


=

\_

111 1 t1om
1 PCAW/C I\ DN |




David J oseht s After Art (2013)

backs away %rom the trachtlonal
approach of artlst 1ntent and

[
Droductlon and looks alt what

happens to 1mages once theV are
attached to the networhs that

circulate them

Joselit (J oseht 2013, D. '%) talks
about how an image gams meaning

[
by creatmg a touchnomt the more

touchnomts 1t can make the more
meaning 1t gams He also describes

2
it using the word buss and how the

buzz is its moment of bleclzomlng I

ASSUINE, the LbEECOIIllIl,‘.’. IaSL 11 giving it

true eX1stenee and meaning.
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My Drolect and enqumlf allround 1llustrat10ns
and their role in today' S commerc1a1 world
focus on the sub1ect MV Dr01ect savs slow

down, notlce observe. TrV to see bevond the
polished outcomes
The meamng solely dell)ends on the subleet and
its medlum But this makes me thlnk about : |
what haDDens to 111ustrat10ns after theV leave
the space of creatlon WlLﬂ an exnosed artwork
o viral or create any buzlz around 1t‘? If it does,
will it galnlmore meaning, will it lose its
original meaning?




Custom 111ustrat10ns contrlbute to a brand’s
unique 1dent1tV Versus ‘the homogemsatlon
that can ham)en when evervthln;z is nulled into
a global network. AI and digital tools are
1mnact1n9. the unlqueness of 111ustrat10ns and
__how thevlcan either dllute or enhance the |
personal touch This new global network has
oversaturated our medla with i 1mages that
__create a huzz which We then assume are art
that have more meanlng. The tradltlonal
pre-neo liberal markets when art was more site
__specific, it Ipromoted in'venting new content. |
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n the three paradigm
this circulation
oselit argues that the
objects gain more
alue as they trave
reely and through a
ain of ownership
at takes place
(Joselit, 2013, p. 14).
oselit argues, "Art's

DOWET NOW I'eS1dES 1ESS

——

ere 1t goes
ATl Art, p. 16)

mages act like

|

:

Joselit only talks:

a migrated object 1n

. Here "human

empathy” acts as a
alue giving tool. 4




the houses I own galleries I visit
and the more local culture from each place I
encounter, the more value it gives me. What do
world where trends and buzz 1mages are
gaining more attention and value. Is i1t leading
us to disassociate from our place of origin anc

ng to create 1mages that fit well 1n this

mode of cultural circulation. We onl plicate
1mages we are able to with our limited
understanding. [ his surface level replication o
an 1mage or a style 1n today s design world 1s
creating art that 1s all converging to one point.
YA y tries to create 1images that expose
the origin behind them.

also draw from a migrant perspective, all the
things 1n L.ondon that catch my eye especiall
as a new person.
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oselits examples about Rem Koolhaas

Joselit, 2013, p. 56) using his designs to create
flow can be compared to illustrations in todayv's
digital age. He uses “networked architecture”
as “networked object” by creating flow an

ondazione Prada projects is a museum
bullding that blurs and merges art
architecture, branding and politics
institutions like these). Joselit’s critique of
em Koolhaas was rather interesting in a wa
hat it opposed his own argumemts. The
paradox of commodification through
irculation arises here. He says evervone
becomes currency and in the context of the
apital age, circulation will automatically lead
o commercialisation. He embraces and
criticises circulation at the same time. 4




v work has human

L
elements without

observation. It has
; (

umans at the same

VIV D

urrently about

observation, human

oments ang

niiltered data.

Circulation when

SpokKen about 1n terms

oI architecture relates

0 NOW pEOple mMove

thin and around 3

structure.

/ Inherent cost to it.
\

1

ould be slightl

Sapartorfa

Circulation acts bot

1Llustrations also move

Interact with 1t. Most
circulation has an

4
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orm 1S inherent to art and
oiftentimes art comes along wit

another form.
1nd 1t quite interesting how

gdependent value” 1S on man

factors of flow and form. M

it formats (Joselit, 2013, p. 96) |
ant to further explore if I can
A 1 4







oselit (201 . talks about centritugal and

ontrasts this centripetal model with Le
orbusier’s idea of the architectural
promenade.(Joselit, 2013, p. 48) In this
oncept, the viewer moves through space, and
meaning unfolds through motion and
perspective shifts and third memory all speak
about people’s interpretations of the spectators
hat gives it meaning.
oselit argues how centrifugal wayvs of looking
at architecture directly relate to the person
sing the house. He expands by giving
examples of two different houses designed for
ibing the unfolding
of architecture when one enters a space. In
art, assigning meaning merely reduces the art
0 a commodityv and is often critiqued. But
orbusier's architecture is also a commodit
nd art at the same time? What is the case wit
llustrations in the context of design?

