
The Sketch Method: An Analysis Of Hand-Drawn Sketches’ Role In  
The Preliminary Production Stage Of Editorial Cover Design 

Anna Minzhulina 

A Thesis 
In the Department of 

Design and Computation Arts 

Presented in Partial Fulfillment of the Requirements 
For the Degree of Master of Design  

at Concordia University 
Montréal, Québec, Canada 

April 2022 

© Anna Minzhulina, 2022 



CONCORDIA UNIVERSITY 

SCHOOL OF GRADUATE STUDIES 

This is to certify that the thesis prepared 

By: 	 	 Anna Minzhulina 
Entitled: 	 The Sketch Method: An analysis of hand-drawn sketches’ role in the prelimi-
nary production stage of editorial cover design 

and submitted in partial fulfilment of the requirements for the degree of Master of Design 
that complies with the regulations of the University and meets the accepted standards with 
respect to originality and quality. 

Signed by the final examining committee: 

________________________ Chair 
Dr. Jonathan Lessard 

________________________ Examiner 
Dr. Carmela Cucuzzella 

________________________ Examiner 
pk Langshaw 

________________________ Supervisor 
Christopher Moore 

Approved by 
________________________ Graduate Program Director 
Dr. Rachel Berger 
________________________ Dean of Faculty 
Dr. Annie Gérin 

Date:  



Abstract For Master Degree 
The Sketch Method: An Analysis Of Hand-Drawn Sketches’ Role In  

The Preliminary Production Stage Of Editorial Cover Design 

By Anna Minzhulina 

What is old is new again: sketch method’s impact on the cover and editorial designs 
within contemporary magazine publishing.


In today’s content-saturated, fast-paced technological era, something as traditional as freehand 
sketching during design production could feel both pointless and redundant. When it comes to 
sketching, art directors and designers often claim they do it. But how frequently do they really 
practice it in the post-Adobe Creative Suite era? Today, designers enjoy an abundance of soft-
ware to accelerate and aid the design process. These time-saving techniques result in poorly iden-
tified design problems, incorrectly identified goals and subgoals, skipped steps, missed details, 
and eventually, low quality and repetitive outcomes.  
 In contrast, the freehand sketch method is open-ended, playful, and collaborative, and it 
offers a different approach to the design process. That is why, in the current environment of so-
cial media, global expansion, and remote work, the freehand sketch method is more relevant than 
ever as a visual communication tool for those designers who are driven by creativity and high-
quality design production. Additionally, the key aspects of the sketch method are represented in 
technologically developed and developing applications like Figma, Miro, and Microsoft Teams, 
where the “torch” of the design is passed from one participant in the process to another. 
 What are the unique qualities of the sketches that ensure relevance in modern-day graphic 
design and magazine publishing? Moreover, what do the unique characteristics of the sketch 
method mean for the further development of long-distance online communication and collabora-
tion? This paper will present research on this topic, as well as examining my personal practice 
and insightful findings from the practices of other noted Canadian creators. For this thesis, the 
researcher designed a questionnaire centred around participants’ professional practice and how 
that practice may include the sketch method. Next, they asked multiple participants to partici-
pate; out of which 15 agreed to answer the questionnaire and send it back and have their answers 
analyzed and presented here. There was no involvement of any incentive. The researcher dis-
tributed the questionnaire amongst a diverse group of creators representing both genders and 
multiple ages via email message. Foremost the researcher asked the creators with whom they 
collaborated previously as an art director or whose perspective on the subject they felt would be 
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the most insightful. The answers were compared and analyzed for commonalities and differ-
ences. The result is mostly in our perception of what we consider the sketch method, yet similari-
ties find their way in the practical approach and step-by-step use of the sketch during the design 
process. Many participants have the same sketchy approach when they start the design problem 
solving, but most all gradually, through digital manipulation, come to the desired result. 
 This professional design-related self-study research is based on Donald Schön’s concept 
of the reflective practitioner—the idea that a professional (in this case, a practicing art director) 
develops a unique set of skills and insights during active professional practice in response to the 
challenges that routinely arise during that practice. The sketch method is the subject of this 
study, as well as a form of narrative through which the study of oneself is accomplished, by 
which conversations are initiated, and from which knowledge is drawn. 
 This research does not come to any conclusion on which type of design process is right or 
wrong. Nor is it an attempt to derive an algorithm for design-related problem solving. Instead, it 
offers a glimpse primarily into my sketchbook and its journal-like characteristics (sketches, 
notes, memories, narratives, correspondence, and schematics). This is designed to prompt further 
theoretical and practical exploration on the subject of sketching and related topics. This research 
is a reflection-on-action, which makes it abstract and metacognitive. 
 During this self-exploratory journey, the process will be retraced and thoroughly ana-
lyzed, from the final layouts and cover designs and working backward to the early “study sketch-
es” (Goldschmidt, 1991, p. 139). The qualities and characteristics of the freehand sketch method 
will be outlined. In my view, and as shown by the research, these qualities and characteristics 
raises the outcome of the design process to a higher creative level. Finally, thoughts and findings 
will be exchanged and compared with the impressions and practices of a peer group, including 
art directors, photographers, writers, editors, and illustrators. 
 This reflective study aims to produce theoretical and applied knowledge for educational 
and subsequently professional environments for better design practices by design practitioners at 
varying levels of competence (Gray & Siegel, 2014, p. 49). Of the six levels (updated from five) 
identified by Dreyfus, this research concerns novices, advanced beginners, and competent de-
signers. This thesis also shares invaluable techniques and insights into the process of design 
practice and critical thinking, specifically cover design. 
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FOREWORD


Skeptics may choose to contest the legitimacy of the knowledge produced during research con-
ducted from an autoethnographic point of view. Not only does the intimate knowledge acquired 
have a place, but the autobiographical aspect of personal reflection on one’s own actions ar-
guably adds an extra dimension. However, Bullough and Pinnegar argue that autobiography, like 
self-study, “represents a trend away from modernism and its assumptions about legitimate 
knowledge and knowledge production toward broadening of what counts as research” (Autobi-
ography article 2001, 13). To study oneself is to study what one does, just as researching what 
one does is inevitably understanding oneself. As such, the research serves an important role in 
understanding experience on an individual or personal level prior to considering its influence in 
the broader social sense (Bullough & Pinnegar, 2001). 
	 This research includes my interpretation of the sketch method in my work and the work 
of other creatives, supported by previous academic studies in the field of design. It gives a differ-
ent perspective on a method that is often forgotten, has undergone major technological modifica-
tions, and can engage the mind in complex idea development. The outcome of the sketch method 
differs based on the individual sketching on the sheet on paper. This study offers an insight into 
the differences the sketch method draws out in each participant’s practice. It also brings out the 
points where these different practices intercept when it comes to the sketch method.


__ 
  

The early days of my experience with the sketch method 

Anna Minzhulina: freelance art director; founder of Anna Minzhulina Studio; art director, 
Spafax, Experience  magazine (2018–present); art director for Maisonneuve  magazine (2007–1 2

2016); contributing art director for Maclean’s  magazine (2021–present): 3

 Experience magazine (Bombardier's business aircraft magazine) is a branded content luxury publication, produced by Spafax for 1

Bombardier!s private jet owners.

 Maisonneuve magazine (A Quarterly of Arts, Opinion and Ideas) is a general-interest publication focusing on today’s social, politi2 -
cal, cultural, and other issues. The magazine twice won the Canadian National Magazine Award for the Magazine of the Year (2012 
and 2016).

 Maclean's magazine (Canada’s Magazine) was founded in 1905 by John Bayne Maclean. Its main focus is social and political 3

issues within Canada and outside its borders. Currently it is published monthly by St. Joseph Communications.
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 My professional career includes 17 years of active professional design and art direction 
for print media. To this date, I have spent most of that time as an art director and designer for the 
literary quarterly Maisonneuve, which is minuscule in size (both in terms of staff and resources) 
yet renowned and reputable within the Canadian publishing world. 
 The downside of non-profit magazines is that financial sustainability is an everyday 
struggle. However, the bright side is the opportunity to engage in trustworthy journalism and 
artistic creativity and excellence. Over the years, I firmly established my vision of robust and 
uncompromised quality—art could be subjective, but not high quality. 
 Maisonneuve’s unique platform gave young creators the opportunity to engage in creative 
collaborations with numerous young and talented editors, writers, photographers, and illustrators. 
Now, those experiences are documented in approximately 1,500 designed magazine pages in 35 
issues. These pages include the meticulously constructed narratives covering today’s social and 
political trends and issues, such as cancer, AIDS, feminism, racial and gender discrimination, 
sex, and technological developments. 
 I started at the bottom and soon worked my way up. Since Maisonneuve was a small pub-
lication, it was understaffed. Being multi-faceted, I filled more than one position: art director, 
brand developer, designer, photo editor, illustrator, and finally web designer. As I am curious by 
nature, I would continually experiment and learn. The team consisted of young idealists eager to 
make a difference. However, with the turn of the millennium, digital changes began reshaping 
the magazine industry. In 2016, I left Maisonneuve in pursuit of new creative experiences and 
started my studio. After working for almost 11 years for a non-profit publication, I joined the 
brand content publication Experience in 2018. Throughout this professional journey, sketching 
opened the channels of communication in my mind and with other creators. This ultimately in-
spired me to engage in this research. 

Over the years, the sketch method played (and still plays) an integral role in my design 
process. I cannot imagine creating imaginative cover images without it. Therefore, I explore the 
sketch method from an autobiographical perspective and give personal insight into my produc-
tion process. 
 I learned about sketching by studying artists and designers such as Saul Steinberg, 
George Lois, and Tibor Kalman. Practicing the sketch method led me to develop it into a vital 
communication tool, which I used to start a dialogue on specific projects or ideas and to ex-
change ideas with other creatives such as illustrators, photographers, editors, and publishers.  
 The following paper bridges the gap between the physical mark made by hand and the 
thought process that goes into that action and beyond.  
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“I’ve always been fascinated by people 
who can put things down on paper and I 

liked to listen for new ways to say old 
things and old ways to say new things.”


 —

ANDY WARHOL 
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INTRODUCTION  

Freehand, hand-drawn, manual, and analogue—these are various descriptions the participants of 
this research used to refer to the same method—sketch. A sketch is an intentionally made mark 
on a plain surface which involves a physical action of the hand. This relationship between hand 
and mind is one of the most interesting elements of sketch production. However, sketches should 
not be reduced to mere actions, nor should they be centered around the preparatory stage of the 
creative process associated with the old or the traditional. It is easy to see why new generations 
of creators feel the need to reject sketching and disassociate themselves from it as a practice. One 
example is the Italian art critic Parmesani, who argued that the current culture of “everyday” re-
quires “everyday” art produced by “citizen artists” rather than “artist scholars.” Even though it is 
“the art of slick magazines,” it is “do-it-yourself” art (Jonson, 2002, p. 247). In such an environ-
ment, where the “citizen artist” (Parmesani) is at the center of creativity, traditional methods are 
under more scrutiny than ever. This is especially the case where digital manipulation tools lead to 
trendy results more quickly. In such an environment, design institutions leave the choice of 
whether to sketch to the student, rather than sketching being integrated as a fundamental part of 
the design program.  
 My first introduction to the sketch method happened, as it did for many young artists, at 
art school and later art college. Furthermore, like so many practicing artists, it should have be-
come integral. Instead, it temporarily became a hidden part of my creative process. It is fascinat-
ing that creators, for the most part, do not like to share their process, including something like 
rudimentary sketches as a less-than-perfect product, with the outside world. Thus, creators de-
prive themselves of fundamental experiences for building “visual judgement” (Porter, 1977, 
p.12) and acceptance of the process as a practice in itself. From observing my practice and the 
practices of those around me, I have noticed that today, pressed on time and resources, designers 
skip the steps necessary in the design process, such as ideations using pencil and paper. To find a 
quick design solution becomes the ultimate goal, the pursuit of which encourages the path to the 
finished-like visual quality offered by software applications, such as Photoshop, InDesign or Il-
lustrator. Occasionally, the downside of those digital solutions is the limited quantity of quick 
experimental alternatives at the early stage of creativity, which is more natural when working 
with pencil and paper. 
 As an art student, I saw fellow students who would make preliminary “sketches” before 
actually sketching on the pristine pages of their sketchbooks—just to ensure their final pieces 
would represent something that appeared polished rather than raw. Some would create the 
sketches for a painting after it was painted. I would fill the pages of my otherwise blank sketch-
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book with clean drawings before the end of the semester. My fellow students and I sketched to 
satisfy the romanticized requirements for “real” artists, rather than genuinely appreciating or un-
derstanding the value of this “old method.” 

It is important to note that representational drawing, in the early 19th century,  gained a 
status of socially valuable skill and was encouraged in the elite educational system in European 
countries and the United States (Efland, 1990, as cited in Puglionesi, 2016). The cognitive stud-
ies (especially concerning child development) done up to that point were inconclusive yet per-
suasive enough to lead to the belief that the complex relationship between mind and hand could 
be beneficial for the development of human individuality and personality (Puglionesi, 2016, p. 
364). 
 The many possible interpretations of the sketch method indicates the complexity of the 
concept. The main aspect of sketching is in its ambiguity and freedom of interpretation. More-
over, this tentative aspect of the sketch method allows Jonson (2002, p. 248) to draw a parallel 
between sketch and design’s “wicked problems”—difficult to define and whose solutions are not 
final (Rittel & Webber, 1973). According to Jonson, this quality is important for anything seeking 
to solve design problems in a non-stereotypical way (Jonson, 2002, p. 248).  
 Etymologically, the word “sketch” comes from the Greek skhedios, meaning “unpre-
pared,” and the Latin schedius, meaning “hastily made.” It implies something which is “incom-
plete, raw, rough and unpolished as well as urgent, all at once, by fits and starts, and at short no-
tice” (Sketch Now, p.248). This study is not concerned with the particular style of mark-making, 
which is more an effect of the concept of the sketch. Rather, it asks what is behind the sketch 
concept, which, as mentioned above, is strongly present across multiple disciplines. As Jonson 
writes: “As such, the conceptual sketch modifies description of sketching such as ‘marks or 
arrangement of lines on paper’…Sketching, then as part of design thinking, is at the very heart of 
creation, bridging daydreaming and calculation.” (2002, p. 250) 
 In my work, the sketch method is an intricate communication device that, through a de-
liberately inviting visual construction, hopes to investigate other people’s participation in a 
shared creative experience. Furthermore, it is a conceptual and visual connector in the movement 
of ideas from one mind to another with a single stop on a piece of paper. Generally, sketching “is 
an accessible and common form of externalization, a reification of internal thought” (Walny et 
al., 2015, p.2). Jonson defines sketching as “a series of rapid marks of varied explicitness and 
completeness that are made by a multitude of means in the early phase of the design process for 
the purpose of production” (Jonson, 2002, p. 251). 
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PRINT MEDIA IS DEAD 

In today’s global culture, where humans’ unique characteristic of dexterity is used for automati-
cally scrolling or clicking the “like” button, is it possible to use that same unique quality once 
more to improve design through the uniquely personal and individual method of the sketch? 
 In recent years, print was widely proclaimed to be dead. Several Canadian magazines 
folded, including Toro, Naked Eye, and Poetry Toronto. According to the Shattered Mirror Public 
Forum Policy, 225 weekly and 27 daily newspapers were closed in the last decade “in more than 
210 federal ridings ” (The Shattered Mirror: FAQ, 2018). 4

 Many publications were unable to recover from the sudden blow dealt by the rise of the 
internet. Its global spread also increased the demand for online content. Characterized by dubi-
ous quality and lack of editorial oversight, but gradually gaining in speed and capacity, it quickly 
(however, not without some resistance) pushed print content and production teams aside. 
 The changes did not merely include how readers consume written content—paper versus 
digital. The rise of digital content significantly changed how, by whom, and why content is pro-
duced. The ripple effect of media democratization/decentralization dramatically affected editorial 
quality, the credibility of journalism, and what readers consume as “news.” It has become the 
polar opposite of what characterized my years at Maisonneuve: long feature stories, fact-check-
ing, countless edits, and striking visuals.  
 This time of crisis has become a moment to stop and reassess the entire publishing indus-
try: what works, what does not work, and what needs to be changed. Amid the exponential 
growth of online content, I pondered several questions with an equal degree of anxiety and ex-
citement. How can print re-establish its relevance as a mass medium? How can I stay relevant as 
an active professional art director and designer within this new emerging medium? Which skills 
will I need to retain and which to obtain? Which methods exist to help re-engage and recharge 
print for this generation and those to come? 
 Unlike a magazine template, magazines’ path to success is not fixed (for the most part). 
Despite numerous contributing factors and unique nuances (such as the role of money and the 
personalities of various stakeholders), the production process in the foreground. Obtaining new 
results means changing the approach to the process and the methods used. Sometimes, the redis-
covery of old methods could lead to the emergence of better results. One such method is the 
hand-drawn sketch. 

 Canada has 338 electoral ridings, or federal electoral districts.4
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THESIS  

In a time where multi-functional software applications have established themselves as standard 
tools for graphic artists to start the ideation process, how can freehand sketching become the po-
tentially transformational method that will revitalize creativity in editorial and branded content 
design? 
 Over the years, my design ideation process developed into a step-by-step visual proce-
dure (not necessarily linear): an introduction to the theme or story, brainstorming, doodling, 
sketching, detailing, expanding, and finally narrowing down to one final concept. “Complex 
tasks require a step-by-step generation of images….When first confronting a design task, in pur-
suit of coherent ideas, imagery is called on to assist in thinking…” (Goldschmidt, 1991, p. 129). 
The sketch method is called into service when complex visual reasoning requires assistance. It 
provides a powerful tool to break down elaborate ideas into smaller units of visual information. 
 Those small units of visual information assist whomever in dissection, gradual construc-
tion, and final presentation of the idea to the public, client, or fellow creatives. The sketch itself 
and the process involved in its production opens the visual dialogue. 
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PRACTITIONER REFLECTION 

The anatomy of an editorial sketch for a cover story 
Sketching was a fundamental aspect of the design process when creating a spectrum of covers 
during my years as an art director. 
No matter a publication’s circulation or how well it is known, the cover image is essential for the 
brand’s prosperity and longevity. As my colleague and former editor-in-chief, Drew Nelles, said:  

“…The cover is (was) probably the most important real estate in the issue.”  
(Drew Nelles Questionnaire, Appendix 10) 

 From a branding point of view, the cover sums up, differentiates, and delivers the maga-
zine’s values to its readership. From a practical point of view, it sells the publication and every-
thing it represents. Therefore, a great deal of effort, time, and creativity is invested in designing 
successful (commercially or otherwise) cover images. Every magazine has an intricate strategy 
for the cover design, emphasizing one factor or another. This thesis discusses design only 
through the sketch method and from the perspective of a single publication, namely Maisonneuve 
magazine. 
 At small publications with virtually non-existent budgets, cover production becomes an 
exercise in ingenuity. Moreover, at small and medium-sized magazines, the art department con-
sists of two people at best and one at worst, who must fulfil the roles of art director, designer, and 
photo editor. I successfully filled and managed a few roles simultaneously, including the concep-
tualization and development of visual narratives. With every new idea and experiment, I hoped to 
leave the reader thinking about the story long after reading it. Furthermore, even a team of two 
can turn every illustration and photograph into an entity of its own—a piece of art—separate 
from the story it accompanies. 
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METHODOLOGY 

The foundation of this research is the qualitative method, expressed through opinions and self-
analysis. “Autobiography nominates the researcher as central to an inquiry.” (Ings, 2011, p. 227) 
In the case of this research, I am at the centre of it, specifically my professional practice and per-
sonal experience. Hence, the earlier introduction into my professional background establishes the 
relevance of acquired by me and shared here knowledge. 
 The research employs an autobiographical approach, supported by two primary data col-
lection methods. The first is my 11-year immersion, similar to the anthropological study con-
ducted by Bronislaw Malinovski , into the publishing design sub-culture, specifically at literary 5

quarterly Maisonneuve. My experience allowed me to comprehensively self-reflect. Donald 
Schön ’s theory on reflective practitioners is applied to my practice and the publishing industry, 6

specifically the use of the sketch method during active design production. In addition to insider 
knowledge and an intimate understanding, the collected data includes meticulous (written during 
the production process) notes and comments and approximately 400  production sketches. Some 7

of these are examined more closely as case studies in the form of specific covers, including “The 
Great Canadian Monster Hunt” (Issue 50: Winter 2013) (Fig.11), “Married To PTSD” (Issue 55: 
Spring 2015) (Fig.12), “TV We Hate” (Issue 56: Summer 2015) (Fig.13), and “Sexism on the 
Festival Circuit” (Issue 60: Summer 2016) (Fig.14). 
 The research draws the analogy from the case studies undertaken at Indiana University 
(“Sketching Design Thinking: Representations of Design in Education and Practice,” 2014), the 
underlining premise of which was to identify the differences between sketches of novice and 
practitioners using the reflection-on-action in each case. 

Questionnaire 
The questionnaire started with a short introduction to the thesis and its sub-questions. A short bi-
ographical section established each participant’s professional credentials. 

 Malinowski, B. (2014). Argonauts of the Western Pacific (Routledge Classics) (1st ed.). Routledge.5

 Schon, D. A. (1991). Educating the Reflective Practitioner: Toward a New Design for Teaching and Learning in the Professions 6

(1st ed.). Jossey-Bass.

 For the purpose of this research, I scanned 403 sketches, excluding the sketches made after 2016. It also excludes the photo 7

mockups and sculpted mock-ups introduced for the cover “Can Picnicface Save Canadian Comedy?” (Issue 40, Summer 2011).
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 Then participants were asked to answer a set of questions revolving around critical think-
ing about the sketch method and its direct application in the participant’s chosen creative disci-
pline: 

What does the sketch method mean to you? Is it essential in your professional practice? If so, 
why is it essential?  

