, Dear
Data by Georgia Lupi and Stefanie Posavec. In
contrast as | also attempted to represent the
data via digitally illustrated representations.
The experiments were not successful, causing
anxiety and misinterpretations amongst the
audience (peers and tutor), nor they were
inclusive or universal all.

Failure gives us the information we need to
get to where we are going. The choices | had
taken during my studio practice such are
the approach, medium and techniques to
universalise and oversimplify my research,
removed the human complexity of the content.
The visual language used did not work for the
content and while deconstructing it | got lost
and didn’t fully deal with the content.

If to design accessibly and inclusively we need
humans at the centre of the design, | had,
unintentionally, removed them in the process.
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