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I

t is not very common to see
creative individuals taking
a big, bold step outside of
their comfort zone to solve an
ongoing problem for them,
and for other creative people
like them.
This is exactly what the creative
minds behind The Journal
of Leading Approaches in
Multimedia did, and this is
exactly the reason why I didn’t
think twice when I was asked to
be the editor for this publication.
LAM is not only a bi-annual
publication, it is an open stage
for all creatives to showcase

their creations, it is the voice for
all those who feel they are not
being heard. It is a community
that strives to propagate through
nurturing its contributors and its
readers alike.
I hope you enjoy this issue as
much as I did, and we promise
you that this is just the start,
this is just an introduction and
an invitation for all artists and
designers to share their works
with our community.
Ramy Khair
Editor
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isa Winstanley is a graphic
artist and design educator
originally from the UK. With
over 20 years experience in the
creative industries, Lisa brings a
unique, multi-cultural outlook to her
design and illustration projects.
Her latest creative work investigates
lies and truth; aiming to contribute to
the visual understanding of society’s
propensity to lie and equally its
inability to accurately detect deceit
in others. The following pages
present an extract from this research,
intended to create a dialogue of
questioning and raise awareness of
the often ineffable subject matter.
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edited by design

L

ies and truth are
intrinsically linked
to social ethics
and according to many
psychologists, including
Dr. Charles V. Ford
(1996. p21) in his book
Lies! Lies! Lies!
“Lying and self-deception
permeate all aspects of
human life and social
interactions. Societal
messages about deceit
are often contradictory.”

It is from this paradoxical
standpoint that my
monograph publication,
‘The Truth about Lies,
The Lies About Truth’,
addresses ethical issues such
as what justifies a lie. If more
good than harm comes from
it does this then justify its
use? By creating a dialogue
the book intends to force selfacknowledgement of deceit
and recognise its necessity
for societies to successfully
function. It also aims to
create dialogue on where
the ethical line is drawn;
when does a lie become
harmful? What is a socially
acceptable lie and where do
these lines become blurred?
Current discourse has also
directed this enquiry towards
exploration of our ethical
obligations as designers. On
pondering this issue I was
reminded of a series of ethical
design questions posed
by the esteemed designer
Milton Glaser, and aptly titled
The Road to Hell. Some of
these debates pose ethical
challenges that are faced by
many designers on a daily

basis, myself included; which
also begs the question as to
whether I would turn away
work based on my ethical
standpoint. Should designers
only work with clients that
reflect their personal ethos
and where is that line drawn?
Kenn Monk (Monk, K in Snoad,
L, n.d) suggests that,
“Visual communication is
always about getting people
to do something, to steer
their behaviour in a certain
way – we manipulate. Is
it better to manipulate [on
behalf of] something that
you think is good, or is
manipulation in itself bad?”
This is a point worthy of further
investigation and potentially
forces the conversation on
whether designers should selfimpose their own ethical policy
before they begin to practice.
This also highlights a distinct
void in the current design
education system.
I considered a particular
chapter in the book, Just
my Type, by Simon Garfield.
Garfield (2011 p48-51)
which discussed the famed
typographer, Eric Gill, the
creator of what was one of my
favourite typefaces, Gill Sans,
that is until Gill’s questionable
morality was revealed in the
pages of this chapter; Eric Gill
was, in-fact, revealed to be a
rapist and regularly practiced
in incest and bestiality. I am
now unable to look at Gill
Sans in the same light, it’s
beauty has somehow been
tainted. Should, then a
designer’s work be judged by

their personal life or should the
work transcend it’s creator?
Personally, in this instance
the answer is quite clear but
this led me to question, if
as designers we are able to
remain neutral in our work?
Is self-indulgent design
heresy? Are we to be void of
emotion in our professional
lives, merely communicating
another’s message rather
than imbuing that message
with our own set of values,
experiences and even,
perhaps, prejudices? Is this
what distinguishes design
from art? If we are to attempt
this unfathomable task of unemotive visual communication
(at least not imbued with our
own emotions) surely then
we designers must provide a
sterile product; an outcome
created without passion
or drive.
Or should that passion be
purely derived from an overall
aesthetic as oppose to
successful communication of
irrelevant content? I carefully
choose the word irrelevant
here, because if, as designers,
we are expected to remain
impartial on a project’s worth,
value or morality then it simply
need to appeal to those that
the content is relevant to,
with our passions an
irrelevant component
of the creative process.
As the emotional, often
opinionated, creatures us
designers tend to be, I find
this a distinctly implausible
scenario from which to base
the profession’s benchmark

distinction from art. At odds
with this perspective is Victor
Papanek as cited in the Times
Higher Education, (1996)
article on Designer Ethics, The
Green Imperative,
“Papanek sees no future for
self-indulgent designers who
ignore what he claims are
the issues to be faced now.”