 Finally, the questionnaire included questions centered around practitioners’ process and a 
few personalized questions for Maisonneuve magazine contributors. Lastly, participants were 
asked, if possible, to include examples of their sketches. 

Sample of the participants’ questionnaire 
Following is the sample of the questionnaire, approved by Concordia University Human Re-
search Ethics Committee, sent to the participants via email. 
 

THESIS QUESTIONAIRE: 

Thank you very much for taking the time to participate in my research for this thesis paper. My research ex-
plores the sketch method and its vital role in editorial and communication designs.


Below is some background on the focus of my research: 

My research question: When multi-functional software applications such as Photoshop and SketchUp are 
the standard tools for graphic artists to express with, can a hand-drawn sketch become the ultimate method 
of invention that revitalizes creativity in editorial and communication design?


Thesis sub-questions: 

1. What are the qualities of a hand-drawn sketch that contribute to the reinvigoration of creativity? (pos-

sible answers may include non-intrusive, non-imposing, open to interpretation, emotional, evolving; 
open-ended invitation to collaboration rather than finalized presentation) 


2. How can sketching—during the preliminary brainstorming process—enhance the overall creativity of 
the final editorial and communication design? (With a focus on cover designs for publications) 


3. What are the long-term advantages accomplished during the use of the sketch method upon the final 
editorial design?
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START HERE. Please, answer the following: 

1. Full name: 
2. Professional occupation: 
3. Brief description of editorial experience: 

-What does the sketch method mean to you? Is it essential in your professional practice? If so, why is it 
essential?


-If you use the sketch as a regular practice in your creative process, do you feel like you developed a unique 
step-by-step procedure, which involves the gradual refinement of it from the doodle to the final illustration? 
Describe your experience using the sketch method.


-1) What are the key qualities of the sketch method? 2) Please choose one and elaborate on why?


-Does the sketch method's experience change when you are invited to collaborate with another creative per-
son? For example, with a publisher, with an editor, with a writer, fellow designer or art director? 


-Is it often that you work with an art director involving sketch in the process? Do you find it is a common 
practice? 


-Is it essential for an art director or designer to express the key points of the project using sketch? Does it add 
to the collaboration? Does it facilitate communication? Does it play a role in the creative outcome? How so?


-How does your creative process differ in the midst of collaboration? For example, if an art director presents 
you with a rough visual sketch as a part of a brief, rather than sending a conventional written brief, how would 
this change your process?  How may an added rough sketch, with the addition of directed verbal cues, 
change the final version of your design?


-Where does the sketch method fit in today's technologically filled creative process? Do you still prefer to use 
freehand sketching for your projects or turn to new technologies, like the iPad, to create the sketches?


 


IMAGES: Finally, please provide the high resolution samples (sketches) of your work the most relevant to the 
discussed research question.


Thank you for your participation!




Participants: practitioner reflections

The self-reflective (autobiographical) analysis of the experts is set within the framework of their 
professional practice. A total of 15 Canadian creative multidisciplinary practitioners from various 
ethnicities, genders, and age groups were recruited to participate in the outlined research. Initial-
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ly, participants were contacted by email with a brief explanation of the project and then inquired 
about possible participation. Some participants worked closely on the projects listed and ana-
lyzed in this paper. Thus, their participation brought another dimension and perspective to the 
discussed work. In the next step, participants received the questionnaire to fill out and send back. 
 The study group included professionally established photographers, art directors, writers, 
editors, publishers, and illustrators, mostly working in the publishing and communication indus-
tries. Some of the participants are full-time or part-time professors at reputable educational insti-
tutions with significant individual and cumulative professional experience and expertise. The 
professional expertise and standings of these creators within Canadian culture make their shared 
thoughts and insights invaluable, not only in terms of this paper but also outside it.  

Participant 1 (Appendix 1): Chin, Marcos, illustrator/instructor 
Participant 2 (Appendix 2): Desjardins, Marianne, playwright/theater director 
Participant 3 (Appendix 3): Ellis, Mike, illustrator 
Participant 4 (Appendix 4): Karpa, Robert, photographer 
Participant 5 (Appendix 5): Keshiri, Kourosh, photographer 
Participant 6 (Appendix 6): Kunz, Anita, illustrator 
Participant 7 (Appendix 7): Lee, Ness, muralist/illustrator 
Participant 8 (Appendix 8): Milic, Dushan, illustrator 
Participant 9 (Appendix 9): Morgan, Brian, art director/designer 
Participant 10 (Appendix 10): Nelles, Drew, editor/writer 
Participant 11 (Appendix 11): Ogawa, Suharu, illustrator 
Participant 12 (Appendix 12): O’Hara, Finn, art director/photographer 
Participant 13 (Appendix 13): Viola, Daniel, editor/writer 
Participant 14: (Appendix 14) Tamaki, Jillian, illustrator and cartoonist 
Participant 15 (Appendix 15): Webster, Derek, publisher/ editor/ writer/ poet 

Analysis 
My methods of analysis for the Data Collection 1 (self-reflection) was first to scan all the sketch-
es, and then to place them in the context of magazine issue production. All the sketches for a par-
ticular cover were set in an evolutionary sequence. Each sequence was then grouped, identified, 
and analyzed individually. By doing so, I was able to identify reoccurring patterns (I constructed 
a base to which all the other sketches were compared to)  and thus outline the characteristics of 
the particular style of the sketch at the specific step in the production. That analysis led to the 
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identification of four main sketch types in magazine production. The questionnaire method was 
employed to confirm or discredit my original findings. 
 These results can confirm the initial findings and ensure that the research is multi-faceted, 
comprehensive, and current on the sketch method’s uses and applications.  

The second part of data collection was introduced—the opinions and thoughts of practic-
ing professionals. A selected group of participants was asked to answer an open-ended question-
naire (Appendix). This means that participants were free to express their thoughts in their own 
words, from a single word to a few sentences or entire paragraphs (Sauro, Ph.D., 2018). The 
questionnaire targeted specific aspects of the design process and its practice. 
 The analysis of Data Collection 2 (questionnaire/practitioners reflections) included the 
thorough examination of individual answers. The same questions produced unique answers that 
were original to each expert participant. First of all, it was essential to establish the sketch 
method’s presence in various creative practitioners’ practice. Secondly, it was necessary to estab-
lish the relationship between the sketch and the practice. Furthermore, the comparative study al-
lowed the observation of the similarities and differences in each person’s design process when 
the sketch is involved. Moreover, each participant outlines the unique qualities of sketching and 
how these insights correlate with those outlined above.  
 A professor of illustration at OCAD (Ontario College of Art & Design), Dushan Milic, 
for whom sketch is “absolutely essential” in his professional practice as an illustrator for major 
magazines, says: 

“When I teach illustration and graphic design, I stress the importance of hand-drawn/
analogue sketching as a critical starting point, as it is both freer and faster than work-
ing digitally; particularly at the ideation and compositional exploration stages.”  

—(Dushan Milic Questionnaire, Appendix 8) 

 Regarding how writers and poets see the sketch method, poet and founding editor-in-
chief of Maisonneuve magazine, Derek Webster writes: 

 “When I’m drawing, I call it a sketch. When I am writing, I call it a draft. I consider 
them representations of ideas with the potential for development into larger scale prod-
ucts, whether these are magazine covers, illustrations, future photoshoots, or (in writing 
form) short stories, essays, or poems.”  

—(Derek Webster Questionnaire, Appendix 15) 
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 The freehand sketch undoubtedly has different angles. For example, Ben Jonson breaks 
the concept into “‘I-sketch,’” “‘we sketch,’” and “‘it-sketch’” (Jonson, 2002, p. 248), where “I-“ 
refers to someone’s actual hand sketching, “we-“ to possible sketching between designer and 
client, and finally “it-“ refers to the sketch itself. There is immediacy, the low cost of materials, 
and the ease with which the desired corrections could be made. However, the complexity of the 
sketch spreads beyond those aspects. The secondary data on the subject supports this, and the 
given research participants’ views also emphasize this point. For example, the Toronto writer and 
Walrus magazine editor Daniel Viola describes the use of the sketch method during the writing 
process as follows: 

“I would say that a comparable function to sketching can be useful across mediums. 
Personally, I use a comparable function to sketching when writing a story. After con-
ducting research and completing interviews, I gather all of the information together in 
one place, and then start loosely grouping ideas together, either through a word proces-
sor, or by printing out the pages and cutting out chunks of the text. I use these snippets 
to group like thoughts and assemble a rough outline of a draft.”  

—(Daniel Viola Questionnaire, Appendix 13) 

 Toronto muralist and illustrator Ness Lee, who actively uses the sketch method for the 
development of illustrations and murals, says the following about the sketch method: 

“I do use the sketch process for both. The process for each media is relatively the same 
in terms of setting my intentions and working out the image to what I feel flows with the 
surface it will inhabit. With murals there is an extra step in applying the sketch to a ren-
dering of the wall. If I can I would most often just draw the building or wall to scale. 
Sometimes I would scan the sketch and Photoshop it to a photo of the mural wall. This 
helps with scaling the work to its proportions to the wall when it comes to installation. I 
also like to do this to make it crystal clear for the client on what to expect visually, that 
way it would be easier to make any revisions, especially in the sketch stage.”  

—(Ness Lee Questionnaire, Appendix 7) 

 In contrast, award-winning Vancouver photographer Robert Karpa says the sketch is not 
directly essential in his professional practice. However, he acknowledges the importance of the 
method when introduced in collaboration with the art director. During such collaboration, the 
method’s “free” and “unrestricted” qualities strongly influence the project’s outcome: 
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“…I do find that it is very helpful to give me a better understanding of what the art di-
rector is visualizing for the final photograph. It gives me more context than written or 
verbal instructions, while still allowing for creative interpretation. An actual photo or 
more realistic digital compilation from the art director becomes much more restricting 
for an artist as they feel like the end result will have to match it.”  

—(Robert Karpa Questionnaire, Appendix 4) 

 Sketches record either the human mind’s uncertainty or the search for certainty, as char-
acterized by the “messiness” of lines recorded over one another at times. Canadian American il-
lustrator and comic artist, Jillian Tamaki, whose work featured in New York Times Magazine and 
New Yorker magazine, is strikingly precise when she says: 
 “I think of sketching as visual note taking, dirty work, working out the thought process 
tangibly. Sketching is thinking-in-progress.”  

—(Jillian Tamaki Questionnaire, Appendix 14)  

Findings 
The visual investigation of 400 production sketches resulted in the identification of four individ-
ual sets: verbal sketches, concept sketches, selected sketches for development, and final sketch. 
Each identified set plays a vital role in the overall process of cover production and is character-
ized by functions and qualities particular to that stage of the process. The visual artifacts were 
analyzed according to the technique (types of lines used during each round) and the conceptual 
elements (the placement of an individual sketches within the larger contextual narrative, such as 
the article it was created for, including the collaboration and execution). 
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MATERIALS/ APPARATUS 

The following is the inside story of an editorial sketch. The observations described below are re-
flective of author’s career started at Maisonneuve magazine and continued to Experience and 
Maclean’s magazines. 

All the sketches were created for Maisonneuve magazine, a quarterly with 64 pages per 
issue, an average of 15 articles per issue, and a variable number of sketches for each story. Its 
dimensions are 8” wide x 10.875” high, plus 0.25 bleed and 0.125” inclusion for the gutter. All 
the sketches are representative of the article for which they were intended. Reflection-in-action 
adjustments and corrections were made in response to editors’ comments or collaborators’ (such 
as illustrators and photographers) suggestions. 
 Just as any creative medium could employ the sketch method to aid creativity, any plain 
surface can sustain a sketch. I always felt constrained by the sketchbook—a dislike shared by 
one of the participants in this research— the illustrator Suharu Ogawa. In her questionnaire re-
sponse, Ogawa writes:  

“Having to flip through pages unfortunately never worked for me. I usually have all my 
processes on a separate sheet of paper laid on a desk to see them all. I think that is also 
the reason I do not sketch on an iPad. I am not a fan of having to zoom out/in or scroll 
from side to side to see multiple images on a 15-inch screen.”   

—(Suharu Ogawa Questionnaire, Appendix 11) 

 To elaborate on Ogawa’s thoughts, I went through numerous choices of the sketchbook 
format. I used different sizes, bindings, and paper textures. Most of them had at the most a few 
sketches. I repeatedly noticed my inability to fill up the sketchbook from the start to the end. Un-
satisfied and frustrated with my progress, I would move on to the next “book,” only to end up 
with a dozen sketchbooks with one or two sketches each. For me, the problem was not in the 
format and/or the tools. It was I understood that my mental approach to the concept of the 
sketchbook was in the way of my physical expression on its pages. I had to re-think the intention 
of my sketching. Is my intention to lay something ‘perfect’ similar to the sketches of Da Vinci 
that I have seen during my art studies. Or should I free myself of that preconcived idea of ‘per-
fection’ and just get on with it—be messy or not, but definitely expressive and accepting of my 
own abilities and my own ideas. Afterall, not all of them are fantastic nor worth being pursued to 
the end. At that point, I was interested in laying out everything and anything that came in the 
process of brainstorming or just random inspiration without hesitation. It is important to develop 

	 13



a method which serves as an invitation for another collaborator or collaborators to become in-
volved. 
 My last thought on the sketchbook is that I kept (and still keep) a pocket notebook which 
served as my visual diary. I would never leave my home without making sure the notebook was 
safely tucked in my pocket. During my long walks, I would generate ideas, which I would record 
right away or hastily scribble down to revise at home. 
Besides the materials, the physicality of the sketch method itself is also important.  
  Good designers are usually skilled at drawing. However, to sketch an idea for someone to 
become involved in the project you work on requires a particular visual construction. To scan a 
sketched idea and send it to someone via email, I needed something easier to handle than a book. 
Another issue was the visibility of the pencil strokes, which required time-consuming post-scan 
adjustments. Inspired by the tools I used for the illustrations and drawings, I started to draw with 
color markers, mainly Crayola crayon sets or black felt tip pens (0.5 mm) on loose sheets of reg-
ular printer paper, primarily A4 size (some other sizes were used in analysis). I would draw and 
re-draw, trace one page over another, and cut and collage together individual sheets until I was 
satisfied with the outcome. Furthermore, if the result felt mediocre, I would discard it and start 
anew. The low cost of the materials and setup (a desk or any other available flat surface is impor-
tant for the early stages of idea generation, low-budget productions, and a mobile style of work-
ing). 
 I have been involved in sketching, drawing, and painting since childhood. As an aspiring 
art director, I would spend hours in the library almost every day studying Saul Steinberg’s  draw8 -
ings for The New Yorker (Fig.18). Unfortunately, few production sketches by famous art direc-
tors are available for general viewing. In learning how to create better sketches that could stand 
as individual works of art, I was adapting sketches into communication devices between myself 
and either individual collaborators or a group of editors. In the process, I learned to “think” out-
side the box and “see” more deeply. The requirements and responsibilities of my position pushed 
me, and I pushed back by expanding initially good ideas into great ones. 

 Smith, J., & Simic, C. (2006). Saul Steinberg: Illuminations (1st ed.). Yale University Press.8
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DESIGN PROBLEM: DESIGN A COVER FOR THE MAGAZINE 

In the summer of 2015, I was required to design and execute the cover design for a cover story 
titled “TV We Hate” (Issue 56: Summer 2015) (Fig.13). At first, no final text nor final title ex-
ists, only the first draft of the text. The story was a collection of texts by various writers on the 
theme of popular TV shows. The main angle was that the listed shows are “hated” just as much 
as they are popular.  
 The objective of any cover is to strike up a visual and literal conversation. Additionally, 
this specific cover needed to consider the budget, the editorial mandate, and the magazine’s read-
ership and format, which includes specific technical aspects like the paper, binding, and half 
cover over the main image.  
 With this in mind, I highlighted the elements of the text that catch my attention as inter-
esting references or notable visual descriptions. The first draft gave an overall idea of the story, 
which helped to define the potential directions to pursue. 
 When it came to the cover design at Maisonneuve magazine, we approached cover stories 
in two ways: thematically or based on the critical elements selected for the cover feature story. In 
contrast, as Experience magazine is a brand publication, the cover image primarily reflected the 
brand’s image of luxury and high-end style. 
 The required elements (but not necessarily in this order) for any magazine are: logotype, 
issue number, date, cover text, and barcode. Those are always at the back of any cover designer. 
 Designing the cover is a task that requires a well thought-out structure for successful exe-
cution. The art director and/or designer needs to read, research, and analyze, and then allow the 
accumulated information to filter through them to create a visual representation consistent with 
the publication’s overall mission, readership expectation, and aesthetic tendencies. The art direc-
tor must also use their judgment to remain truthful to the story and their own creative and human 
convictions. In the words of Ellen Lupton : “Think more, design less.” Internally sketching the 9

impossible ideas in someone’s mind is perhaps one of the most difficult aspects.  
 It is a constant process of reflection-in-action (Donald Schön). These initial ideas are the 
evaluation of cumulatively acquired knowledge, references, and expertise, infused with the cre-
ator’s own imagination. They are shaped just enough to leave the mind’s confines, and the hand 
is standing by to make the first mark on the surface of the paper.  

 Lupton, E. (2010). Thinking with type: A Critical Guide for Designers, Writers, Editors, & Students (2nd ed.). Princeton Architectur9 -
al Press.
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 As the art director for Maisonneuve, I ideated, developed, and designed more than 36 
original cover designs, most of which started from a single sketch. 
 The process is comprised of four “rounds,” (Gray & Siegel, 2014, p. 50) which are dis-
cussed below to explain my interpretation of the process that took place when designing the “TV 
We Hate” cover. 
  
The process can be broken down into the following steps: 

First round: 
a) The “problem,” whether a magazine cover or a cover story, is introduced. 
b) Research, analysis, and brainstorming take place. 
c) The team discusses and exchanges their first rough thoughts with other team members, and 
feedback is given. 
 
Second round: 
a) The first rough thoughts are formulated into coherent visual ideas. 
b) The ideas are expressed on paper. 
 
Third round: 
a) The rough ideas are presented to the editors and/or the team for critique. 
b) The visual ideas are examined and categorized. 
c) The most promising selections continue to the next round. 
 
Fourth round: 
a) The pre-final selections are refined. 
b) The final sketch for the last image is chosen. 
c) The final sketch and idea are presented to the executing photographer or illustrator. 
d) The art director provides the final notes. 
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Round 1: Verbal sketches 

In my professional experience, the process of sketching starts long before a tool (a pencil or a 
marker) touches the surface of the paper. Instead, it begins as soon as the brief or prompt for the 
project is introduced. At that moment, the mind starts the thought process—the inner search for 
an idea that is “just right” or “just perfect.” Moreover, the creator engages in an internal visual 
exploration of possible scenarios and unimaginable narratives. This is an elaborate, complex 
process of searching and deducing within the human brain. 
 The term brainstorming  was brought up as early as 1939 and achieving a more wide10 -
spread in 1953 by advertising executive Alex Osborn. It defined the vigorous thought process of 
brain literary storming to find a solution. During his “brainstorm sessions,” contributors ex-
changed their own ideas within the setting of a larger group. 
 If sketches, according to Gabriela Goldschmidt, “should be classified as ‘drawings’ which 
are representations of either direct percepts, or ideas and images held in mind” (“The Dialectics 
of Sketching,” p.123), it is logical to characterize the first verbalizations uttered in response to 
the brain’s inner workings as verbal sketches. Pensieri—which loosely translated means “little 
thoughts”—was an Italian name given to the sketch when sketching became a common practice. 
In the world of Renaissance designers, it meant “thoughts” (p.130 “The Dialectics of Sketching,” 
Gabriela Goldschmidt). Tversky argued that “sketches represent thought by revealing an ‘idea’ of 
what the sketcher has in mind.” (“An Exploratory Study of Data Sketching for Visual Represen-
tation,” J. Walny, S. Huron & S. Carpendale, p.2) Puglionesi described drawings as “pure ‘form 
synonymous for thoughts,’” which are more effective in understanding a child’s mind than using 
often repetitive and meaningless words (Puglionesi, 2016, p. 368). In many ways, sketching is 
“thinking aloud” (Goldschmidt, 1991, p.124) with the mind after going through the process of 
origination and elimination. 
 In the editorial environment, the ideas start with the individuals’ thoughts. During the 
next step of brainstorming process, when the verbal exchanges begin between the members of 
the team, individual thoughts of each member may find the reflection or interception. When spo-
ken aloud and exchanged with collaborator or group members, thoughts acquire multiplicity and 
diversity. It is essential to realize that the production process frequently alternates between solo 
(an art director), duo (an art director and a contributor), and group (the entire team). In this very 
active process, the sketch is a device that 1) facilitates communication and 2) actively transforms 
the process. 

 Osborn, A. (1953). Applied imagination: principles and procedures of creative thinking. Charles Scribner’s Sons.10
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 In team brainstorming sessions, I have noticed that contributors usually start the verbal 
sketch with the utmost hope for their proposed idea, asking questions such as “What if…?” or 
“How about…?”. These short phrases embody the qualities that characterize visual sketches. 
Both situations are open-ended and transformative and invite collaboration. 
 One of the most memorable verbal sketches in my experience was for Maisonneuve’s 
“Controversy” (Issue 23: Spring 2007) cover. Here are some of the paraphrased examples from 
that ideation process: 
 “What if we place a fart cushion as a cover image?” 

 Contributor 1: “How about a can of worms? Really, really juicy worms!” Contributor 2: 
 “How juicy?” 

 “What if we do something with Prime Minister Stephen Harper? A piece of lettuce stuck  
 between his front teeth?!” 