@
)
ﬂ
-
e
@
@)
ﬁ
jab)
e
s
jab)
0]
@)
=
Y
S
=
Qo
-
ﬁ
)
jeb]
o)
Y
=
C
@)
0]

) (@ 5
3,
e
[ab)
=
(@F
[ab]
on
o
=
@,
@)
=)
(@F
q2)
5}
(@]
=
C.
=

—

)

v




I think much like N
for arts sake does not
ace w

o the centripeta
eaning of art to
circulation. But it 1s| V D

, , reproducible version
1llustrations as it has ot traditional art? In
a clear overlap wit easy words, we are
art as 1ts centra pasting
aesthetic. olours, expressions
1n the form of an

ustration

ommunications to

Especially methods o1 on deep

production of an aesthetic value to
Ulustration are a them.

derived irom the
principles o
traditional art.




illustrations, especially the
moments of jov in London, alread
ave a centrifugal qualitv. I'm not

— — ; ,

expands outward through the act o

noticing and the context of the c1

ning inside an 1mage. I'm
an
1 ing, it

n my current project with riso print

and edit modes o1 production, there
as heavy 1ocus on the centrepeta

W

broduction and their visibility in the

art. Joselit's theory brings me to
think about how I could combine

the two and create meaning throug

production and circulation at the

4
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After art made me real1se the ex1stence of
evervthm,cz.I that culture 1s made of, r1ght from
fashion, food art, etc ex1sted as art Ibefore -
was commerc1al1sed Cu ture shifts and moves
and moulds as evervonle Dart1c1Dates 1n it.
Joselit argues that culture onerateslthrough_

networks of c1rculat1on where images and
objects gam Imeanmg and value through their
movement across d1fferent contexts ( Joselit,
2013). My ﬁrst project relatmg to mV readmg,
tells me that I am part of this culturl'e of
c1rculatlonI O|f art in the snace of 2ranh1c —
design. I recogmse how I control the ]
movement of images or ston them bV
safeguardmg them by certam rules of how |
others must use them. Talkmg about
aDDroDr1at1on in this context makes sense as
Mhmg gets pulled 1nto a homogemsed |
network What gives art Value'? C1rculat1on or |
the lack of |1t|9 This tens1on between control and
flow became a def1nmg asnect of mV practice
and theoretical i 1nqu1rV
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The secon studlo WOI‘ also provoked me to |
think about the “after” part of my “art”. By —
asking what happens after art is made, how
. [ | . oy || | | . .
people interact with it, and how meaning is

produced through engagement and movement.
My exploration with AT modules of creating art
also play a part in the homogenisation asit
builds on an already existing network. I think—
art should 'gain meanin'g'through production
and through circulation. In today's world
CIrculatlon buzz trends have taken over the —
way we are nroducmg art I use the term art
t)roadlv here just like j oselit's reference to art.




useums and their 1dentities are

[ ]
a good exalmlnle to look at when

we talk about commermahsatlon |

of art. J oseht mentlons that

museums hold images and the

images are hke currencv A basic _

ten Dound tote bag suddenlv turns

fifty Dounds when starrV night is

printed on 1t There are multmle

networks of art 01rcu1at10n that |

are in 1nternlav with each other,

tangible museum geozranhic art |

and dlgltal free ﬂowmg

commermal art Ini 1mage making,

value has been taken from art and

1S 1nform1ng the new art this

leads to further commodlﬁcatlon

of art esnec1allV in the ﬁeld of |

N

branding and 111ustrat10n

/N




My DOSlthIl at the start of the
project began with the thought of

homogemqatlon of DeoD]e and

111ustrat10ns using “the wh1te
lotus” as a reference that uses

trad1t10nal art and commermahses
O I N R —

it. Since engaglng with J Ioseht S
writing, mV DOSltlon has evolved I

Now See my PI‘&CUCG le§Sl as

documenting homogenisation and
more as 1nterrogat1ng 1t exnlorlng

[ [
how commodlflcatlon assigns and

redlstrlbutes value through
images. 1 want to eXDlore and
study the Va lue assumed to

products i in relation to art
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