far more questions than
answers and my musings
barely scratch the surface
of the ethical debates that
contemporary designers are
now faced with navigating.
Lisa Winstanley
Graphic Artist

This perspective seems to
provide a utopian ideal but
ultimately if a designer is
dispassionate about
the environment, for example,
but inspired by, say, sports
or fashion that individual may
not necessarily be the best
person to tackle a new
environmental campaign.
Considering this notion I
recalled the, now infamous,
scenario where Ray Gun
magazine designer, David
Carson, set a particularly
boring (in his opinion) interview
in the font Zaph Dingbats!
By doing so, he imbued
the piece with his personal
viewpoint and the content
became edited by design.
How much can design affect
people’s perception of a
product service or brand and
do we have a moral obligation
to the public to whom this
is aimed? Or should our
moral obligation be internal,
with our client or even with
other designers? Should our
desire for visual beauty and/
or acknowledgment by peers
be at the expense of the
consumers’ needs?
Conclusively it seems
apparent that there are
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laa Khalifa is an Egyptian
graphic designer, writer,
photographer & educator.
Alaa has an unusual way of selfexpression through art; her creative
mission is to produce unique
designs, moving away from regular,
plain style.
Her latest project aims to
investigate the role of graphic
design in decreasing social stigma
about mental illnesses. Alaa aims
to produce a creative brand identity
supporting bipolar fighters. The
main focus of her project is to
raise awareness of bipolar disorder
especially in the Middle East. The
following pages include some of the
artwork that has been produced for
this research project.
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irna Kataya is a
successful graphic
designer and design
educator, originally from
Lebanon. Her creative mission
is to produce clean design that
balances between both aesthetics
and functionality. Mirna suggests that
the Middle East region still lacks a
spirit of creativity and simplicity and
that the local creative industry needs
to move on from the cliché. Mirna
views her role as a design educator
to embed into students a strategy of
metaphoric thinking, out-of-the-box
concepts and ideas, resulting in a
positive change to the field of design,
when they join the creative industry.
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contemporaneity
& creative practice

“It is a thin thread that takes an art state from the
present to the future...
freeze the latest moment and when you press the
play button the contemporary will be even more
contemporary.”
Mirna Kataya

I

t is quite true that
contemporaneity is an almost
in-graspable concept because it
is truly a state rather than a concept.
It breaks all the existing boundaries,
connecting global mindsets and
integrating concepts that merge
together to reach a state of creativity
which has not been experienced
before. Contemporaneity is a thin
thread that lies between the present
and the future; the known and the
unknown. The state reached freezes
at the last second, waiting, ready, to
press the play button and see what’s
coming next.
Understanding this concept
connected my thinking with an
artwork I created for The Middle
East Museum. This piece was

conceptualised for my project
proposal ‘Arabestyle’ and was
intended as an integration of
opposing cultural art movements;
reaching a state of contemporaneity
by exposing to the viewer an
updated version of De Stijil and
Islamic art patterns.
Desijil, which was formed back in
the 1917, sits alongside Islamic
art which encompasses the visual
arts from the 7th century, both
combined to give the present status
of multicultural art integration.
Now at this present moment it is
‘Arabestyle’, further evolution will be
even more contemporary, so this
thin thread will be always seeking a
higher level of contemporaneity.
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submit

AM, The Journal of
Leading Approaches in
Multimedia would like
to invite academics, scholars,
educators, and creatives
from all design disciplines to
submit their work for the next
edition of LAM. The editors will
consider papers and creative
artefacts from all creative fields
investigating the concept of
Design with Purpose
REASONS TO PUBLISH
WITH LAM:
Double-blind peer review
following the LAM peer review
framework; international

editorial board; association
with respected academic
institutions in the Middle East,
short submission to publication
times; international visibility in
print and online.
The following types of
submission are welcome:
• Book and exhibition reviews
(500–1000 words)
• Discussion papers
(1,000-1,500 words)
• Visual essays (4–6 pages)
• Visual rhetoric
(single or multiple
submissions)

nb. Book/exhibition reviews
should be agreed with the
editor prior to submission.
If you would like your article/
creative submission to be
considered for publication
in the second issue of LAM,
full manuscripts and high
resolution artwork files should
be submitted to:
journaloflam@gmail.com

For detailed information and
specific submission guidelines
please visit
journaloflam.wordpress.com

journaloflam@gmail.com
journaloflam.wordpress.com
@journaloflam