 “How about a guy riding a dog?” 

 “What about monkeys staring at the downfall of the USA while chewing on some pop- 
 corn? Shhhhh…Boom!” 

 Below are some examples of verbal sketches directly from the pages of my notebook for  
 the “Music We Hate” (Issue 36: Summer 2010) cover (Fig.17): 

 —Someone smashing Scottish bagpipe 

 —Paper cut-outs placed in the field 

 —Band pins on the (jacket’s) lapel 

 Notably, the descriptions tend to be more symbolic than formal, which could be traced 
back to the study “Sketch Perception for Experts and Novices” conducted by researchers at the 
School of Architecture at the University of Sheffield (Menezes & Lawson, 2006). The quality of 
the description also differs—experts’ descriptions tended to be richer and more detailed than 
those of novices. In the latter stage of sketch production, a significant difference could also be 
observed in the quality of interpretations of the sketches, with the advanced students producing 
more interpretations per sketch. 
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 These are very fragmented thoughts, and to outsiders, they might even appear to be gib-
berish. Nevertheless, they also create short and free-floating narratives in which the major ele-
ments are transformed, narrowing down the cue elements to elicit a meaningful visual represen-
tation. For example, in the first example above, the viewer is not sure whether the pipe is 
smashed on the sidewalk or on a highway. However, that detail will become a significant element 
in terms of the final development of the image. 
 It is important to note the equal participation of the art and editorial teams. The two key 
elements are introduced to all, which are the main direction and possible visual representation for 
that direction. The brainstorming starts. At this stage of the process, hearing is as important as 
speaking. Furthermore, as in any subculture, positions of power are important. In other words, 
the final word is always with the editor-in-chief and client. Depending on the individual publica-
tion, this process could be “dictatorial” or “democratic.” Experience shows that a good balance 
between the two produces the most unusual results.  
 Based on the team’s comfort level and the amount of information supplied in the brief, 
the verbal cover sessions could prompt either clichés or very controversial responses to the topic. 
Such responses could be either very productive or very misleading. Trust and confidence in the 
team and the art director’s ability becomes essential during these ideation sessions. An experi-
enced and comprehensive publication or brand designer quickly filters and edits the inflow of 
visual sketches and intuitively separates the proposed ideas into categories such as “to keep in 
mind,” “maybe,” and “forget it.” 
 This part of the process can also be an opportunity to learn about the team members. The 
visual representations are the synchronous evolution of the concept and the amount of detail that 
is included to support that concept. “The nature of sketching for ideation is that it is rapid and 
has a low barrier to entry” (Walny et al., 2015, p.2), which means anyone with paper and pencil 
can join and enjoy. As it is “very freeform” (Walny et al., 2015, p.2), all team members can feel 
free to contribute at this stage. Afterall sketching is not limited to designers, as the participants of 
this research showed, it could take on different forms—words pr movements—like in the case of 
the editor Daniel Viola or dancer and playwright Marianne Desjardins. 
 At the moment, the process is not necessarily collaborative but rather multi-individual. 
Alone, I would produce sketched notes after reading and contemplating the story and its critical 
aspects and then create elaborate lists of thematic associations (Fig.1). I would start with the 
most apparent visual solutions, slowly stripping away the complex layers to arrive at the most 
conceptually powerful and visually unexpected propositions. Possible collaborations start be-
coming part of the process at this stage. More concrete concepts produce more definitive choices 
regarding photographers or illustrators. Furthermore, the designer can connect the concept with 
the specific medium for the final execution. 

	 19



Round 2: Concept sketches 

The verbal discussions conclude with the formalization of possible starting points, which will 
allow the translation of internal thoughts into concrete initial ideas—this could be called “back of 
the envelope” sketches (ref: Round 2). This kind of sketches “are rough drawings, or doodlings, 
which designers use during the process of the search for a design solution” (Shah et al., 2001, 
p.2).  
 At this stage, the process moves from the group (team—>multi-individual) to solo (de-
signer—>individual). The designer starts with the revision of the notes, verbal sketches (ref: 
Round 1) or anything else accumulated during the previous group discussions and brainstorming. 
 Next, the process moves from cognitive and verbal aspects to physical expression. As 
Anita Kunz described in an answers to the questionnaire:  

“They (sketches) are quick and simply a way to physically describe what I’m thinking.”  
(Anita Kunz Questionnaire, Appendix 6) 

 The construction of a visual representation for any particular sketch involves memory, 
research, and observation. I use a great deal of memory in the early stages of sketching like mak-
ing doodles, including previous observations and research. Early on in my practice, I started de-
veloping what I called a “visual database.” This refers to the visual knowledge one continuously 
develops and supplements with new ideas and references from various sources—fine arts, pho-
tography, comics, theatre posters, manga, fashion, literature, and film. One exposes oneself to 
visual possibilities outside one’s realm. When it is necessary to find a solution to a particular 
problem, the mind is already filled with possible ideas that can be accessed and synthesized into 
something original and thoughtful. In other words, ideation is practiced every day. The brain is 
trained to respond rapidly and spontaneously and explore the numerous possibilities to meticu-
lously entwine together signifiers and references related to the relevant historical, social, or polit-
ical issues in nuanced and striking ways. If a designer wants someone to “hear” their visual 
voice, they need to learn the visual language and its “dialects.” 
 Even though rough sketches illustrate ideas that have already been discussed, they do not 
exclude the possibility of new ideas being introduced. In this sense, sketching is a perfect track-
ing device that gradually transforms verbal sketches into a finished image. 
 My approach was to start with the discussed verbal sketches and notations. Moreover, my 
ideation process was very similar to the established structured idea generation, which involves 
intuition and logic, or—as classified by Shah et al.—the “intuitive method” and the “logical 
method” (Shah et al., 2001, p.3). Both methods involve conscious and unconscious thoughts, ei-

	 20



ther to elicit unpredictable and innovative solutions or to take the problem to the logical conclu-
sion. In either case, the beginning and the end are within the designer’s creative and knowledge-
able mind. It is essential, for the longevity of the designer's professional career, to expand the  
limits of the imagination, which would venture outside the “box”; and  intuitively would spot the 
unique interpretations to the problem. And then that same trained mind  will be capable to refer-
ence that interpretation and conceptualize it within the given project framework. 
 In other words, without the right starting point—verbal sketching (ref: Round 2)—few 
possibilities exist for creative discoveries further in the process. It is essential to mention that not 
everyone who works in the creative field is visually inclined. Certain things are natural, some are 
learned, and some are intuitive. Sometimes, the creator’s word is not enough to dismiss a particu-
lar idea from a visual perspective. In cases where trust needs to be proven and earned, ideas 
should be given a chance before being immediately dismissed. A part of strong teamwork is mu-
tual respect and the ability to compromise and listen. The post-internet creator is no longer a sin-
gular entity in creation, nor do they hold the monopoly on artistic expression in terms of wrongs 
and rights. 
 For example, the well-structured and directed discussions during the sessions for the “TV 
We Hate” cover (Issue 56: Summer 2015) (Fig. 13) helped me to generate the 28 original rough 
sketches (Fig. 2). These doodles are the first visual expressions of the synthesis between my in-
ternal thoughts and the verbal sketching during the group brainstorming.  
 As can be observed at this stage, the visual explorations look playful and uninhibited; 
they are minimal, fragmented, and suggestive (Fig. 3). Free of the constraints of the mind, they 
forge ahead thanks to the forces of imagination and creativity. Rough sketches are a visual record 
of inspirations and references put to paper before they are forgotten. They play off and speculate 
on the possibilities of visual narrative, reality and fiction. 
 Depending on the individual style, these sketches could have simple contours or a mini-
mal amount of shading, done in pencil or felt-tip pen. The aim is to commit as many ideas to pa-
per as possible, so the details are forfeited in favor of speed. The rough doodles presented here as 
a sequence of thumbnails are simple in their execution. These thumbnails use “gestural tech-
nique” (Porter, 1977, p.22), which means they are made by a quick action of the hand to capture 
basic movement, attitude, and placement. During this process of visual idea generation and nota-
tion, there is no concern with the formal academic aspects of drawing such as composition, scale, 
or color. The lines are confident, explosive, and at times speedy and abrupt. They are executed in 
black felt-tip pen (0.5mm) and thin throughout without a change of weight lines.  
 My design sketching echoes the work of cover-design masters such as Saul Steinberg 
(Fig.18) and George Lois (Fig.15), who was responsible for many of the cover illustrations for 
The New Yorker over a long period of time. 
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 The intention behind the loose style of the hastily drawn doodles is to serve as a visual 
stimulus for colleagues and/or collaborators, to ignite their imagination, knowledge, and memory 
and help them to find relevant or irrelevant connections to fill in the blank spaces. It is precisely 
this quality that serves as both invitation and introduction for outside participation, or team feed-
back. Occasional notes or short narratives alongside the sketches provide the missing links for 
the visual scribbles. It is essential to note the deliberate multiplicity of these early visual produc-
tions, which could be compared to time-lapse photography (Porter, 1977, p.23). The offered 
choices allow for comparison and creates possibilities for the merging of two or more concepts 
into one working project. The groundwork for the next step is to select the most promising rough 
ideas to become the possible final concepts. 
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Round 3: Selected sketches for development 

Once the process of visual idea generation is complete, the next step is to clarify the ideas and 
depictions generated and developed during the previous rounds (ref: Round 1 and Round 2) to 
create a more concrete visual representation. Typically, I would scan and send thumbnail doodles 
(Round 2, ”back of the envelope”) and any visual notations for feedback to the editorial team. 
This is a part of the process during which unpredictable options might arise or after which a new 
set of alterations and modifications might take place that will, in turn, produce new options. 
 For the duration of the team review, the process shifts again from being centered around 
an individual creator to an entire team (editorial and art). The significance of this moment is in 
the choices the team makes when selecting possible ideas for further development from the pre-
sented rough doodles (ref: Round 2). To spot a hidden gem among presented ideas is not easy. As 
previously mentioned, it requires knowledge, intuition, and logic. The strongest selections will 
become more detailed concept sketches. Unlike the previous rough sketches, these visual repre-
sentations are the structural beginnings of the prospective final images. 
 A strong collaboration is not only part of the process between the team members within 
the publication itself, it is just as strong aspect outside the immediate publication’s environment. 
Examples of the outside collaboration are the actively nurtured relationships with the freelance 
designers, photographer and illustrators. This is another side of the publication production that 
starts either to arise and/or to affirm stronger at this point. As stated previously, the introduction 
of collaborators into the process can happen at any stage, including the early development (pre-
brainstorming) of the concept with someone particular in mind. Often, the initial visual ideas 
mean that a specific collaborator moves to the top of the list.  
 At this point, the collaboration involves the active response of the editorial team to the 
presented doodle sketches (ref: Round 2). It is important to remember that stories continuously 
undergo edits; both the editorial and art teams work in parallel on developing the articles. The 
core concepts of the article may sometimes differ between the draft and final versions. The un-
finished quality of the rough sketches facilitates: 1) the easy involvement of others, such as edi-
torial team members and possibly a photographer or illustrator and 2) the quick modification and 
incorporation of suggestions and comments.  
 During the new round of discussions, suggestions and comments will help to narrow 
down the selection to two or three different concepts, on average. The chosen ideas will be indi-
vidually developed into more detailed sketches, including variations of the worked-on concept. 
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In the case of “TV We Hate” (Issue 56: Summer 2015) (Fig.13), the selections were narrowed 
down to five principal concepts (Figures 5 and 6), while the “Married to PTSD” cover (Issue 55: 
Spring 2015) had two principal concepts (Fig.17). I identified a similar step-by-step process 
while observing designer Mackey Saturday designing a logo for the Lookout  skateboard com11 -
pany. Here, Saturday starts with the research, hand sketches his main ideas and then goes through 
stages of refinement until he finalizes the logo in Illustrator. 
 The sketch(es) for the selected concepts are substantially more detailed than the original 
doodles (ref: Round 2), as they no longer serve as speculative visual proposals. Their purpose is 
to bridge the gap between the chosen ideated concept and their visual interpretation. The previ-
ously vague shapes and forms are now carefully defined; the lines used are steadier and the over-
all speed is slower. And on one hand, the marks that are put on the paper have less of a sense of  
being made by a rushed hand chasing the fleeting thoughts of mind; and now they expressively 
are becoming more of a search and affirmation of the ideas into recognizable visual representa-
tion. The image gives the sense of a particular attitude, and it starts to show more clearly formu-
lated personal impressions, expression, and style.  
 To fill in any missing visual details (up to this point, the sketching was purely imagina-
tive, spontaneous, and intuitive), I would actively use my memory, previous observations, pho-
tography, or myself as a model. If that were not sufficient, I would put technology to use by do-
ing a Google search. At this point in the active process of sketching, technology can be a helpful 
and useful tool. The internet makes it simple to find images from which to sketch and to make 
sure that complex compositions and the missing elements (especially those involving multiple 
people) are easily filled in. Additionally, using photographic images with a similar composition 
for quick reference during sketching may provide some ideas regarding the use of light and 
shadow and viewpoints. 
 A strong intent remains to preserve openness and speculation, characterized by expres-
sive, less loose lines. The idea of experimentation is still present in the exploration of various 
viewpoints. However, the beginnings of the carefully constructed image are starting to emerge at 
this point in the production. Various elements of visual language are engaged to bring the con-
cept, and thus the sketch, to life. I try to sketch my favorite ideas with the utmost care and dedi-
cation, as this moment is of great importance. At this point, based on how successfully the idea is 
expressed through the sketch, it may or may not become the final concept developed into the fi-
nal sketch (ref: Round 4). 

 S. (2021, March 28). Designing a Logotype With Mackey Saturday [Video]. Skillshare Blog. https://www.skillshare.com/blog/11

designing-a-logotype-with-mackey-saturday/
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Round 4: Final sketch 

The “final sketch” (ref: Round 4) is a starting point for the cover image production. It is a blue-
print of the final image’s confirmed concept, whether it is executed by the designer, the illustra-
tor, or the photographer. It is an invitation from one creator to another to engage in creative col-
laboration. 
 The introduction of arbitrary or specific colors (even though sketches are traditionally 
black and white) to the “final sketch” (ref: Round 4) extends the drawing process even more. Us-
ing a dominant visual element such as color elevates and enhances the perception of the possible 
choices for the final cover image. Color helps to establish the mood, environment, and time of 
the day or season. It creates drama, reinforces the forms, and adds nuance that could raise the 
sketch and its content to a higher level. In cover design sketches, color appears mostly in specifi-
cally emphasized areas to draw viewers’ attention—and, in this case, the attention of the editor or 
contributor—to the areas of primary importance. Even the color application is loose and quick in 
its quality; the color spots/blocks are distributed throughout the entire image and are suggestive. 
As an art director, I would aim to recreate my vision to the smallest detail: the character, the sup-
porting cast, tiny details like plaid on a shirt or shine on a wedding ring, hair color, or the angle 
of the final shot. The art director sets the scene and is in charge of what will come next; most of 
all, they control how it is visually read.   

In the sketches for the “Death Defiant: On Survival” cover (Issue 53: 2014; Fig.19), dark 
colors are used to imply the somber, grim mood. In contrast, the “TV We Hate” cover (Issue 56: 
2015; Fig.5) sketches use pinks, blues, reds, and yellows, with these vibrant and bright colors 
suggesting a mood of fun and anticipation.  
 Being refined and more detailed than its predecessors in earlier stages of the process, the 
final sketch almost borders on art drawing. However, it remains open-ended enough for the col-
laborator (photographer or illustrator) to transform it according to their creative vision. This im-
age is a narrative that embodies the overall desired feeling and look of the cover. Additionally, it 
serves as a technical tool to communicate the art director’s specific visual expectations to the de-
signer, photographer, or illustrator. 
 Based on previous working experience with any particular collaborator, the “final 
sketch” can include more or less detail and visual schematics explaining what I seek to achieve 
on multiple levels: conceptual, symbolical, emotional, social, and visual. My preference is to 
have the image as close as possible to the working “final sketch.”  
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 My creative voice and editorial vision for “TV We Hate” (Issue 56: Summer 2015; Fig. 
13) was successfully echoed by the images taken by Canadian photographer Ian Patterson. Pat-
terson took the idea and breathed life into it. 
The final text for the cover image is the following: The court of public opinion cuts TV shows 
apart on a daily basis. Our relationship to serial entertainment is impossible to parse from the 
discourse it inspires. In an era when our taste in television often comes up more than our taste in 
music, film, or novels, we inarguably love TV, but we love to hate it, too. On our cover, photog-
rapher Ian Patterson and art director Anna Minzhulina put TV at the mercy of the butcher, play-
ing off both the dissection inherent to TV criticism and the looming obsolescence of the hard-
ware. 
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THE SKETCH AS CREATIVE STARTING POINT 

The meaning of the sketch for various creators has been discussed in literal, epistemological, and 
individual terms. The previous chapter navigated through roughly four rounds of sketch evolu-
tion, from the original thought to the final image. This navigation involved my interpretation of 
my production sketches created alone or in collaboration with writers, editors, illustrators, and 
photographers. When asked, these collaborators all have their own point of view regarding what 
the sketch is and where they place it within their own practice. All respondents to the question-
naire agreed on the importance of the sketch in their own practice and overall working methods. 
Two out of the 14 respondents found it non-essential but “helpful”—both, Kourosh Keshiri and 
Robert Karpa, are photographers. The participants also agree that the rough, loose, and transfor-
mative qualities of the method form the foundation of any creative endeavor. Additionally, most 
agree—at least partly—that the sketch/rough draft method is an important starting point.  
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FINDINGS: REDEFINING THE TRANSFORMATIVE CHARACTERISTICS 
OF THE SKETCH METHOD 

Loose and playful 

Loose and playful are the non-threatening qualities which naturally prompt an engagement. 
Playful is the quality of the sketch method that we often relate to early human development, to 
our childhood. Such aspect as primitiveness of the mark making is characteristic of child’s 
naiveté in visual processing. Freehand sketching is the first method of communication children 
use, and it precedes writing. Sketches that most purposely depict thoughts, ideas, and mental per-
ceptions could be classified as drawings (Goldschmidt, 1991, p. 123). Due to the imaginative and 
free qualities of the drawings, children “learn how to see” (Rawson, 1979, p. 8). What does it 
mean? The younger people are, the less polluted they are by popular imagery. Their minds and 
perceptions are free of preconceived, imposed images. Children see things the way they are 
rather than “knowing” how they are supposed to be and, thus, how these things are supposed to 
be seen. Their visual faculties are receiving their early introduction to the outside world, which 
will eventually get modified based on culture. So, yellow circles will turn into the sun or into 
happy faces. Rawson argues that “out of the many, many, many young children who draw and 
learn by drawing, only a few continue drawing into their teens and adult life. That is a great 
shame, for it means that the process of learning to see by drawing stops.” (Rawson, 1979, p. 9). 
Rawson adds that as people grow up, the culture of which they are part gradually imposes its par-
ticular kind of imagery, with a certain ideology and “visual system of values” (Rawson, 1979, p. 
9). Over time, individual artistic expression is overcome by the overwhelming daily exposure to 
popular imagery, including cartoons, advertisements, children’s books (which, in many ways, 
make use of artistic choices to try and imitate a “naive” or childish visual approach to the world), 
and television. 
 What does this playful or childlike quality mean for novice or professional design practi-
tioners? It opens the possibility of developing the skill that in children expressed in a free flow of 
subjective interpretation uninhibited by presumption and evaluation of the observed world. 
 To stop sketching is to stop seeing for oneself and to perceive concepts visually through 
the derivatives of someone else’s interpretation of them. “The art of drawing is, in a way, like a 
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language; you can use it to convey all sorts of different messages.” (Rawson, 1979, p. 11) By 
persistently practicing any language, one’s skills improve. The same goes for the visual language 
with its own grammar and syntax. Mastering one allows a designer to articulate the information 
and feeling to others much better. This means they can formulate more unique branded content. It 
requires imagination and a high degree of perception to create compelling narratives. 

Open-ended propositions 

The age has passed when people chased the “the final state of perfection,” according to Polish 
thinker Zygmunt Bauman, who described the core concept behind his “liquid modernity.” 
Today, “‘to be modern’ means an infinity of improvement, with no ‘final state’ in sight and none 
desired.” (Bauman, 2000, pp. 1–3).  
 The sketch method, with its ability to improve and transform continuously, keeps the de-
sign process of which it is a part open-ended. 
 To start the ideation process directly at the computer with the aid of software will pro-
duce a certain kind of imagery, which could be described as “finished” or “close to completed.” 
This means the ideation, execution, and the final result are all fused. Even if the designer’s inten-
tion is not to produce a final image, the familiarity and the expectation instilled in viewers 
through constant exposure to visuals throughout everyday life will signal the following: digital—
final, hand-drawn—work in progress. This conclusion is even easier to draw for non-designers, 
such as editorial team members or clients. My advice to designers is to take care when presenting 
something in a digital medium and, in their opinion, unfinished to the client. They will either 
form a negative impression of the designer’s skills or give them a lot of “advice” to improve it. 
 To return to the computer as a starting point for the design process: designers, especially 
graphic designers, work in response to a story, a brief, a brand, and so forth. To formulate the 
best response possible, one needs first to understand and research the task at hand. A regular pro-
fessional practice cannot rely on experimentation to produce responses suited for the specific 
tasks at hand. In such a case, a strong possibility exists of a variety of final versions resembling 
each other. Different articles, stories, or briefs require an individual approach. 
 Research shows that hand-drawn sketches encourage the development of such profes-
sionally significant traits for designers as “innovation, creativity and thinking in general” (Walny 
et al., 2015, p. 231). In contrast, there is no concrete data on the relationship between “digital 
visualization” and the thinking process. Sketching, on the other hand, encourages possibilities 
which are non-committal and “speculative” in nature. Sketching keeps the process incomplete 
rather than indisputably finished. It opens up the ideation process from inside the mind to allow 
the participation of many. The process becomes the intervention, transformation, and re-exami-
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nation between the chosen collaborators. Unique creative relationships are forged and new ideas 
are born. 

An open-ended invitation to collaborate 

The open-ended quality of the sketch method invites active participation, leading to the trans-
formation of the original drawing into one that reflects the input of a variety of collaborators. 
 In today’s digitalized world of information, companies become linked “dynamic ele-
ments” (Iván Pino, Associate and Brand Journalism Director at Llorente & Cuenca, Brand Con-
tent). Similarly, the people—journalists and creators—are linked in an environment of ongoing 
collaboration. Therefore, platforms like Microsoft Teams—designed to facilitate work with mul-
tiple collaborators on the same project, simultaneously or alternatively—have been introduced. 
This “collaborative linkage” will only continue to grow. How does this relate to the sketch 
method? The originally initiated sketch collaboration could quickly expand within the network of 
team members incorporating input from different disciplines and approaches—it was already es-
tablished as a universal starting point for multiple disciplines though secondary sources and the 
questionnaire. 
 My art direction process engaged a diverse group of collaborators, with a single sketch 
undergoing numerous analyses and alterations before taking on its final form. This was discussed 
in the section on the four rounds of the cover design process. 
 Artful and intuitive collaboration and teamwork will become critical elements in expand-
ing the digitalized world. According to the Harvard Business Review, the “time spent by man-
agers and employees in collaborative activities” increased by 50% or more in the last 20 years 
(“Collaborative Overload,” 2020). One of the drawbacks is uneven distribution of the workload 
and contribution of the individual team members to the overall project: “Within companies and 
conglomerates, as well as in government agencies and schools, teams are now the fundamental 
unit of the organization” (Duhigg, 2016). This has created a demand for research on the most ef-
fective, efficient, and productive communication methods. 
 The ideation process for a magazine issue starts with several key elements: the maga-
zine’s mandate, the theme for the issue, the cover lines, and the vision and style of the individual 
art director. At the start, the ideas are autonomous and limited to a single point of view. In a 
sense, they are “dictatorial”—the result of one or a few minds’ active ideation process for the fi-
nal vision. At this stage, ideas are somewhat exclusive to the designer rather than inclusive of the 
team’s input. The moment the concepts are sketch(ed) on paper, they become active “person-
ages” competing to become the chosen final concept. At this point, the sketches are still just raw 
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studies. Only a select few will be developed further with the aim of choosing the final cover im-
age from among them. 

EMERGING TECHNOLOGIES 

 Sketch worksheets are already used in classrooms to interpret students’ sketches. How can a bet-
ter understanding of the sketch make it a better, more widely understood communication tool? 
 In the digitally evolving world, the designer’s role is changing from a simply technical 
one to a more vibrant one including art direction and conceptualization. As such, the innovation 
of ideas requires the command and masterful utilization of all available tools, both digital and 
traditional. 
 I started this research to approach the oldest method in a new way and, in the process, to 
assess its place in today’s technologically driven environment. Print magazines will never disap-
pear, nor will new technologies stop their development. The new wave of publications defined as 
magazines are becoming collectable items/artifacts as editorial teams take major steps to make 
their titles look well designed and intelligently put together. According to Óscar Germade Dopico 
(founder of Solo and art director of Vogue Spain), the magazine will be “an object that periodi-
cally connects you with worlds that interest you and arouse your curiosity and creativity” (Ro-
driguez Gordillo, 2019). 
 The sketch method is a connecting point between tradition and new technological devel-
opments and innovation. However, as powerful and fast as the new methods are, they fail to re-
produce the mental processes that are experienced during the activity of sketching (Fish & 
Scrivener, 1990, p.117). To understand and improve on complex technologies and the results and 
on the outcomes they produce, it is necessary first to understand their origins, which, for the 
most part, are the logical extension of traditional methods. 
 Software applications such as Sketch Up, Tayasui Sketches, and Autodesk Sketchbook 
are all byproducts of a freehand sketch. To master sketching is to master the ability to evoke in-
ventive ideas and be open to multiple alternative pathways to taking the next step. Research 
shows that freehand drawing strongly contributes to inventiveness and creativity in design work. 
At the same time, it remains to be seen whether such a connection exists between “digital visual-
izations and people’s thinking processes” (Walny et al., 2015, p. 231). Walny et al. (2015) argue 
that the “study of visualization novices [GTS10] suggests that people had difficulties creating 
visualizations via software even with the aid of a human assistant, yet writings abound about 
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how readily people use sketches during thinking.” However, the same study excludes the sketch-
ing of data. 
 As sophisticated as digital technologies are, they are incapable of recording the same elu-
sive process of idea searching that sketching can without producing work that could too soon 
send the wrong signal of being complete or final (Fish & Scrivener, 1990, p.117). Thus, the out-
come of the process, where the perception of options is depleted, results in lack of creativity and 
inventiveness. The implementation of such practices into routines develops the habit in which the 
brain accepts and starts to rely heavily on certain developed stylistic options without stretching 
the boundaries of imagination any longer. Machines are predictable, and, with time, so are the 
solutions that they offer. Perhaps one of the most unique human qualities is that they make mis-
takes. This imperfection produces unexpected and random solutions. 
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CONCLUSION 

Throughout this paper, I looked at the broad spectrum of production sketches, as well as specific 
examples, and read the most intimate details from some professional Canadian creators working 
today. I identified and outlined my process and compared it with their processes, supplemented 
by the theoretical findings from previous research. Through the reflection on my practice (mod-
el) and use of sketching, I identified and classified my process into four sequential (linear and 
non-linear) steps: verbal sketches, concept sketches, more refined selected for further develop-
ment sketches, and the final sketch. From the analysis of the responses to the questionnaire, I 
noted the similar approach and steps in the creative process of other successful creators, in par-
ticular Mackey Saturday and Dushan Milic and the non-visual example of the writer Daniel Vio-
la. 
 The sketch is undoubtedly useful during the initial stages of idea generation. The research 
showed the strong presence of the sketch method during the entire production process, more or 
less at individual stages. This is due to the sketch’s qualities of playfulness and continuity, which 
together produce the stimuli for collaboration and engagement by other creators with multidisci-
plinary skills. This paper also concluded that neither old methods nor new technologies should 
exclude the other.  
 On the contrary, the implementation of old methods and new technologies at different 
stages of the design process enriches them both, as well as enhancing the overall innovative out-
come. In other words, digital technologies are emerging derivatives of old methods, like for ex-
ample already mentioned Sketch up takes it roots in traditional sketching method. However, what 
I was trying to establish is not the importance of technical mimicking of the method, but the am-
plification of the complex concept behind the sketch method.  
 Sketching method strongly characterized by the open-ended quality, which allows for 
continuity of the process by the actively engaging the team members to contribute to the 
project’s success. The forward looking concepts of openness and collaboration, the qualities 
characteristic of hand drawn sketch, will undoubtedly revitalize the editorial design's new wave 
of creativity and innovation. 
 I started this research in response to the idea of print being dead. Over the course of the 
research and in my day-to-day professional interactions, I had many discussions with peers and 
colleagues about the future of publishing. The majority of the participants in this research do not 
believe that hand drawing will be replaced. They do not accept it themselves, nor do those who 
teach encourage it in their students. However, they all agree that new technologies have a place, 
and that some combination of old and new methods, platforms, and formats is beneficial. 
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 Technologies should be viewed as a means of amplifying humans’ innate physical abili-
ties. In my opinion, a very clear parallel exists between traditional content, form, or expression 
and digital content, form, or expression. In both cases, there is a lack of individuality, even 
though we are inclined to believe otherwise. 
 The print medium is currently stabilizing and re-inventing itself. In my view, it will 
emerge as a medium of high-quality content and creativity. In contrast to online content’s fast 
and fluid nature, print publications (especially magazines) will become well-designed items that 
are considered collectable. 
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FIGURE 1: First Round phase. The above sketch represents the brainstorming stage of the production process, in this case, the 
word association and mapping for the "How Many Deaths Does It Take To Ban a Surgery?” Cover, (Issue 57: Fall 2015).  
© Anna Minzhulina
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FIGURE 2: Round 1 phase. Above are examples of doodle-type sketches created for the "TV We Hate” cover (Issue 56: 
Summer 2015). The drawings are quick and basic—the flow of thought quickly put to paper to record before being 
forgotten. 
© Anna Minzhulina
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FIGURE 3: Second Round phase. Above are four examples from a series of sketches created for the "Life After 
Islam” cover, loose in execution, which almost seem to create a narrative in succession. 
© Anna Minzhulina
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FIGURE 4: Second Round phase. Above are a few sketches from the series of drawings made for the "Sexism 
on the Festival Circuit” (Issue 60: Summer 2016) cover story. They include a sufficient amount of detail in their 
posture, critical elements of the concept. Accompanied notes loosely describe the envisioned future scene, 
drawn using a thin black marker with colored accents. 
© Anna Minzhulina



40

FIGURE 5: Round 3 phase. Above, the previously rough ideas—“doodles”—transformed into more complete 
and detailed conceptual and visual images of the top selections for the "TV We Hate” (Issue 56: Summer 
2015) cover. 
© Anna Minzhulina
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FIGURE 6: Here, the top selections for the "TV We Hate” (Issue 56: Summer 2015) cover from the 

Round 3 phase are narrowed down to two sketches and directions for the final development. 
© Anna Minzhulina
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FIGURE 7: Round 4 phase. Above are the two final sketches for the "TV We Hate” cover (Issue 56: Summer 2015) shot by photog-
rapher Ian Patterson. The refined sketches contain considerable detail to give a sense of the character I envision: his clothing, atti-
tude, grooming habits, and the specific retro TV set to be used in the shoot. The success of the final concept depends on carefully 
constructing the chosen details. 
© Anna Minzhulina
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FIGURE 8: Second Round phase. Above is the production sketch for the "Married to PTSD” (Issue 55: Spring 2015) cover story 
opening spread. Unlike most examples presented here, this sketch features rough colored pencil lines. Nonetheless, there is a strong 
presence of the major elements in constructing the bedroom scene concept, such as light, female and male figures, and army boots. 
Composition is primarily set on the right side, anticipating the gutter cutting through the center of the image (photographed by Ian 
Patterson). 
© Anna Minzhulina
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FIGURE 9: Fourth Round phase.This sketch is a single example from a series of drawings for the "Life 
After Islam” (Issue 58: Winter 2015) cover story featuring an extensive description for the cover photogra-
pher, Ian Patterson. 
© Anna Minzhulina
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FIGURE 10: Fourth Round phase. This final schematic sketch is for the "Searching Winnipeg!s Red River for the Missing” (Issue 59: 
Spring 2016) cover. On the left, the minimalistic drawing of the cover has been created with colored pencils. The final image is a 
photograph, so small thumbnail sketches draw attention to specific aspects for the photographer to consider when capturing the art 
director!s vision for the final cover image (photographed by Ian Patterson). 
© Anna Minzhulina



46

FIGURE 11: Final cover for “The Great Canadian Monster Hunt” (Issue 50: Winter 2013) 
Story: Suzanne Showler 
Photographer: Sylvain Dumais, assisted by Julien Grimard and Nik Mirus 
Editor-in-Chief: Haley Cullingham 
© Anna Minzhulina

  
Here is an excerpt from “On the Cover.” On our cover, photographer Sylvain Dumais and art director Anna 
Minzhulina capture the idea that what we are looking for could always be right behind us. Like Dumais’ hairy 
monster, the idea of Sasquatch lurks at the edge of our consciousness. Seeing may be believing, but how 
can we ever know if we have seen it all?
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FIGURE 12: Final cover for “Married to PTSD” (Issue 55: Winter 2015) 
Story: Angelina Chapin  
Photographer: Ian Patterson  
Models: Sarah Basso and Adam Zegouras  
Editor-in-Chief: Haley Cullingham 
© Anna Minzhulina


Here is an excerpt from “On Our Cover.” Mistreated by Veterans Affairs Canada, veterans who suffer from 
PTSD make national headlines. However, the spouses who sacrifice their lives to support them receive little 
attention. In our cover story, Angelina Chapin profiles a woman married to a vet who refuses to be ignored. On 
our cover, photographer Ian Patterson and art director Anna Minzhulina capture the strain placed on a part-
nership when active duty follows a soldier home.
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FIGURE 13: Final cover for “TV We Hate” (Issue 56: Summer 2015) 
Photographer: Ian Patterson 
Editor-in-Chief: Haley Cullingham 
© Anna Minzhulina


Here is an excerpt from “On Our Cover.” The court of public opinions daily dissects TV shows. Our rela-
tionship to serial entertainment is impossible to parse from the discourse it inspires. On our cover, photog-
rapher Ian Patterson and art director Anna Minzhulina place a TV at the mercy of a butcher, playing off the 
dissection inherent in TV criticism and the looming obsolescence of the hardware.
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FIGURE 14: Final cover for “Sexism on the Festival Circuit” (Issue 60: Summer 2016) 
Story: Miranda Campbell 
Photographer: Raphael Ouellet 
Editor-in-Chief: Daniel Viola 
© Anna Minzhulina


Here is an excerpt from “On Our Cover.” Festivals have become instrumental in making it as a musician when 
getting paid and building a fan base. However, as Miranda Campbell reports, the number of women included in 
these lines is disproportionately few—as a whole, the festival circuit is still a man’s world.
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FIGURE 15: Sketches by George Lois 
On the left: Various sketches for the cover design made by George 
Lois during his years (1962–1972) as art director for the Esquire 
magazine. 
On the right, top: Cover of the Esquire, May, 1969; below: the 
close-up of the cover sketch. 

https://www.theatlantic.com/entertainment/archive/2012/06/the-
story-behind-the-iconic-andy-warhol-esquire-cover/258196/
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FIGURE 16: The two main concepts for the "Married to PTSD” (Issue 55: 
Spring 2015) cover. 
On the left: Image that became the basis for the final cover concept. 
On the right: The idea inside the bedroom became the inspiration for the 
inside shots accompanying the text. 
© Anna Minzhulina
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FIGURE 17: Final cover for “Music We Hate” (Issue 36: Summer 2010) 
Story: Various 
Photographer: Patrick J. Stefano 
Editor-in-Chief: Carmine Starnino 
© Anna Minzhulina
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FIGURE 18: Art by Saul Steinberg 
On the left: Bleecker Street, 1970. Ink, pencil, coloured pencil, and crayon on paper, 
29 3/8 x 22 3/8 in. Private collection. Drawing for The New Yorker cover, January 16, 
1971 
On the right: Cover of The New Yorker, January 16, 1971 

http://www.saulsteinbergfoundation.org
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FIGURE 19: The early sketches for the cover "Death Defiant: On Survival” 
(Issue 53: Fall 2014) cover. The dark colors are used to imply the somber, 
grim mood of the story about the cancer survivors and their struggle. 
© Anna Minzhulina
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Appendix 1


MARCOS CHIN 
| Illustrator and instructor at the School of Visual Arts, NY |


  
Question: What does the sketch method mean to you? Is it essential in your professional practice? If so, why 
is it essential?

Marcos Chin: The sketch process for me is the very first stage of my illustration process. It is brainstorming. It al-
lows me to work through. I see my sketching process as a Problem-Solving space because a lot of the work that I 
do is really rooted in narrative storytelling through visuals.


And so the sketching process allows me to figure out ways to tell stories, I guess, in my style, because I use a lot of 
visual metaphors, for example, and even if my illustrations are narrative, I like to have some kind of twist to it as well. 
Yeah, so the sketch allows me to do that. But at this stage, the sketch isn't necessarily a sketch that maybe you if 
you were to look at it, you would understand it's really kind of a shorthand way of putting down ideas just to literally 
get it out of my head, because I am when I'm beginning a project, I usually have a lot of ideas.


Q: If you use the sketch as a regular practice in your creative process, do you feel like you developed a 
unique step-by-step procedure, which involves the gradual refinement of it from the doodle to the final illus-
tration? Describe your experience using the sketch method.

Chin: So it's just about pouring everything out onto the page in a really loose gestural form. And then when I look at 
it again. I begin to hone in on certain sketches that I feel like or ideas that I feel like work, and then I start to refine it. 
That's when I start to think about composition, how it occupies space on the page, or if it's an ad that kind of thing 
or how it relates to text. And then there's another there's a third step where I really tighten the sketch and I still call it 
a sketch, I call it, or a type drawing, so that that sketch eventually turns into a template on which I draw the final.


So for me, a sketch occurs in three stages to preliminary gestural brainstorming, the refinement. And then there's a 
second stage of refinement that becomes a template upon which I create the final drawing.


But it's really interesting because like when I was a senior in art school, one of my instructors suggested that I don't 
use words when I'm coming up with ideas because and it's not because he disagreed with it, but he was trying to 
encourage us to think visually because so many of us rested in the word, you know, as a way of telling stories. And 
so I did for a time, a very, very short time. I was trying to do my sketch process as my sketch process only included 
visually sketching pictures, you know, but then after I became, I guess, after I continued to work and became more 
comfortable with my process, I reintroduce the addition of words, so I kind of let it go and then I, I brought it back 
again.


Does the sketch method's experience change when you are invited to collaborate with another creative per-
son? For example, with a publisher, with an editor, with a writer, fellow designer or art director? 
Chin: It depends. I think, like, I really I think it's. If we're going to sort of distill because there's so many facets of the 
within the industry, but if we just distill it to, let's just say like corporate advertising clients and then editorial maga-
zines, newspapers, those types of clients, they work very differently because with the advertising, I'm usually with 
advertising. It's working with the advertising agency and whatever company it could be. And so you have the client, 
the agency, and then you have me. 
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And so the client already has brand branding and then the agency typically comes up with the art direction and then 
they call me to sort of bring it together visually. So the sketches in that particular instance, often times it doesn't 
really involve idea making. It's more about taking their ideas and figuring out how to present it in the way that is vi-
sually compelling. That also aligns with the client's brand. But then with an editorial, it's different. Like often times 
the people who call me for editorial more so now than before.


 But they call me, they send me the text, the story, and they want from me not just a picture that describes the text, 
but they want a picture that enhances the text. So in conversation with the text. And so when I send them sketches, 
I usually send them not just I send them. Ideas, so it'll be like at least three different ideas, and if one of the ideas I 
have a couple of compositions that I want to investigate, then I'll make sure that I let them know.


So I think it really depends, because I think in editorial there's more of a conversation because it's myself as well as 
myself, art director, design director, whomever, and then the editor and sometimes the editor has so much power. 
Yeah, some sometimes they have so much power that they don't allow the art team at the magazine to do their job 
and collaborate. But sometimes there is an openness where it feels more like a collaboration. So I think it really de-
pends, you know.


Q: Is it often that you work with an art director involving sketch in the process? Do you feel sketch is an effi-
cient communication tool in your subsequent exchanges with the art director? 
Chin: I always work that way. Yeah. But I also include one or two sentences to describe it, depending on the project. 
If there's more of a lead time, I'll do exactly what you said and include one sentence describing my what my sketch-
es are usually around three. If it's a larger project with a larger lead time that first round and maybe the project feels 
more spacious, then I will submit my sketches. Like, for example, I just submitted some sketches to a client a cou-
ple of days ago and I had I think like 12.

 

And my email to them was this is to start the conversation because it was just so open. So that's another. So there's 
kind of it depends on the situation.


Q: During the interview, you mentioned using both methods of sketching, the traditional and the iPad. Could 
you compare the two approaches? 
Chin: I have been using the iPad, like I said, for about a year, and the space that it occupies in my practice right now 
is a tool that helps me to refine my sketch. And also, I use it to finish off my final drawings, but I still haven't quite, 
you know. Yeah, it kind of like hasn't really found its permanent place in my art practice right now. It's kind of just in 
this in-between place. And what I mean, it's in reference to some of my friends who illustrate who who use their 
iPads literally from start to finish, you know has a very definitive space in their practice. But mine, it kind of wavers in 
and out. 


Sometimes they use it, sometimes they don't like that kind of stuff. But I always start with pencil and paper. I like 
Xerox paper. It's so messy. Like I put like pieces of paper, you know, like I cut it, I cut it apart and you know what I 
mean. So I make sure to make it like you were saying, like in order to make this not precious, I tear pages out, I cut 
into it, I glue things in. So it doesn't feel like. Like, again, that word precious.


Q: Do you feel like, over the years of practice and experience, a sketchbook in your illustrator's arsenal is no 
longer a 'precious' item but a day-to-day tool of communication? 
Chin: Yes, totally. Also, in my situation, I'm really fortunate that I've been able to receive steady work for as long as I 
have. I get so busy sometimes that and for so many years that I haven't been able to keep a sketchbook in the way 
that I used to because I used to have the idea that sketching within a sketch book was the sketch book became a 
place where I could draw place beautiful drawings, create beautiful drawings. And as I became busier working with 
multiple clients per week over the years, it just became you know, like I just didn't have the time anymore. And 
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whenever I get really busy, there's this kind of you know, there's a manic quality sometimes this feeling of despera-
tion where I just have to literally get my ideas out.


And so if there's Xerox paper here on the table or if there's an empty sketchbook, you know, on the bed or if you 
know what it's like, I literally just grab it. And if there is an envelope, I'll use it. And then that I just that's kind of how I 
have I work now and it's not anything that I purposely chose. It just kind of ended up happening that way, because 
when I look at my sketchbooks from when I was younger, it was very it wasn't pristine, but it definitely there was an 
intentionality about it that doesn't exist now. 


Now, the intentionality in the sense that it was a an object to hold beautiful drawings and now it's not. Now it's an 
object to hold ideas. It's literally a container like my brain is. 

Q: Where does the sketch method fit in today's technologically filled creative process? Do you still prefer to 
use freehand sketching for your projects or turn to new technologies, like the iPad, to create the sketches?

Chin: Well, I don't know if I have to say, like over the years, more and more students have been using the iPad. But 
in the school that I teach, you have to use traditional material anyway, depending. So I teach a class the sophomore 
drawing where you can use both. But there are some projects where you will have to use traditional. And then I 
teach a senior portfolio class where you can do whatever you want, essentially.


But one of the recommendations that comes up is because these programs are designed to mimic tools that are 
analog. It makes sense to be able to know what the qualities of that material is. As an analog material goes out, 
when you're using it as a digital version of it, you know sort of what it can do so that you can use it hopefully to the 
its fullest potential. But I know visually, sometimes when I look at some of my students work the ones who are really 
good at using the iPad or my friends work. I can't tell. I can't tell anymore. It's really pretty incredible.


Yeah. So, yeah, I don't know. Things are changing.


I definitely think that I engage in the industry. I'm definitely keep my eyes and ears open. I don't believe that the work 
that I had done, let's just say 10 years ago, five years ago, if I hadn't been aware of the changes that were happen-
ing within the industry, if I didn't respond to it, that...I probably I don't know if I'd still be working in the same capaci-
ty that I am now because my work still dips and I do, I'm really intentional about how to get work. I'm really aware 
that the landscape is changing in the sense that social media is becoming so prominent. I know that, for example, 
there is opportunity for animation now in illustration collaboration. I know that within the fine art spaces, some fine 
artists work are starting to look like illustration.


There's starting to be a blend and blur between what used to be considered high art and low art. So there's just 
seems to be there's a lot of changes and there's also new spaces that have been opened up too. And I just really try 
to pay attention to it and see if I like it, if I can sort of tap into or engage, because, you know, I, I don't I do know that 
when I was in school, a lot of my teachers had a lot of success in the 70s and 80s.


And by the time I was a student in the late nineties and entering the industry in the early 2000s, you know, they there 
was this kind of. Defeatism about them, because work for them wasn't the way that it used to be, you know, 20 
years, 10 years before, and I don't want to be that way. I don't want to be someone who kind of looks back at what 
his career used to be like and wish that it was like.


That makes no sense to me. Why do you want to think about the glory days when there's so much future ahead? So 
that's the kind of attitude that I have, which is why I think that when I talk the way that I speak, it's because I'm 
aware of the things that I don't want. And so, you know.
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What I do know is that I don't know if what I'm doing works. But what I do know is that I try to continue to nurture 
relationships within the industry. And networking is a really kind of not very fun sounding word. But I think it's impor-
tant, regardless of all this sort of digital spaces that are popping up and that we engage in human connections, per-
sonal connections. And now it seems like vulnerability, authenticity, being genuine, is starting to sort of enter the 
landscape.


And with all the turbulence and tumult happening in the world, politically, socially, you know, there's a lot of stuff 
going on and it’s.


And I think that it affects every occupation, every person, you know, I mean, you can choose not to engage with it, 
but I think part of the reason why I'm I'm able or have been able to still be current is because whatever is happening 
around me, I understand the interconnectedness of things.


And I've chosen to engage in ways that I feel comfortable and the things that I feel afraid of. And I'm not sure if I am 
good at it or if I want to sort of enter those spaces, even though I'm afraid I still step forward. So it's just a thing, you 
know, I don't know. I don't know what it is.
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Appendix  2

MARIANNE DESJARDINS 
| Performer, dancer, theatre director, playwright, artist and art educator |


  
Question: What does the sketch method mean to you? Is it essential in your professional practice? If so, why 
is it essential?

Marianne Desjardins: Sketching is essential to me. As said previously, when I skip this part, I do end up completely 
trapped and I loose the magic of making art. Sketching to me is like being fueled by moments of magic and pure 
artistic honesty. Sketching is the moment to let enter the main pieces of information/art that will then become a final 
work. When I sketch, I have to sketch without any judgment or pre-conception. Most of the time, every thing that I 
sketch—it may be a drawing, a word or a physical movement—will be part of the final work, but I never know at 
which level nor of its hierarchy in the final piece. Also, sometimes sketching is like a dance warm up. But instead of 
warming my body, it warms up my spirit/mind in order for it to go deeper and further than the expected.


Q: If you use the sketch as a regular practice in your creative process, do you feel like you developed a 
unique step-by-step procedure, which involves the gradual refinement of it from the doodle to the final illus-
tration? Describe your experience using the sketch method. 
Question was not answered.


Q: What are the key qualities of the sketch method? Please choose one and elaborate on why?

Desjardins: To me there is no perfect sketch method and it keeps evolving, but there are main qualities which I am 
seeking: NO JUDGMENT, NO PRECONCEPTION of the end result, FUN and SPONTANEITY.


Q: Does your experience with the sketch method change if you interact with it in the role of writer, director, 
artist or educator? 

Desjardins: The method does not really change it is just the language that changes. For example, if I work with 
dancers, we start by sketching movements. We improvise movements or different physical qualities. 

If I work with a conceptual artist, we brainstorm concepts and ideas.

If I work with actors or other playwrights or theatre directors, we sketch/brainstorm different types of characters/
humans that we could create.


Q: As a director and writer, do you use the sketch method to communicate your ideas to the actors?

Desjardins: Yes I do and this is the artistic team partnership that I LOVE the most. However it does not always work 
successfully, because often other artists or actors want something very definite and explicit whereas I still do not 
know the final ends… I am just sketching a way to the final piece. I am, with their contribution, discovering the art 
that will become.

When I did my second professional show “The Green”, it was very difficult. Some actors were very insecure about 
my creative approach, my sketchy. They wanted a final text, a final concept while I was still only in the “magic zone” 
of intuition and discovery. Coming to rehearsal was very stressful and actually the whole FUN was mostly gone to 
me.


Q: How would you describe your sketch style? What is unique about it?

Desjardins: What is special about it…? Maybe because I come from different artistic backgrounds (theatre, visual 
arts and dance) it is the fact that I use various sketching methods: drawing characters, drawing scenes, drawing 
movements, drawing words, drawing concepts…
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Q: Where does the sketch method fit in today's technologically filled creative process? Do you still prefer to 
use freehand sketching for your projects or turn to new technologies, like the iPad, to create the sketches? 

Desjardins: OHHH YES anytime! I stay as FAR AWAY from the computer as possible. I write the preliminary of my 
scenes by hand. I draw by hand. I collage with my hands. I explore movements with my body. It is only when I feel 
like I have enough information that I then turn on my computer and put it all together!
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Appendix 3


MIKE ELLIS 
| Illustrator |


Question: What does the sketch method mean to you? Is it essential in your professional practice? If so, why 
is it essential?

Mike Ellis: Sketching is vital to my practice in many ways. It is a vehicle for brainstorming ideas as well as develop-
ing them. It is absolutely vital to my practice as it allows me to visually see what works for the assignment and what 
doesn’t. Coupled with writing ideas down through keywords and mind mapping exercises, a quick thumbnail sketch 
can quickly bring the idea to life and allow for me to see if and how it may work on the page. It also serves as a way 
to test the composition, to see how elements will fall on the page before committing to more detail.


Q: If you use the sketch as a regular practice in your creative process, do you feel like you developed a 
unique step-by-step procedure, which involves the gradual refinement of it from the doodle to the final illus-
tration? Describe your experience using the sketch method.

Ellis: I sketch at the beginning of every assignment. It is a tried and true method of ideation and creation. My 
process of sketching usually begins with quick note-taking. Either writing down keywords or attempting to sum up 
the core idea of the work into one or two sentences. If working with an Art Director, I will take into account any notes 
they have provided that may give some insight to how the piece should read. Sometimes an idea will jump out from 
the start, however more often a lot of time is spent coming up with as many ideas as possible. I like to use the 
thumbnail sketch method, where I will draw boxes in the aspect of the final size, but at a much smaller scale, usually 
about 1.5 inches to 2 inches. The goal is to always get as many ideas and rough sketches down on paper as possi-
ble, before sending to the AD or choosing 2-3 to develop in a more detailed sketch.


Q: What are the key qualities of the sketch method? 2) Please choose one and elaborate on why?

Ellis: Not sure I fully understand this question.


Q: You and I enjoyed a splendid collaboration. I cannot think of many illustrators who would jump on the op-
portunity to illustrate the funeral home. More so, describing in detail the process of human body fumigation 
basically into a compost. I felt our vision for the project just clicked in a very natural way. So, the two of us 
worked on two illustrative projects for the Maisonneuve magazine. One dealing with the new way of burial, 
"Reduce, Reuse, RIP," and another addressing gentrification, "No Place Like Home." As an art director, I had 
a different approach to the two stories. One, they were other formats: one a spread and one a single page. 
And two, the inspirations for each cam from very different sources: Wes Anderson's work and Bauhaus's 
architectural sketches. I remember I sent you a very rough initial doodle with the verbal description for the 
"Reduce, Reuse, RIP," basically to give you an idea of literally "what I had in mind." After you expressed your 
interest in the project, I sent you a more detailed sketch. Subsequently, we went on to have a back and forth 
visual exchange of the sketches. Those exchanges included comments and suggestions from me to you, 
which led to the pre-final drawing approved by the editor as the final go-ahead. The development of "No 
Place Like Home" featured a similar experience minus minor details. I am interested to hear about the expe-
rience and process from your perspective. Is it often that you work with the art director involving sketch  in 
the process? Do you find it is a common practice? 
Ellis: It is quite rare to have an Art Director so involved in the sketch process. Maybe 10 percent of the time the art 
director will send a rough sketch to me to see if I can work with their idea. I know some illustrators are not a fan of 
this type of process and want to come up with their ideas 100% on their own, however I am always open to this 
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type of collaboration. I would have to say that in working on the Reduce, Reuse, RIP illustration, as well as the “No 
Place Like Home” illustration you and I had a lot of collaborative chemistry and were able to arrive at a final idea that 
truly was born through our collective process. I would have to say that these two were the only times where it felt 
that I was really working with the AD in the creation of an image and not just adapting to their notes.


Q: Is it essential for an art director or designer to express the key points of the project using sketch? Does it 
add to the collaboration? Does it facilitate communication? Does it play a role in the creative outcome? How 
so?

Ellis: I don’t think it is essential for the Art Director or designer to use sketch as a way to express key points of the 
project. Some AD’s will sum the article up in one or two sentences, or will give examples of past work I may have 
done with a small write-up as to how something of a similar composition can be used in the piece. Some art direc-
tors do not give any direction at all and just send the article with size requirements. I believe that when they include 
a sketch it does add a layer of collaboration, however it can sometimes be a double-edged sword. Not all Art Direc-
tors are the best at coming up with original ideas, or sketching for that matter. Sometimes it can come as a detri-
ment when the AD has an idea of what they want and is so adamant about it that they don’t allow for the artist to 
bring enough of their own perspective to the piece. Albeit this scenario is rare. When working with a skilled and tal-
ented AD who incorporates sketch into their direction it can play a huge role in the outcome of a successful image.


Q: How does your creative process differ in the midst of collaboration? For example, if an art director 
presents you with a rough visual sketch as a part of a brief, rather than sending a conventional written brief, 
how would this change your process?  How may an added rough sketch, with the addition of directed verbal 
cues, change the final version of your design?

Ellis: Being able to visually see what the AD has in mind can have some huge advantages. First off you can see the 
potential (or lack thereof) right away.


Q: If you do not mind, could you please describe your process step-by-step from receiving the original brief 
to the approved final sketch?

Ellis: Generally, once understanding the size requirements and the piece’s placement on the page (a full-page, 
cover, spread, and half or spots, all have their own limitations and benefits) I will either read the brief over article 
carefully. Unless an idea pops into my head right away I generally will not take any notes on the first pass, as to let 
the story percolate. Then I will usually do something else for about 15 minutes and return to the brief/article, this 
time highlighting any pertinent information or sentences that invoke either inspiration or have a visual nature to them. 
Sometimes the piece will be written in a visual, almost prose type of way, other times not so much. As I mentioned 
before I like to distill the core theme or idea into one or two sentences. If it is a more complex piece with many ele-
ments then I will take more detailed notes with specific actions or objects, people, settings, etc, that should be in 
the piece. Along the way I may sketch out certain characters, environments, or objects I feel portray the setting or 
scene in a pertinent way. I begin my thumbnail process by exploring different ideas. The goal is to get as many ideas 
down on the page, and not stick to any one concept right away. This can be difficult at times. sometimes an idea 
jumps out at you and you know it will work. When this happens you need to sketch it out, and then forget it ever 
existed. Move on to finding the next idea. For me, sketching can be the most time consuming part of the illustration 
process. This is the part where you are really developing the idea, and the idea can really make or break the piece. 
Sometimes I have 10-25 ideas, sketched as small thumbnails, other times I have 3-5. It really depends on the article 
or brief and of course, the time constraints. When selecting thumbnails to go ahead to the next stage, I look for vari-
ance in composition, its relevance to the story or brief, and its originality. Once I have a few selected I will refine 
these sketches, often thinking about how I will proceed to the final. If I am halfway through a revised sketch and 
realize I may not be able to create a final that lives up to the idea or sketch, then I may scrap it. It is not so much that 
it may not be a good idea, but more that it may be outside my own technical abilities. The revised sketches will usu-
ally be closer to the actual size of the final, so as to focus on detail and get an understanding of what will be able to 

63



fit into the final space allotted. I don’t usually think about colour until a sketch has been chosen by the AD or if there 
was a specific colour palette attached to the brief.


Q: Were the style and the hand-drawn elements essential in translating the emotional, intellectual quality 
about the subject matter and the story?

Ellis: Interestingly, in the Reduce, ReUse, RIP, story a lot of the elements were hand drawn with either pencil or 
marker, and of course late on coloured digitally. For No Place Like Home, that piece was done almost entirely digital-
ly. In the past I split about 50/50 what was hand drawn and what was done with a tablet. Now, as I’ve progressed 
further in my career, my process is entirely digital. There is a certain tangible quality that comes with hand rendering 
artwork, but I’ve found workarounds over the years, and a lot of that ephemeral feel can be recreated quickly by 
using certain brushes and textures in photoshop. However, looking back at these pieces there is a certain quality to 
them that is difficult to replicate. I’m not sure if it is as much the tools I used, or where I was in life at the point in 
terms of inspiration and skill.


Q: Where does the sketch method fit in today's technologically filled creative process? Do you still prefer to 
use freehand sketching for your projects or turn to new technologies, like the iPad, to create the sketches? 

Ellis: Touching back on my last answer.. I still sketch by hand from time to time. I can’t really say which projects in-
spire me to sketch by hand, and which inspire me to sketch on digitally. I do know that purchasing a Cintiq and iPad 
have helped my workflow immensely and I use both daily. The iPad for research and sketching, and the Cintiq for 
final illustrations.
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Appendix 4


ROBERT KARPA 
| Photographer |


Question: What does the sketch method mean to you? Is it essential in your professional practice? If so, why 
is it essential?

Robert: Karpa The sketch method is not essential in my work as an editorial photographer, however I do find that it 
is very helpful to give me a better understanding of what the art director is visualizing for the final photograph. It 
gives me more context than written or verbal instructions, while still allowing for creative interpretation. An actual 
photo or more realistic digital compilation from the art director becomes much more restricting for an artist as they 
feel like the end result will have to match it. I feel that is really important in editorial work for an art director to present 
ideas, instructions and inspiration while still allowing the artist some leeway to add their own individual creative flair 
to the photograph or illustration.  

Q: If you use the sketch as a regular practice in your creative process, do you feel like you developed a 
unique step-by-step procedure, which involves the gradual refinement of it from the doodle to the final illus-
tration? Describe your experience using the sketch method.

Karpa: I don’t actually create sketches in my work as a photographer, but leave that up to the art directors to give to 
me if they feel it is appropriate. It’s possible I may use it one day if there is some back and forth with an art director 
as to the details of the photo, location, etc. But I am such a bad sketcher anyway I usually avoid that! In my experi-
ence most editorial art directors don’t use sketches too much as I think they are just so busy trying to get everything 
done. It’s a hard job. I have found that for a magazine cover or really big feature story they will do that more often. 
Sometimes even a very basic sketch can be really helpful as to where to place the important elements at the very 
least. Hopefully it will also add some unique idea or creative inspiration. 


Q: What are the key qualities of the sketch method? 2) Please choose one and elaborate on why?

Karpa: I think the key quality of the sketch method is its lack of realism or detail. This is particularly helpful for edito-
rial photography as there are very hard restrictions on budgets, locations and cooperation of photo subjects. So, a 
lot things we’d like to do but cannot do, mostly due to budgets. Leaving a lot of things open to interpretation allows 
the artist flexibility during the photo shoot to do the best they can with the realities of what they have in front of them 
and still try to keep the art directors vision in mind. In commercial and advertising photography there are bigger 
budgets which allows more control of locations, outfits, decor and talent. But sketches are very helpful to build a 
bridge of understanding and trust between all of the different people involved as to creating the final product.


Q: How does your creative process differ in the midst of collaboration? For example, if an art director 
presents you with a rough visual sketch as a part of a brief, rather than sending a conventional written brief, 
how would this change your process?  How may an added rough sketch, with the addition of directed verbal 
cues, change the final version of your design?

Karpa: Yes I do think the sketches are experienced differently by all of the various actors in the process. For a pub-
lisher I would imagine it gives them a good idea of what the end product will look like or what the main message of 
the photo or illustration will be. It allows them to give their direction and ideas to maintain the overall concept of the 
publication or in the case of advertising work to maintain the marketing direction and look. For the art director, it’s a 
creative direction they can share with the photographer, often their closest collaborator in the process. But also 
something shared with the publisher as explained about and also shared with decor people, clothing stylists, make-
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up artists and models. The more everyone understands what the desired outcome is the more they can contribute to 
it.


Q: Is it often that you work with an art director involving sketch in the process? Do you find it is a common 
practice? 

Karpa: No, to be honest very few art directors have gone thru the creative/sketch process with me over the years. I 
did find that is was refreshing and really helpful in the project we did together. It showed me that you had really 
thought about the story and what we could do with it visually and inspired me to think more carefully about what I 
could do as a photographer. 

Q: Robert, I enjoyed collaborating with you on the portrait of writer Jen Neale, "Blowjob Tableau Vivant" sto-
ry, for Maisonneuve, “Sexism on the Festival Circuit” (Issue 60, Summer 2016). Firstly, I sent you some rough 
thoughts that came to mind after reading Jen's story. Secondly, it was the opportunity to shoot in Vancouver. 
I had a particular idea in mind, and it involved the setting on the beach. I sketched quite a few variations of 
the concept and sent them over to you to get your feel for it. What were your initials thoughts? Did those 
ideas prompt your visual representations for the project? The final images were inspired but yet different 
from the original rough ideas. Can you explain why and what your approach was? Where in the entire 
process do you place those hand-drawn sketches?

Karpa: My initial thoughts where that you had a lot of very creative ideas and I was excited to be a part of the 
process. On reading the story and studying your sketches I was able to get a really good idea of your desired visual 
approach. I think we did go back and forth with the ideas for a while as some of them were not practical to do as we 
didn’t have the locations or props available. I was also able to explain the concept to the subject and even show her 
some of the sketches to give her an idea of what we had in mind. She was very open to the ideas and I think also 
excited to also be a part of the creative process. If subjects feel that it is a collaborative process that really helps to 
put them at ease and to “buy in” to the ideas and process. I do recall she had some reluctance to go along with 
some of the ideas (like the one where she was mostly buried in the sand) so that caused us some back and forth. In 
the end of the process we settled on your idea of using rocks as kind or a representation of a house or doorway on 
the beach. The subject was even able to help by bringing a lovely antique chair to the beach. I was really happy with 
the end result and found the whole process to be very creatively satisfying as it was something we created between 
the two of us. I feel like the sketches were an important part of the process, from the initial ideas and creative direc-
tion, through to the more practical considerations of what we could reasonably produce and it gave me confidence 
during the shoot, as I knew what you wanted the end result to look like but I also knew that you would give me flexi-
bility to deal with all of the unexpected last minute issues that can change the final look.


Q: Is it essential for an art director or designer to express the key points of the project using sketch? Does it 
add to the collaboration? Does it facilitate communication? Does it play a role in the creative outcome? How 
so?

Karpa: I don’t think it is essential, but I did find it very helpful to really allow us to work together collaboratively and 
give each of us a real understanding of how the other person worked and their expectations, etc. So, from that per-
spective yes it does play a very large roll in a successful outcome. It’s very stressful for a freelance to not fully un-
derstand what the art director wants and the possibility of delivering a less than optimal result. And I’m sure it’s quite 
frustrating and more for an art director to get something they are not happy with.


Q: How does your creative process differ in the midst of collaboration? For example, if an art director 
presents you with a rough visual sketch as a part of a brief, rather than sending a conventional written brief, 
how would this change your process?  How may an added rough sketch, with the addition of directed verbal 
cues, change the final version of your design?

Karpa: I feel that it really draws the artist into the process and inspires them to do better and gives them some li-
cense to inject their own creative ideas. This is what really great art directors do and they are so rare!
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Q: Where does the sketch method fit in today's technologically filled creative process? Do you still prefer to 
use freehand sketching for your projects or turn to new technologies, like the iPad, to create the sketches? 

Karpa: Yes I feel that the freehand sketches are more personal between the art director and the artist and precisely 
because they are rough and not filled with detail it invites creative ideas from both parties.
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Appendix 5

KOUROSH KESHIRI 
| Photographer |


Question: What does the sketch method mean to you? Is it essential in your professional practice? If so, why 
is it essential?

Kourosh Keshiri: I wouldn’t say its essential to me, however it may be essential to my art director who is develop-
ing the concept, thus essential to the photoshoot overall, but it is not part of my personal process.

 

Q: If you use the sketch as a regular practice in your creative process, do you feel like you developed a 
unique step-by-step procedure, which involves the gradual refinement of it from the doodle to the final illus-
tration? Describe your experience using the sketch method.

Keshiri: Honestly, I haven’t picked up a pencil in over a decade, I feel like with Adobe available, and digital photog-
raphy, I wouldn’t know what to do with analog methods. 


This really depends on what the concept is, it is truly different every time.. there is no set structure to image making, 
every day is a new clean sheet.


Q: What are the key qualities of the sketch method? 2) Please choose one and elaborate on why?

Keshiri: To me, when I see an art director or designers sketch, its like the birth of a concept, like a new born baby, 
just being delivered and brought into this world for the first time, and it’s up to us as image makers to raise it and 
develop it into something that can function in society. I can also live and die as a sketch without further development 
(ie: Picasso and Schiele sketches).


Q: Kourosh, we had the chance to collaborate on a few projects for Maisonneuve magazine. The ones that I 
would like to draw your attention to because they involved the most sketching were the "Gays for God" 
cover, (Issue 45, Fall 2012); "How I Learned To Keep Worrying But Still Love Porn," (Issue 49, Fall 2013); and 
feature story "Law V. Lust," (Issue 56, Summer 2015).  
What were your first thoughts when you saw the sketched ideas I originally sent to you for each of them? For 
example, the final images for "Gays for God" and "Porn" covers are very close to the sketches. While "Law V. 
Lust" is something you and I discussed at length and I had to redraw the ideas a few times. With you, I feel 
sketches were always a vital device to communicate what I envision as a possibility and then have you come 
in and bring your perspective and your artistic interpretation. Did you feel like that initial visual communica-
tion and exchange was useful? Do you think it helped to explore the project in a more inventive way? 
Keshiri: Absolutely useful indeed, one of the most successful images of my career was “Gays For God” I recall 
shooting it in Los Angeles while you were in Montreal, you sending me sketches was our only real pre-production 
visual exchange, it was slightly telepathic, being thousands of miles apart and creating some of our best work. It 
was quite the accomplishment considering our resources, and it caused quite the controversy, exactly what we 
wanted!! The “Porn” cover was also a huge success, I felt the subtlety and power of a single beed of sweat sent a 
tantalizing message... but also, it’s pretty easy to make things sexy from a "male gaze” lens, so language was defi-
nitely a huge influence on that cover image as well. 


Q: Is it often that you work with an art director involving sketch in the process? Do you find it is a common 
practice? 
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Keshiri: Not anymore, unfortunately. I feel there is less effort creating concept in advance now, and there is an ex-
pectation on the image maker to just come up with magic on demand, perhaps its laziness, or newer generations 
are too removed from emotional connection of making anything by hand. 


Q: Is it essential for an art director or designer to express the key points of the project using sketch? Does it 
add to the collaboration? Does it facilitate communication? Does it play a role in the creative outcome? How 
so?

Keshiri: It definitely makes my life easier if there were sketches, it instantly helps with angles, lenses, lighting... it 
plays a big role in what equipment I would use and how id light the subject. It’s like a room, and you can make the 
floor plan the way you feel fit.  


Q: How does your creative process differ in the midst of collaboration? For example, if an art director 
presents you with a rough visual sketch as a part of a brief, rather than sending a conventional written brief, 
how would this change your process?  How may an added rough sketch, with the addition of directed verbal 
cues, change the final version of your design?

Keshiri: This is basically involved collaboration versus removed collaboration. A written brief and verbal notes is 
basically someone telling me “just do something great because we don’t really know what we want”.


Q: Are the style and the hand-drawn elements essential in translating the emotional, intellectual quality about 
the subject matter and the story?  

Keshiri: Every artist has his/her style.. as an image maker I must learn to interpret each directors vision, without 
prejudice... I would say the style stops at my table, and I decide the style when making the final image. 


Q: Where does the sketch method fit in today's technologically filled creative process? Do you still prefer to 
use freehand sketching for your projects or turn to new technologies, like the iPad, to create the sketches? 

Keshiri: Like I said earlier, I haven’t personally made a sketch in over a decade, maybe longer... but what I can con-
tribute here is, when I watch my 3 year old daughter take a crayon or paint brush and freely let her hands and arms 
move across the page, it is a purity of creation very close to a birth, there is nothing that can get in the way of that, 
there is no power failure, battery needing charge, no screens breaking, no software updates, no viruses, no updating 
apps... if only this innocence can be remembered, and utilized. 
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Appendix 6


ANITA KUNZ 
| Artist and educator |


Question: What does the sketch method mean to you? Is it essential in your professional practice? If so, why 
is it essential? 
Anita Kunz: A sketch is what I use to resolve a visual problem. It's a place for me to develop the design of the im-
age and to get what's abstract and in my head to a 2 dimensional space. And yes, it's essential. 


Q: If you use the sketch as a regular practice in your creative process, do you feel like you developed a 
unique step-by-step procedure, which involves the gradual refinement of it from the doodle to the final illus-
tration? Describe your experience using the sketch method.

Kunz: I don't do too many sketches. For me they're quick and simply a way to physically describe what I'm thinking. 
I don’t spend too much time on sketches because I want to save some spontaneity and excitement for the final art, 
and to still allow for some accidents and experimentation. 


Q: 1) What are the key qualities of the sketch method? 2) Please choose one and elaborate on why?
Kunz: I think that's up to the individual practitioner. For me it's just one quick part of the process. And for any art-
work is all about the idea.  

Q: Does the sketch method's experience change when you interact with it as an art director, designer, or il-
lustrator? 

Kunz: Well yes. Once I see what I've drawn, I can modify or change accordingly.

 

Q: Is it often that you work with an art director involving sketch in the process? Do you find it is a common 
practice? 

Kunz: When I get an assignment, I typically send 2 or 3 sketches from which the art director will choose one. 


Q: Is it essential for an art director or designer to express the key points of the project using sketch? Does it 
add to the collaboration? Does it facilitate communication? Does it play a role in the creative outcome? How 
so?

Kunz: It's not so much collaboration for me, as I really want a fair amount of autonomy. 

Q: How does your creative process differ in the midst of collaboration? For example, if an art director 
presents you with a rough visual sketch as a part of a brief, rather than sending a conventional written brief, 
how would this change your process?  How may an added rough sketch, with the addition of directed verbal 
cues, change the final version of your design? 

Kunz: In the editorial field, I don't get sketches from the art director. I prefer to come up with my own ideas.


Q: Where does the sketch method fit in today's technologically filled creative process? Do you still prefer to 
use freehand sketching for your projects or turn to new technologies, like the iPad, to create the sketches? 

Kunz: I'm still old school, so I draw with a pencil and paint with paint! 
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Appendix 7

NESS LEE 
| Muralist, Illustrator and Artist |


Question: What does the sketch method mean to you? Is it essential in your professional practice? If so, why 
is it essential?

Ness Lee: The sketch is often the longest part of the process in producing a piece, as it is where the exercise in 
experimentation and play begins. The mapping of the image and solidifying its meaning via symbols and its feeling. 
Composition is really established here as it becomes the most opportune time to explore the movement of the work 
and how the eye is lead to read the illustration. To me, it is the most important part of the process in my art practice 
where I am able to have a conversation with myself and work out how I express my feelings in lines, embodiment 
and engagement.


Q: If you use the sketch as a regular practice in your creative process, do you feel like you developed a 
unique step-by-step procedure, which involves the gradual refinement of it from the doodle to the final illus-
tration? Describe your experience using the sketch method.

Lee: A lot of it is exercising the way a line becomes itself- in its curve and reach. I like to think of the sketches I 
make as mapping out the rhythm of a drawing, to lead my eyes into a dance through the lines. I don’t really have a 
step-by-step process. A lot of it is gestural drawing of a figure and the way they bend or embody the page. Often 
times I try to have the roughs I make very refined, the lines are crisp and the image is clear. As my experience in 
Illustration further developed, I rough the preliminary stage important to convey as much information as possible to 
the final. Often times the rough will be just as the final is, minus the colour stage. 


Q: You are an artist who works in highly different scales: small—such as spot illustration and massive such, 
as—murals. Do you use the sketch method for both? Does the process of sketching is different for each me-
dia, and how? Does it involve extra steps? 
Lee: I do use the sketch process for both. The process for each media is relatively the same in terms of setting my 
intentions and working out the image to what I feel flows with the surface it will inhabit. With Murals there is an extra 
step in applying the sketch to a rendering of the wall or building. If I can I would most often just draw the building or 
wall to scale. Sometimes I would scan the sketch and Photoshop it to a photo of the mural wall. This helps with 
scaling the work to its proportions to the wall when it comes to installation. I also like to do this to make it crystal 
clear for the client on what to expect visually, that way it would be easier to make any revisions, especially in the 
sketch stage.


Q: What makes your sketch method different from anyone else’s?

Lee: I’m not sure If my method is different from anyone else’s- when it comes to my art practice (not for editorial 
illustration jobs) I would create sketches and treat them as diary entries, and write a spew of words, sometimes as a 
journal and sometimes “poems” I do end up taping paper together as the drawing expands but that might not be 
unique as it is more indecisive or kind of feeling how the image grows or needs to embody a different space/size. 


Q: 1) What are the key qualities of the sketch method? 2) Please choose one and elaborate on why?

Lee: I think the key qualities of a sketch is that it conveys what you intend to portray/produce. To some extent, in its 
most practical purpose, it is the blueprint to the final, meaning it should resemble a sort of plan to continue the 
process of collaboration between illustrator and creative director. With a sketches that is where dialogue can begin 
between the two, especially when it comes to whether it is effectively speaking for the article or establishing its best 
position in a layout. In its simplest form, an illustrator is being asked to create an image based on whatever it may 

71



be, and article perhaps- and in some way it is a collaboration with the illustrator and designer to get to the final 
product, so sketches I feel are essential in order to produce the finished part from artist to producer. 


Q: Is it often that you work with an art director involving sketch in the process? Do you find it is a common 
practice? 

Lee: When I do get an editorial illustration job, I proceed with sketches as the process. I am a more tactile person 
and I find that if I do create sketches digitally, it would often be because I am creating the illustration digitally. Most 
often I am creating an inked drawing, so sketching something by hand (pencil paper) is the best for this, even if I am 
doing the colouring digitally. I feel it is more of an organic feeling. I don’t quite feel as connected if I do a digital edi-
torial, It is more removed feeling, or at least I would be more detached from the process (it feeling more like a task to 
complete, rather than “getting lost” in creating). 


Q: Where does the sketch method fit in today's technologically filled creative process? Do you still prefer to 
use freehand sketching for your projects or turn to new technologies, like the iPad, to create the sketches? 
Question left unanswered.
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Appendix 8

DUSHAN MILIC 
| Illustrator, Designer and Educator |


Question: What does the sketch method mean to you? Is it essential in your professional practice? If so, why 
is it essential?

Dushan Milic: Sketching is absolutely essential to my professional practice(s). Analogue sketching, to be clear ver-
sus digital sketching, is one of the fundamental processes that most creatives (should) practice. Sketching, to me, 
suggests working quickly and playfully without worrying about errors. Self-editing (or self-censuring) should be kept 
at a minimum and ambiguity should be embraced to allow for discovery and serendipitous ‘happy accidents’.

 

There are multiple modes of sketching that I would define: ideation, exploration, and observation. Ideation consists 
of mind-mapping and doodling exploration involves concept and compositional development, and sketching for 
observation is used to take in the world and develop one’s style, hand-eye coordination and simply to relax. Of par-
ticular note is the strong ties to memory in observational sketching as, in my experience, looking through old 
sketchbooks brings up detailed memories and feelings of places, people, and feelings. This last point seems to link 
up with your sub-question “What are the long-term advantages accomplished during the use of the sketch 
method?”.


Q: If you use the sketch as a regular practice in your creative process, do you feel like you developed a 
unique step-by-step procedure, which involves the gradual refinement of it from the doodle to the final illus-
tration? Describe your experience using the sketch method.

Milic: not sure that my process is particularly unique as I suspect it mimics the general techniques of most illustra-
tors/designers, moving from ideative mind-mapping to concept sketching to rough compositions and, from there, 
more finalized sketches or the final. I often describe the creative process as a non-linear ebb-and-flow between 
imaginative generative work and analytical selection. Here’s how I describe my process: 


Stage 1, Ideation: Generally speaking, I start by mind-mapping basic concepts using small icons and imagery in a 
large sketchbook (12x17”, black pen, thumbnail-sized drawings), making sure to keep the idea as simple as possi-
ble. This stage is used to record ideas and ‘get out’ the most basic and (often) most derivative or simplistic concepts 
that first come to mind. As I’ve become more experienced, the mind-mapping stage and concept development 
stages (stage 2) are increasingly muddled/fluid as complex ideas intermingle with more basic concepts. I always 
work in black-pen on a middle-to-larger page as it offers no chance of erasure and ample room for expansion. If the 
page is filled up, I will tear the first one out and keep it in my sight while expanding my ideas. The idiom “out of 
sight, out of mind” is particularly true when developing ideas.

 

Stage 2, Concept development & Synthesis: Once I feel /think/believe that I have a sufficiently detailed mind-map(s), 
I will move to developing more complex ideas by synthesizing visually similar or related imagery found throughout 
stage 1. The resulting ideas will, for the most part, be related to the project needs but will often contain many diver-
gent concepts that have little to no relation to the project’s goals or subjects. Stage 2, then, is still a generative 
mode with some analytical elements in selecting icons and imagery from Stage 1. If unsuccessful at finding com-
pelling ideas, I will return to stage 1.


Stage 3, Concept Development & Early Compositions:  Stage 3 blurs out of Stage 2 where initial concepts are fur-
ther explored and refined. Variations on any themes that have arisen are developed as are quick compositional stud-
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ies which may include setting, figurative gesture, and objects. This stage is becoming more analytical than the last 
but is still primarily generative. I may still return to stage 2 or even 2 if I cannot develop a compelling concept or (at 
least) composition.


Stage 4, Concept selection: With multiple ideas and compositional options sketched out, I stop the generative 
process and choose which concepts communicate the fundamental ideas of the article/project most successfully 
that will be sent to the art-director. I take these ideas and move to digital, sketching them out in Photoshop (lap/
desktop with a Wacom tablet) or sometimes Procreate (iPad). 


Stage 5: Digital Roughs: I try to maintain a very sketchy, playful drawing style when moving to digital as it is all too 
easy to lose the energy/feel of the analogue sketches. If I cannot recreate or continue the energy found in the initial 
sketches, I will take a photo of my analogue sketches—which can be from any stage—and use them in the digital 
roughs. At this stage I will not return to analogue sketching unless the client rejects my proposed concepts.


Q: What are the key qualities of the sketch method? 2) Please choose one and elaborate on why?

Milic:  
1) Playfulness, exploration, openness, expressive, tactile. 

2) I think playfulness is the quality most crucial to sketching as all other elements will arise out of a process rooted 

in play. I realize that the terms I’ve suggested here could be used interchangeably as none of them can happen 
successfully without the other, at least in the context of drawing.  


Q: Does the sketch method's experience change when you interact with it, as a publisher, as an editor or as a 
writer?

Milic: Unsure. I think that individuals develop their processes through experience, trial and error, taught and found 
methods, and project or career needs. These processes evolve over time, give more or less weight (effort, time) to a 
given stage. I do, however, provide clearer sketches to people who generally do not operate within the visual fields, 
like editors or business people as, quite often, they have little to no extrapolation ability and, as such, take sketches 
as entirely representative of, or interchangeable with, a final piece. 


Q: Is it often that you work with an art director involving sketch in the process? Do you find it is a common 
practice? 

Milic: No. I do not show art-directors any process work other than the ‘roughs’ I send to them for approval. I have 
not heard of other illustrators working with ADs during the early stages. I would not want their interference with my 
thought processes and style. Seldom are strong artworks created when clients get too involved at any stage; espe-
cially the early ones.


Q: Is it essential for an art director or designer to express the key points of the project using sketch? Does it 
add to the collaboration? Does it facilitate communication? Does it play a role in the creative outcome? How 
so? 

Milic: No. I prefer that they provide an overview of the specs and general expectations and then leave me to devel-
op the concepts. As described in the last question, the more that designers / art-directors (or any client) offer input, 
the worse the final piece often becomes. The sketching process is where thought is laid bare and actualized in the 
physical world. Interference with this is highly discouraged. Unfortunately, ADs have much less power and feedback 
than 20-30 years ago with editors (“word people”) forcefully taking spaces previously held by Art Directors; a change 
that has led to more literal, less expressive, and less interesting work overall. Editors, in particular, often demand 
illustrators produce their exceedingly literal interpretations of articles and ideas, leaving illustrators/designers as ‘a 
pair of hands’ to do their bidding. This, many find, is particularly insulting and demoralizing as it delegitimizes our 
creative practice and often ignores a career’s worth of experience, education, and personal development.  
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Q: How does your creative process differ in the midst of collaboration? For example, if an art director 
presents you with a rough visual sketch as a part of a brief, rather than sending a conventional written brief, 
how would this change your process?  How may an added rough sketch, with the addition of directed verbal 
cues, change the final version of your design?

Milic: I always try to ignore the sketch or concept as the suggestion is, by and largely, cliché. Through experience, I 
have learned that any AD that sends a visual sketch or images instead of a brief is not open to my ideas—they are 
demanding you do their ham-fisted idea under the guise of ‘suggesting’ a concept. Seldom have these encounters 
produced work of any worth as they are not a true collaboration. When approached by this sort of client, I will work 
to suggest an alternatives but do not become as invested as I normally do. Instead, I try to figure out how to make 
the cliché look good. This could be expressed as learning to put lipstick on a pig, as it were.


Q: Where does the sketch method fit in today's technologically filled creative process? Do you still prefer to 
use freehand sketching for your projects or turn to new technologies, like the iPad, to create the sketches? 

Milic: I always start with analogue sketching and continue while in working to generate ideas and compositional 
options. I do not find the iPad particularly different then working on my laptop / desktop setup, despite my hopes to 
the contrary. I strongly believe that sketch methods are deeply misunderstood and undervalued, as evidenced by 
the increasing resistance to analogue sketching by my students. Over the past decade of teaching, I have seen a 
marked drop in exploratory works, happy accidents, a building fear of ambiguity and overt perfectionism, and ex-
plosion of derivative work. Sketching won’t necessarily solve all of these issues, but it can opens us up to generative 
potentialities that can only be found by embracing play and its ambiguity.
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Appendix 9

BRIAN MORGAN 
| Art Director and Designer |


Question: What does the sketch method mean to you? Is it essential in your professional practice? If so, why 
is it essential?

Brian Morgan: Sketching is drawing, and drawing is thinking. I was trained as a fine artist in an age when Betty Ed-
wards’ techniques  were very influential, but also was shown older exercises (like those of George Bridgman ) by 12 13

my mother. I came to design after my formal schooling, but my first mentors were type designers, for whom drawing 
has a very precise meaning, so drawing and by extension sketching has a large number of associations to me. It’s 
how one thinks as an artist, but also a practical skill that I use again and again in my design practice; it’s also some-
thing that is simultaneously an interior visual dialogue and something that is part of a careful attending to the physi-
cal world around me; it’s also drawing with a pencil on paper and assembling a cloud of thoughts and images in my 
mind. 


To be honest, it seems that “the sketch method” might imply something to you, within the context of your thesis, 
that I don’t have access to, but for the purpose of this discussion I’m doing to take the italicized “sketch” as primary. 
But even for the purpose of analysis I find it hard to dam off sketching from drawing, and drawing from design in a 
neat crisp manner, in part because of the complexity of what drawing is, and what images are. 

Jean-Luc Nancy has a nice term for what the person drawing is looking for: the forme formatice, the self-forming 
form, or the robust idea (with form being exchangeable to a great extent with idea).  True to the tie between design 14

and dessin, though, drawing is an iterative activity,  but where this is going depends on the circumstances. It might 15

have a defined telos, or it might be groping for a form that doesn’t exist yet, and as separate as Tony Cragg’s sculp-
tures or Hilma af Klint’s paintings. 


If I’m in a life class I’m gradually narrowing in on a finished product of intense observation where the sketches are 
both exercises in looking and acts of stochastic searching for the pose/form/idea that gets me to the finished draw-
ing. If I’m at home with my sketchbook sketching does many things: sometimes I’m aimed in a similar way to a fin-
ished drawing (fig. 01), I’m tossing out many ideas in quick succession (a species of “brainstorming” I suppose; fig. 
02, fig. 03) or I’m groping for an idea that I can’t see yet, but I can trust, based on past experience, will be found. 
Sometimes, I’m working out a problem (fig. 04) or performing an analysis (fig. 05), reminding myself of an idea I need 
to follow up on (fig. 06), or explaining something to someone (fig. 07). Sketching–drawing is all of these things. If 

 Edwards, B. (1979). Drawing on the Right Side of the Brain. J. P. Tarcher/St. Martin's Press.12

 Bridgman, G. (1920). Constructive Anatomy. Bridgman Publishers.13

 Nancy, J-L. (2013). The Pleasure in Drawing. Armstrong, P. translator. Fordham University Press. Nancy makes 14

the point that most modern translations of Plato now use “idea” where previously they used “form”.

 Nelson, H.G. & Stolterman, E. (2014). The Design Way: Intentional Change in an Unpredictable World. MIT 15

Press.
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texts are slippery when you look closely at them, images take this and raise it by many orders of magnitude.  Part 16

of this is a question of how we use images,  and part of this is just a function of the amount of information con17 -
tained within an image, much of which we have to ignore or forget just to be able to function in the world. It’s just 
hard to nail an image down, much less a practice which is integrated into many others. 


In addition to the problem of where to make the cut, there are three main sets of complicating factors: the reality of 
ANT,  the reality of the tools, and the differing philosophies embedded in the making of different “things.” 
18

No one designs alone. Many hands are involved in the making of an object. I can make a series of sketches leading 
in a reasonably linear matter to a highly specific technical drawing, but it might be of something that a fabricator 
can’t make. Therefore, I have to consider much more than what appears to be on the page, and there might be pa-
rameters like the durometer of materials which I might be unaware of but which may be crucial to the success of the 
project. As Latour pointed out, getting things to happen in the world is as much a matter of convincing actors and 
networks to behave in the desired way as much — or more — than having a pure idea and running with it. The whole 
UX idea of interviewing potential users and then subjectively sifting their responses (though I’m sure some might 
bridle at this)  is an acknowledgement, if not an outright embrace of this: done completely, it is a repeated turning 19

towards the networks for guidance. The search for the robust idea (the forme formatice) is a search for something 
that has inner principles that are strong enough that, after each conversation I have with the illustrator or the pho-
tographer, the editor, or the fact-checker, the idea has improved and not been scrambled beyond utility. 


Second, the tools shape the thing one makes.  Setting a page in letterpress, particularly if there’s more than one 20

printing medium involved (even if they’re both relief, such as woodcut or lino) takes a lot of preplanning, but this 
planning tends to be about blocking off space. The less one has to make and break the type the better, so this act is 
put off until the space it’s given has been carefully calibrated. One slowly learns to make this calculation internally, 
with increasing accuracy, through trial, and lots of error. The opposite is the case with a layout generated by elec-
tronic means. Re-flow is almost instantaneous, and it has been for some 50 years, perhaps more. 

Yeah, yeah, yeah, you’re taking about sketching, right? Paper, pencil, haptics. 

I can sketch on paper all I want (fig. 08), but my layout program (Quark, InDesign) will give me the feedback I need 
much faster than I can possibly work out myself. In this sense it becomes my “better pencil”.  It also means that, if I 21

 For example, survey the ambiguities presented in: Freedberg, D. (1989). The Power of Images: Studies in the His16 -
tory and Theory of Response. Chicago University Press. Nancy, J-L. (2005). The Ground of the Image. Fordham 
University Press. Mitchell, W. J. T. (2005). What Do Pictures Want? The Lives and Loves of Images. University of 
Chicago Press. Belting, H. (2014). An Anthropology of Images: Picture, Medium, Body. Dunlap, T., tr. Princeton 
University Press. Buck-Morss, S. (1999). The Dialectics of Seeing: Walter Benjamin and the Arcades Project. MIT 
Press. Stafford, B.M. (2007). Echo objects: The Cognitive Work of Images. University of Chicago Press. Morgan, D. 
(2018). Images at Work: The Material Culture of Enchantment. Oxford University Press. I think this might account 
for the somewhat dissatisfying feeling that something is being left out of even the most sensitive and complex mod-
els of classification, viz: Saint-Martin, F. (1990). Semiotics of Visual Language. Indiana University Press. Jappy, T. 
(2013). Introduction to Peircean Visual Semiotics. Bloomsbury. In Gell, A. (1998). Art and Agency: An Anthropolog-
ical Theory. Oxford, the lens is moved outward from the object to the social ties that make and sustain it, which 
seems to work a little better, but treats the object itself as an aporia.

 Belting, H. (1994). Likeness and Presence: A History of the Image Before the Era of Art. Edmund Jephcott, tr. 17

University of Chicago Press.

 Latour, B. (2008). Reassembling the Social: An Introduction to Actor-network-theory. Oxford University Press.18

 Stickdorn, M & Schneider, J. (2011). This Is Service Design Thinking: Basics, Tools, Cases. Wiley.19

 Malafouris, L. (2013). How Things Shape the Mind: A Theory of Material Engagement. MIT Press. See also: 20

Harman, G. (2011). Tool-Being: Heidegger and the Metaphysics of Objects. Open Court.

 Baron, D. (2009). A Better Pencil. Oxford University Press.21
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can think and sketch within the tool, I can get something that’s closer to the final reality of dots plotted on aluminum 
plates, transferring ink to paper, which satisfies my inner printmaker. 


If I am designing something that doesn’t exist, such as a logo or logotype, or some 3D item like a sculpture or 
award, I must sketch (fig. 09). But “sketch” doesn’t mean just paper. When I let my mind wander using Illustrator or 
Affinity Designer I go different places than where I go with a pen and a sketchbook: the interface is not fluid, and it 
limits what can be conceived in ways large and small, but I need to “test” the sketched ideas against the rigidity of 
Béziers. This in turn creates new ideas. In this sense it’s like the difference between different types of drawing tools: 
a stick of charcoal is not a Rapidograph, and each provides you with a different set of conceptual limitations and 
opportunities (or affordances ) when you use them. The point is to use the tools available to advance the idea. 
22

As I hinted above, it’s different with layouts. I prefer to sketch when I’m communicating a visual idea to someone, an 
editor, a photographer, or a non-editorial client (fig 10, 11). If there’s a cover shoot in a studio, where things are more 
controllable, a sketch can be specific enough (and general enough) that it will help secure an okay from my editors, 
and then communicate to the photographer, but also not fence the photographer in too much. It’s an easy way to 
communicate, it can be done as part of a conversation, and again it’s always “just a sketch.” This sketchy space 
allows for the visual piece to be discussed as a conceptual idea with people who both can’t hold it in their mind vi-
sually, and people, like the photographer, who can. It’s treated as a thing that has not yet happened, which creates 
space where it then be assembled on its own merits, using its own evolving internal, iterative logic, with the sketch 
forming that nugget or seed crystal for the robust idea to grow from. Sketches also avoid the trap where the client 
falls in love with the stock shot and wants it reproduced. The commission can more easily become itself.


Sketching in this manner, however, can a lot of time, not in the making, but in the scanning and the file preparation, 
and sadly that time can’t always be found. I handled around 950 editorial pages this past year, so not every page 
could receive the full treatment. But it didn’t mean that I didn’t put pen to paper, or that I didn’t sketch. What I did 
with my pen was mainly to write lists, or to take notes. Sketching in this manner, too, makes assumptions that I can 
create, or have someone create, the thing I drew. If I am doing photo research, which I do a lot, I cannot pre-judge 
what will I find, or that, once I’ve found it, that permissions will be forthcoming. The National Gallery of Canada or 
Library and Archives Canada might just stop answering their emails. Likewise, a photojournalist cannot be sent into 
the field with a sketch: have to consider with my photo editor or by myself what the photographer can do, based on 
past work, and edit what comes back. It is best to give an illustrator a verbal or written brief, as the less experienced 
may ape the idea in the sketch, and the more experienced may feel limited by it. In these cases, one is employing 
the illustrator for their conceptual as well as artistic skills, and one has to make room for those to flourish. The joy of 
editorial work is being surprised by what others think: I don’t want more of the same or, worse, only what I thought, 
to be on the page. 


So, in these cases, what are my “sketches”? The directory of the results of image research, or a moodboard of illus-
trators or photographers, or examples of a visual creator’s past work in a layout? I would also say yes, in the sense 
of thinking about and slowly forming the idea, the robust idea, that will make the layout work.

Last, if I am designing a layout, I find that there is such a gap between what I can think and what turns out in the end 
that my techniques of visualization are different, and these are shared between my head and InDesign. If I commit 
ideas to paper, it’s really just to help me remember the seeds of ideas I might have had. Take type as an example: 
each face has such a different feel and texture that there’s no way to represent that a pencil sketch. Will the face feel 
spiky or soft when set? Will there be too much sparkle on the page? What will leading do? What happens when I 
mess with the H&Js? Sometimes all I have in my mind for a book or a magazine are two typefaces: I need to be able 
to test their interaction to see if what I was thinking of is possible. I can only do this in a non-pencil-and-paper envi-
ronment.


 Gibson, J.J. (2015/1979) The Ecological Approach to Vision. Psychology Press.22
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In this it’s more like printmaking: you etch the plate and then roll with what happens next. Do you re-etch? Scrape 
an area away? The best route seems to be to let the final medium be the sketch, and to iterate from that, gradually 
getting towards the junction between what you want, what the medium will allow, and what the content wants you to 
do.  


These two different approaches — one for a logo, and another for an editorial product, or one for a photo shoot and 
one for reportage — is a product of that third set of complicating factors, namely the different philosophies embed-
ded in each of these. 

The design of something completely new is never easy: innovation requires a great deal of effort. One can charge for 
all this effort to get the space and time to work to find the new — and for an identity system people appear to still be 
prepared to pay for this — or one can take existing models and slowly iterate on them, changing their components 
in response to changing needs. This latter is the editorial approach. The parameters become norms in with people 
play, like a tennis court. You, as the designer, can change the rules little by little — for example Maisonneuve i69 
looks different from i74. And within this court you draw each game will be different: the players will wear different 
clothes, will argue or be civil, one will cream the other, or the players will be well matched, and the game will be ex-
citing.


How then are these rules sketched? The complexity of the operation of making and altering rules, and the speed 
with which it sometimes must be executed, precludes sketching in the traditional sense. But I think the notes I make 
in my book, the flat plans I draw on, the abandoned InDesign layouts, are all sketches, in that they are part of the 
continuum of thinking about creating.


Q: If you use the sketch as a regular practice in your creative process, do you feel like you developed a 
unique step-by-step procedure, which involves the gradual refinement of it from the doodle to the final illus-
tration? Describe your experience using the sketch method.

Morgan: Each time I sketch, particularly when I sketch a logo, one thumbnail will give on to another in a fluid way. 
It’s not terribly systematic at this point, a process of winnowing comes later.


Q: 1) What are the key qualities of the sketch method? 2) Please choose one and elaborate on why?

Morgan: Sketching on paper is very flexible, but it also can be hazy. This hazy quality is good when you want to 
create a region of potentialities around the thing you’d like to emerge, like a photo shoot (above), so that image can 
assemble itself on its own terms (as much as that’s possible), but not so good if there are many incompatible things 
emerging at once, or where one is manipulating things where the fine-grained texture is important to manage, or 
where the problems are multi-dimensional and difficult to represent.

What is good about sketching on paper is its ease: if precision doesn’t matter it can be very fast to get some ideas 
down on paper, and to some extent, to develop them until they fail or grow wings. But, as noted above, it’s one 
component in a larger process.


Q: Does the sketch method's experience change when you interact with it, as an art director, as a designer, 
or as an illustrator? 

Morgan: In each of these cases sketching is performing different work. As an AD it’s primarily a medium of commu-
nication (or brainstorming). In illustration sketching is directly tied to the final medium, so it’s like an under-painting, 
where you work up from the washy ochre or charcoal lines stepwise towards a rendered piece. As a designer 
sketching is riffing and testing — and note-taking — as I’ve pointed out above, it’s hard to restrain the “sketch” to 
just a paper interaction. Each of these are related, of course, but they are as different as a haiku by Basho and an 
essay by Montaigne: both are assembled with words, but where they start and where they end is different.


Q: Is it often that you work with an art director involving sketch in the process? Do you find it is a common 
practice? 
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Morgan: Yes, in fact it’s essential: an illustrator’s sketches allow you to discuss and choose between their ideas, let 
you see that the piece they’re producing as they’re producing it, and check its mechanical specs before the process 
has become too far advanced. But I would also never dream of making a sketch for an illustrator at the start of a 
process, because I find it can shut down potential ideas and solutions the illustrator might have. You want the illus-
trator to come to the situation with their own ideas as much as possible: telling them what to do off the top will end 
badly. With a photographer it’s different: a sketch is not a threat, and it won’t give them a model to ape, because if 
the indexicality of the photograph. In some ways it can help, as the photographer can see the page and think about 
the composition, or about what might be needed in terms of a set.


Q: Is it essential for an art director or designer to express the key points of the project using sketch? Does it 
add to the collaboration? Does it facilitate communication? Does it play a role in the creative outcome? How 
so?

Morgan: It depends entirely on the situation, which is the foundation of my objections to the thesis here. I feel that 
you’re railroading me into a response along the lines of, “why yes, of course.” The question presumes that simple 
formulation, but in this case no and yes are equally valid answers, and they are usually superimposed on each other. 
As I’ve discussed above, for a highly controlled studio shoot it can be helpful, but I would never send a sketch to an 
illustrator. For communication with editors it can be very helpful: no one would misinterpret a sketch as the final art, 
and this allows for enough wiggle room that the needs of the creator, the editors, and the publication can be negoti-
ated (hopefully) to everyone’s benefit. (In a sense this is like pitching in business: I have long suspected that one of 
the benefits of business speak is to provide a space where the creative and unexpected can happen.) The opposite 
is true of an illustrator: the illustrator must sketch their ideas. And lastly, as noted above, with photo research it’s 
impossible to pre-determine an outcome. You just have to be flexible and work with what you have. 


Q: Do you usually include sketches when initiating the first contact with the illustrator, or are you just send-
ing you a written brief and perhaps giving some verbal cues of the project's direction? Is there any other time 
the sketch used for communication? Do you comment on the sketches?

Morgan: As noted above, I try not to. A sketch from me to an illustrator is a break-glass attempt to fix a bad situa-
tion. If the illustrator isn’t getting it, it’s best to pay them a kill fee and find someone new. It’s ideal to match the per-
son and the content in such a way that they won’t face plant. I think this is a better use of resources — money, time, 
creativity — in the end. My briefs are entirely written, and depending on the publication, consist of a size, a timeline, 
a list of things to avoid, sometimes an initial very concise concept, and a draft of the piece. I may also include a PDF 
showing measurements, if the space is complex. As for sketches that come back from the illustrator, I’ll place only 
the ones I think work into a draft layout, and I show these to my editors. I try as much as possible to avoid letting the 
editors smorgasbord the sketches: a little of A with a little of C and D will just lead to a Frankenstein that will look 
awful. The enthusiasm and commitment of the illustrator to the process is key, and so maintaining as much agency 
for them, and shielding them from editorial distrust (or the tendency to treat them like an editor’s wrist) is extremely 
important. 

Q: Is there any other time the sketch used for communication? Do you comment on the sketches sent to 
you? And what way as an adjusted sketch or written comments?

Morgan: Sometimes I’ll draw on a photo to communicate with the people doing the post-production, but that’s 
about it.


Q: Where does the sketch method fit in today's technologically filled creative process? Do you still prefer to 
use freehand sketching for your projects or turn to new technologies, like the iPad, to create the sketches? 

Morgan: When has the creative process not been technological? This formulation takes an extremely narrow view of 
technology: it isn’t identical with silicon devices and the algorithms that run on them. Technology is what humans 
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make to allow them to do things in the world: Innis and McLuhan are both helpful here.  The shift to pigments pre-23

ground in linseed oil and sold in lead tubes was a technological one, and it allowed Turner’s work to go different 
places than Titian’s. And even if we are willing to say technology = silicon, my entire working life has taken place 
within the envelope of layout programs running on personal computers. In Tibor Kalman: Perverse Optimist Emily 
Oberman, one of the studio’s designer mentions that they used a particular lettering option for a Laurie Anderson 
CD cover because they had just bought a copy of Adobe Illustrator and putting type on curves was suddenly easy 
to do.  This was in 1989, when I was a sophomore at RISD. And in 1989 the layout environment would be familiar to 24

a designer today, as they were using Quark at this time, too, although the hardware was much slower. I bought my 
first computer, my first font, and my first copy of QuarkXPress in 1993. 


On the electronic side I have a Cintiq attached to my laptop which I have found helpful for sketching, but even 
though it has a “pen” its effect is different entirely from working on paper. On the computer, I can zoom in as far as I 
want. I can delete anything, segregate anything, turn layers on and off. It also feels like the computer is waiting for 
me like some disciplined servant, tray in hand, and this feels somewhat disconcerting. 


On paper I can test some types of operation much more quickly, but as I’ve noted above, my pencil is useless for 
other design actions. But even here these are generalizations: recently I had to replace my laptop, but before I could 
I had to shift more of my thinking to paper, and plan to use my ailing MacBook carefully. Just like it was 1993 again. 
Or as another example, when I sketch with a ruler and an erasing shield, I will draw differently than I would if I was 
not using those tools. 


Illustrator, InDesign, and my sketchbook are all tools for thinking for arriving at the self-formulating, robust idea, and 
I shuttle frequently between them, depending on the type of job I’m doing. I use then slightly differently each time: in 
my sketchbook I will sometimes work a concept up to the point where it could be digitized directly, and sometimes I 
just draw a triangle as a note to myself, trusting that I will know what I mean in the future. In this my notebooks and 
my MacBook are part of a technological gradient, much as a chisel and a planer might be in a woodshop: I do dif-
ferent things with them, and I expect different things from them, and the nature of the surprises and frustrations I get 
from working with them are different. Separating them creates an artificial distinction, a distinction that is the prod-
uct of a poorly calibrated model and not one that is entirely helpful in everyday practice. Of course, what I think and 
do is changed by the tools I use, but I’m fortunate to live at a moment when I have many different tools to use. If I 
was working on a layout in 1979 I might be using blue-printed boards and a waxer to place type I had set by a pho-
totype service. In that case my “sketch” and the final bluelines would tend to resemble each other quite closely, but 
the effort involved in re-ordering type would change my calculations: like an early silent film, I’d have to do more 
preparation (to rehearse more) to avoid waste. The role of the “physical” and “electronic” forks in my toolbox in my 
work is knitted into the whole in such a way that the paper sketch, my notes, and the electronic files that precede 
the final cannot be pulled from each other without a certain violence. 


 Innis, H.A. (2007/1950). Empire and Communications. Dundurn Press. McLuhan, M. (2011/1962). The Guten23 -
berg Galaxy. University of Toronto Press. 

 Kalman, T. (1998). Tibor Kalman: Perverse Optimist. Peter Hall and Michael Beruit, eds. Princeton Architectural 24

Press. 118. 
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Appendix 10

DREW NELLES 
| Editor and Writer |


Question: Would you agree with me that the sketch method is a concept that extends beyond formal creative 
practice and into such fields as writing, dance, film, performance and even comedy? 

Drew Nelles: Yes, I would. 

Q: What does the sketch method mean to you? Is it essential in your professional practice? If so, why is it 
essential?

Nelles: Yes. When I begin to write something, I often create an outline in advance, which perhaps is similar to a 
sketch. A rough first draft of a story or an article could, to some extent, also be considered similar to a sketch. 


I use it to shape story structure and create rough drafts. 

Q: 1) What are the key qualities of the sketch method? 2) Please choose one and elaborate on why?

Nelles: I’m not sure. I suppose I would say the essential qualities of the sketch method are its roughness, its 
ephemerality, its spontaneity, and its changeability. 


Q: Does the sketch method facilitate creative communication between creatives? How so?

Nelles: I would say so. I think the sketch method, as I understand it, allows for the quick and efficient exchange of 
rough ideas and early drafts between creatives who might be working in different media. For example, an editor can 
send an early draft of an article to a designer, and then designer can then develop an early sketch of potential art to 
accompany the article.  

Q: Would you say that sketch influences the outcome? In what way?

Nelles: I would say sketches influence the final outcome of an illustration, yes, since they provide a helpful roadmap 
for the designer. 

Q: Drew, the two of us enjoyed successful and engaging collaboration on many Maisonneuve magazine is-
sues. As you might recall, we had extensive back and forth during each case regarding cover design, photo-
shoots and illustrations. From your perspective, what was it like to see first ideation sketches for the story 
you picked or were editing at the time? Were the developing visual ideas influencing the way you were shap-
ing the final text? And what was it like to see rough sketch ideas for the cover? Was the outcome close/or 
not close to the sketched ideas?

Nelles: It was very helpful to see first ideation sketches, since it allowed us to plan for a variety of visual elements in 
each issue. I don’t think they influenced the way I was shaping the final text, though, since it was important for the 
stories to exist independently as standalone pieces. The cover was probably the most important real estate in the 
issue, and so it was extremely important to see rough sketch ideas for the cover, since it allowed us to have exten-
sive back-and-forth before the final version was produced. I would say there was a broad range of outcomes, some 
of which remained close to the original ideas and some of which went in their own directions. 

Q: Did the style and the hand-drawn elements were essential in translating the emotional, intellectual quality 
about the subject matter and the story?
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Nelles: That’s hard to say, since not all stories were accompanied by something hand-drawn; we often used pho-
tographs or other art forms to accompany stories. 

Q: Where does the sketch method fit in today's technologically filled creative process? Do you still prefer to 
use freehand sketching for your projects or turn to new technologies, like the iPad, to create the sketches?

Nelles: I would say the sketch method is still extremely important, since there will always be a need for early drafts 
and rough ideas. That’s not going away, even with technological advancement.
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Appendix 11

SUHARU OGAWA 
| Illustrator |


Question: What does the sketch method mean to you? Is it essential in your professional practice? If so, why 
is it essential? 

Suharu Ogawa: To me, every project starts with sketches and visual mind mapping. I think aloud on a sheet of pa-
per with a pencil. For me, it’s an important process to organize my thoughts. I prefer using a pen/pencil at this stage 
so that I can be as spontaneous as possible. I think it’s important to try drawing out as much possibilities as I can at 
the beginning stage. 


Q: If you use the sketch as a regular practice in your creative process, do you feel like you developed a 
unique step-by-step procedure, which involves the gradual refinement of it from the doodle to the final illus-
tration? Describe your experience using the sketch method.

Ogawa: Yes I do. I have never completed any projects without sketch process involvement. One thing that works for 
me is to use sheets of loose paper instead of using a sketchbook. I like the idea of being able to see every step of 
my creative process. Having to flip through pages unfortunately never worked for me. I usually have all my process 
on separate sheet of paper laid on a desk so I can see them all. I think that’s also the reason I don’t sketch on an 
iPad. I’m not a fan of having to zoom out/in or scroll from side to side to see multiple images on a 15 inch screen. 
I’m also ambidextrous, so I’m often writing some idea with my right hand and almost simultaneously drawing with 
my left hands, which is not easy to do with my iPad. The first stage is pretty much writing down keys words/phrases 
and to see if I can draw it out. I’m not at all concerned with how it looks or whether it visually makes sense at this 
point. While I draw, I sometimes can see other visual solutions by surprise, which I really enjoy. Once I have three or 
four ideas that seem to work with the story, I then tweak. 


I don’t think I have established a definitive step-by-step, but when I receive the brief and read it for a few times, I 
take notes – mostly summarizing the draft with simple words/phrases and putting down some key words. I might 
make simple drawings based on those key phrases without worrying about the composition or how well its drawn. 
I’m mostly focusing on how I can summarize the text visually in different way. I think this is where I need to see all 
my thoughts on a surface all at once so that I can see all my mind-map all at once. Once I come up with the ideas I 
like, then I refine the sketches and think more about compositions.


Q: What are the key qualities of the sketch method? Please choose one and elaborate on why?


Ogawa: What I find the most appealing about hand-drawn sketch is its spontaneity and accessibility. To me, it’s an 
extension of my speech or thought. I often do much of my brainstorming while I walk, so it’s nice to just take out my 
pencil and paper to jot down my sketch/idea on the go. I also like how impermanent they are. I can easily draw over, 
cross it out and draw again next to it, etc. I have a friend who is a glass artist, and it’s fascinating to see her sketch 
ideas of her work. The drawing is so loose, and they do not resemble her actual glass pieces, but it perfectly makes 
sense to her.


Q: The first illustration we collaborated on together for Maisonneuve, was “Collective Independents,” (Issue 
54, Winter 2015). Subsequently, there were more to come. Each time I would send you a roughly sketched 
idea, accompanied by the article text and some editorial notes. Could you please describe what it was like to 
receive the roughly sketched ideas?

Ogawa: It was a unique experience since it doesn’t happen quite often when I see an art director’s sketches. I think 
it’s just a different collaborative process. It was as if we were playing catch ball, tossing and bouncing off ideas be-
tween us.


Q: Is it often that you work with an art director involving sketch in the process? Do you find it is a common 
practice?  
Ogawa: I don’t think it’s a common practice (from my experience). Sometimes, they write their ideas but I rarely see 
their sketches. 
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Appendix 12

FINN O’HARA 
| Director and Photographer | 

Question: What does the sketch method mean to you? Is it essential in your professional practice? If so, why 
is it essential?

Finn O’Hara: A sketch method to me would mean the process of taking what is in one’s minds eye, and attempting 
to transmit that thought to other invested parties. It’s an integral part to my practice, as I am asked to take an idea 
that is written down and essentially make visual version of it. Sketching allows me to get the initial part of that con-
versation started so that I don’t waste time (which the process is always short of).


Q: If you use the sketch as a regular practice in your creative process, do you feel like you developed a 
unique step-by-step procedure, which involves the gradual refinement of it from the doodle to the final illus-
tration? Describe your experience using the sketch method.

O’Hara: Sketching has been a regular practice for me for sure. By letting out the ideas that are bouncing around in 
my head, I can get a better 3 dimensional idea of what it is I’m looking to capture.


It (process) is not terribly elaborate, but I get the brief, I start on a visual search first that helps set the tone of what I 
need to gear my mind towards. Then I give myself time before I need to start writing and sketching, to allow ideas to 
pop up. I don’t know how to describe it, but my best ideas come in the shower, mowing my lawn, or doing dishes.

Once that idea grabs hold, I used a larder Moleskin and begin to write and sketch, allowing good and bad ideas to 
fall out of my head. Once they’re down on paper, better ideas begin to form, and I can the start to write my treat-
ment and find visual assets to support elements such as tone and look, lensing and locations.


Q: Is it often that you work with an art director involving sketch in the process? Do you find it is a common 
practice?

O’Hara: Not a common practice in my experience.


Q: You and I collaborated on quite a few photographic projects for Maisonneuve magazine, among them "Is 
Egg Donation Dangerous?"; the contemplating "The Third Solitude,"; and the very tragic "Life Sentence." All 
of them are incredibly well-thought-of narratives of human struggle and strength. In my opinion, they are a 
work of art—very personal, touching and evoking. All of the mentioned stories were preceded by numerous 
sketches, especially "Life Sentence" and "The Third Solitude." What were your first impressions when you 
saw the sketches, as a photographer and as an art director yourself? Did my visual externalization of the in-
ternal thoughts aided in communicating my ideas and perhaps prompted your understanding and interpreta-
tion?

O’Hara: Absolutely. When an art director has not only given thought to how to visually explore an idea, but put pen 
to paper to show their thoughts, it engages me and inspires my line of thinking. Quite often art directors just scan 
the internet and pull images to illustrate their thoughts. I find this practice lazy and unimaginative. 


Q (continued): My visions for these stories were particular; mood, tone and elements. For example, I do not 
know if you remember, but the person in the chair for the "Life Sentence" was reclining back, keeping the 
balance on only back legs. We discussed with you many details, and because we were lucky to use the real 
cancer survivors, we made it more straightforward and, as such, more powerful. Do you feel the outcome 
would have been entirely different if I did not have those rough ideas to share with you?

O’Hara: I absolutely remember that story. In fact, one of our survivors and I touch base once in a while. We really 
connected that day.
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Yes, it would have been entirely different for sure. On other shoots, I’ve been given much much more vague requests 
from editors and, in my opinion, the results were not great. Rough ideas, as rudimentary as they may be, are some-
thing more supportive for visual artists than some lines of direction in an email.


Q: Is it essential for an art director or designer to express the key points of the project using sketch? Does it 
add to the collaboration? Does it facilitate communication? Does it play a role in the creative outcome? How 
so?

O’Hara: I think is is essential because the relationship between art director and photographer is based on trust. The 
first outreach through sketch demonstrates the base of trust from the art director who is commissioning the work 
and in the end, in control of the creative outcome.


Q: How does your creative process differ in the midst of collaboration? For example, if an art director 
presents you with a rough visual sketch as a part of a brief, rather than sending a conventional written brief, 
how would this change your process?  How may an added rough sketch, with the addition of directed verbal 
cues, change the final version of your design?

O’Hara: I think I answered this in part above.


Q: Are the style and the hand-drawn elements essential in translating the emotional, intellectual quality about 
the subject matter and the story?

O’Hara: No, but I wish I was a better illustrator to be able to do so!


Q: Where does the sketch method fit in today's technologically filled creative process? Do you still prefer to 
use freehand sketching for your projects or turn to new technologies, like the iPad, to create the sketches? 

O’Hara: No, I stay with a stable of Moleskins for that part of the process. There are too many distractions on tech 
devices to make them centres of creative thought.
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Appendix 13

DANIEL VIOLA 
| Editor and Writer |


Question: Would you agree with me that the sketch method is a concept that extends beyond formal creative 
practice and into such fields as writing, dance, film, performance and even comedy? What does the sketch 
method mean to you? Is it essential in your professional practice?

Daniel Viola: I would say that a comparable function to sketching can be useful across mediums. Personally, I use a 
comparable function to sketching when writing a story. After conducting research and completing interviews, I gath-
er all of the information together in one place, and then start loosely grouping ideas together, either through a word 
processor, or by printing out the pages and cutting out chunks of the text. I use these snippets to group like 
thoughts and assemble a rough outline of a draft. 


It helps me conceive of what shape a story can go in. It helps me nail down the big themes that I am working with, 
and map out a proper way to introduce and explore the ideas found within a story


Q: If you use the sketch as a regular practice in your creative process, do you feel like you developed a 
unique step-by-step procedure, which involves the gradual refinement of it from the doodle to the final illus-
tration? Describe your experience using the sketch method. 

Viola: Not while editing, but I do when writing. I often plan rough maps of the shape that a story can take, and out-
line how ideas can be developed over the course of a story, which is a process I think of as akin to sketching.

 


Q: What are the key qualities of the sketch method? Please choose one and elaborate on why? 

Viola: My sketching focuses on identifying major ideas and themes, and seeing what sources I have that feed into 
those themes. Sketching means sorting through the material I have and thinking through options for what the story 
can be, the potentials paths that a story can take. The goal is to attempt to identify the strongest ideas and con-
cepts that I have to work with, and see if they can sustain the project. 


Q: Does the sketch method facilitate creative communication between creatives? How so? 

Viola: By working with basic premises/ideas, showing sketches to others can be a way of checking whether an idea 
is actually strong enough to sustain scrutiny. If another individual has difficult discerning the point or ideas at play in 
such a basic form, I find that it’s often a sign that the idea isn’t yet fully developed—the creator hasn’t refined the 
idea enough to properly explain it to an audience.

 

Q: The two of us enjoyed successful and engaging collaboration on several Maisonneuve magazine issues. If 
I may jog your memory back to two specific cover designs, I remember, had significant back and forth: "TV 
We Hate" and "Sexism on the Festival Circuit." Both, as you may recall, went through a few circles of ap-
provals. At first, we had doodles, then more formulated concept sketches and finally, "Final" sketches for 
photographers. Could you please describe what it is like, for an editor to see first brainstorm ideas in the 
form of elemental doodles? How different is that initial experience from the experience of seeing more de-
tailed and formulated concept sketches?

Viola: I find that working through stages of sketches is a way of tempering ideas, and ultimately seeing whether 
ideas are strong enough to stand up to repeated questions or disagreements. For example, during “Sexism on the 
Festival Circuit,” I believe there were certain sketches (and possibly even making it to the photo stage) that treated 
microphones as phallic symbols. I remember being skeptical, and noting my skepticism, but by thinking about why I 
had certain reactions, it ultimately helped lead us to toward what we wanted for the cover (and feature 
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photographs). In sketches, I find that working out my thoughts on why I didn’t like something—best done at the 
sketch stage—is a good way to lead me towards understanding what I like about other ideas.“


Q: How important is  the sketch method in editorial and communication design practices? Are the words 
enough to describe the concept or visual interpretation formulates more coherently and creatively while 
opening the dialogue for outside contribution? 

Viola: It depends on the project. When writing, or editing specific stories, I personally haven’t worked with visual 
sketches. But when working on visual essays with art directors, or covers, or editorial packages, sketches can help 
set a mood for other collaborators. They can help build a shared idea of tone or mood that can speak across experi-
ences in a way that text alone cannot.


Q: While during creative discussions, did the visual format of the sketch presentation allowed you to feel like 
a critique or as a contributor and collaborator? 

Viola: I find that sketches make me feel more collaborator than critic. You are working with ideas behind the art, not 
critiquing the art itself.


Q: Was the development of visual ideas influencing the way you were shaping the "Final text"? And what was 
it like to see rough sketch ideas for the cover? Was the outcome close/or not close to the sketched ideas? 

Daniel: I don’t think that sketches influenced how I shaped the final text of the story itself. But I’d say that sketches 
help set a mood or tone, especially when it comes to writing associated display (heads and decks). 

 
I found that, when working at Maisonneuve, the final art usually was in line with the chosen sketches, especially 
thematically. The aesthetics often differed in the final art, dependent upon the chosen artist or photographer, but the 
ideas carried over from the sketch stage. 


Q: Were the style and the hand-drawn elements essential in translating the emotional, intellectual quality 
about the subject matter and the story? 

Daniel: In theory I can see how sketching can be done digitally instead of by hand—I don’t know if the hand-drawn 
aspects are essential. But I think drawing by hand is accessible, and it could lead toward quicker reactions, helping 
to capture the imprint of the text that the sketches are based on.


Q: Where does the sketch method fit in today's technologically filled creative process? Do you still prefer to 
use freehand sketching for your projects or turn to new technologies, like the iPad, to create the sketches? 

Daniel: I’d think that sketches are still as relevant as ever. When trying to pinpoint ideas, I find it best to work fast 
and quick—which are the strengths of sketching by hand—and see what ideas that come from the process stick 
with me long after.
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Appendix 14

JILLIAN TAMAKI 
|Illustrator and Cartoonist|


Question: What does the sketch method mean to you? Is it essential in your professional practice? If so, why 
is it essential?

Jillian Tamaki: I think of sketching as visual note taking, dirty work, working out thought-process tangibly. It is es-
sential but I don't delineate between hand-drawn and digitally drawn. Both can achieve the end goal(s).


Q: If you use the sketch as a regular practice in your creative process, do you feel like you developed a 
unique step-by-step procedure, which involves the gradual refinement of it from the doodle to the final illus-
tration? Describe your experience using the sketch method.

Tamaki: The majority of images that I create start with sketches—whether a single illustration or a graphic novel. 


The process can vary but typically I start with thumbnails. I try to make sure the image works at this tiny scale. From 
there I will blow up that thumbnail and draw the finish—or do a series of construction drawings over-top the thumb-
nail to work out the drawing further in stages.


Q: What are the key qualities of the sketch method? Please choose one and elaborate on why?

Tamaki: I can only speak for myself. I'm a firm believer in “there is no right or wrong way”. I think there is a degree of 
“quantity” while sketching—I’m often throwing a lot of spaghetti at the wall during this sketch phase to see what is 
working and not working. You can only know for sure once the you try it out on paper. Sketching is thinking-in-
progress.


I would also reiterate that I believe design is the key thing I'm trying to figure out with sketches - the balance of the 
elements and the way the image is interacting with the picture plane. 


Q: Does the sketch method's experience change when you interact with it, as a publisher, as an editor or as a 
writer?

Tamaki: Yes, you have to adapt the process to the project and image. I don't think I've worked on two books that 
demanded the exact same process. 


Q: Is it often that you work with an art director involving sketch in the process? Do you find it is a common 
practice?

Tamaki: Yes. It's the standard illustration practice - in both editorial and publishing. I typically do not show them 
thumbs though—I bring them up to a more finished/legible place. 


Q: Is it essential for an art director or designer to express the key points of the project using sketch? Does it 
add to the collaboration? Does it facilitate communication? Does it play a role in the creative outcome? How 
so?

Tamaki: I absolutely hate when Art Directors give me sketches. It feels invasive and overreaching. My thought 
process is as unique to me as my ability to execute a finish. It's actually the most unique thing about me and is what 
people are hiring me for. 


Q: How does your creative process differ in the midst of collaboration? For example, if an art director 
presents you with a rough visual sketch as a part of a brief, rather than sending a conventional written brief, 
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how would this change your process?  How may an added rough sketch, with the addition of directed verbal 
cues, change the final version of your design?

Tamaki: I only want verbal discussion. I would seriously consider walking away from a job if someone gave me vis-
ual sketches. A good collaborator is willing to be surprised and engage in a sense of play/give-and-take. 


Q: Where does the sketch method fit in today's technologically filled creative process? Do you still prefer to 
use freehand sketching for your projects or turn to new technologies, like the iPad, to create the sketches?

Tamaki: I think similar things can be accomplished between hand drawing and digital drawing. I don't place any 
value of one over the other. I do both, depending on my mood, the tools available. 


Benefits to digital drawing:

-Ctrl+Z, copy and paste, ability to change tone and colour, etc—can be faster and easier.

-easier to send to AD (Art Director), revise, etc.


Drawbacks to digital drawing:

-Ctrl+Z—too easy to erase. Can strip out some of the roughness (humanity) out of drawings

-No originals to sell or display

-Zoom. Zooming in too much can create false impressions of scale. Overly detailed drawings for intended final use. 


Benefits to hand-drawing:

-I still think it's more convenient, in some cases, to draw by hand—notes in a book are much easier to keep track of 
than hundreds of photoshop/procreate files. 

-No Ctrl+Z—hard to explain but there is some benefit to "flying without a safety net"

-potential for mark making to influence the final piece


Drawbacks to hand-drawing:

-scanning/physical storage

-it can feel more laborious. To change an element is a bigger commitment. No option but to erase or start over.
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Appendix 15

DEREK WEBSTER 
| Publisher, Editor, Writer and Poet |


Question: What does the sketch method mean to you? Is it essential in your professional practice? If so, why 
is it essential?

Derek Webster: Sketching is essential to my practice. When I’m drawing, I call it a sketch. When I am writing I call it 
a draft. In both cases I consider them representations of ideas with the potential for development into larger scale 
products, whether these are magazine covers, illustrations, future photoshoots, or (in writing form) short stories, 
essays, or poems.


Much like organic processes of growth in the natural world, creative ideas start with seeds that later turn into grand 
projects. You cannot achieve a grand final result without taking the necessary smaller steps to get there. As a versa-
tile, collaborative form, the sketch allows the artist to plant seeds. Some of these die, some sleep (ie, lie dormant 
maybe for years), and some grow. The ones that grow have the potential to develop into significant artworks.


Q: If you use the sketch as a regular practice in your creative process, do you feel like you developed a 
unique step-by-step procedure, which involves the gradual refinement of it from the doodle to the final illus-
tration? Describe your experience using the sketch method.

Webster: As a writer and editor, most of my sketch-related activity comes in literary form, as versions or drafts of 
individual poems and essays. In this sense, the sketch is the most essential part of my activity. Each artwork that I 
create has its own folder, within which individual drafts or sketches are organized by date. This allows me to see, at 
a glance, how an idea is progressing.


At the outset of an artwork, I create a series of notes, phrases, doodles, verbal representations of sounds, and visual 
ideas—almost always by hand, on paper, in a notebook or daybook. There is no pressure at this time. I am creating 
sounds phrases and images. I am just playing around. Adding a moral aspect to this play injects a quality of seri-
ousness to a developing project, but this serious layer is still based upon a foundation of whimsicality. 


In my experience, I create things whimsically, and reexamine them later with a serious eye. This second look applies 
small, intuitive, analytical tests to phrases, images and ideas, weighing them for their ability to communicate an idea 
and their potential strengths and weaknesses in larger interpretive public forums.


Determining what ideas to develop from the sketch stage into larger projects is, however, entirely based upon what 
the sketch itself suggests. In this sense, I do not feel that I am choosing ideas to develop so much as recognizing 
the pre-existing potential within manifested ideas. This is the benefit of returning to one’s own sketches with fresh 
eyes. As an artist, one must develop the poise to stay mentally balanced, half within the original creative moment 
itself and half within the analytical moment, separated by time. 


As sketches or drafts develop, I add new creative elements, sometimes from parallel drafts, and continue to assess 
the value and purpose of the original elements. The final artwork can have a lot of similarity to the original idea. But 
many times it is so different from the original as to be unrecognizable. This is the value of a sketch: one can wander 
through the maze of one’s own creativity, like Ariadne with her golden thread, and feel confident that dead-ends and 
missed steps can be retraced if necessary... or incorporated into a wholly new idea. 


Q: What are the key qualities of the sketch method? Please choose one and elaborate on why?
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Webster: Most of what I say about the sketch is based upon my own experience as an artist. However, as an editor 
of magazine articles, literary artworks, and other types of writing and magazine production, I have some experience 
of how other people approach these questions of the sketch and the development of ideas.


In my observation, successful artists seem to be those who carry around a sketchpad, notebook, or some other 
form of recording device. Whatever can help them develop their ideas at a later point. This allows them to be relaxed 
by vigilant in the moment, confident that when an artistic idea strikes, or something occurs in the world around 
them, they will be ready and able to record it for later assessment and development. There is clearly something es-
sential to acting artistically in the moment when an idea strikes. Some “raw” representation of an emotion or an idea 
needs to be recorded right there and then, in that moment, or it becomes unretrievable.


Some people call this rawness authenticity, some call it Geist or spirit, some call it duende. Whatever the word, this 
primal artistic impulse has clearly been around since human beings have been creating art. Writers, thinkers and 
artists have been commenting upon it since the onset of written records: Sophocles discusses the motivating spirit 
of art in Plato‘s dialogues, for example, as a “demon” that possesses the artist. Some element of possession or 
“otherness” seems to be present in the generating moment of most creative work. But art is not simply creating 
something, in the moment, and pushing it into the world to achieve a predictable response. Art requires both the 
immediate moment of creation (the sketch) and that moment recollected in tranquility. When these two aspects 
combine, the artwork is usually more durable. For the sketch, the addition of time as an artistic element, gives it the 
capacity to become collaborative.


Young artists tend to valorize the raw creative moment over later analytical stages of creating for the simple and 
entirely understandable reason that they have not yet developed an ability to manage the later stages successfully. 
Developing sketches into finished products requires great expertise—and developing the reliability to do this collab-
oratively require years of practice. So younger artists tend to focus on what they do know, all the while still uncon-
sciously developing the poise and patience required to grow ideas through the necessary stages of sketching and 
early composition into final finished artworks.


There is value at all these stages. Art history is full of examples of “finished” work that in fact show art at all stages 
of production.


Q: The two of us enjoyed successful and engaging collaboration on several Maisonneuve magazine issues. 
The “Controversy” cover (Issue 23, Spring 2007), which started as numerous sketched ideas, finally ended up 
as a photograph by the Sanchez brothers. Then there were “Always Read the Fine Print” (Issue 35, Spring 
2010) and “Screw the Boarder” (Issue 34, Winter 2009) covers and multiple illustrations. Could you please 
describe what it is like, for a publisher/editor to see first brainstorm ideas in the form of elemental doodles? 
How different is that initial experience from the experience of seeing more detailed and formulated concept 
sketches?

Webster: As an editor, working with an art director to produce magazine illustrations, photo shoots, and cover art, 
one quickly recognizes the need to develop trust in the artists presenting sketches of prospective work for approval. 
Someone else will be doing the work, and someone else will be developing an idea that is mostly theirs into finished 
cover art. But because those ideas exist within the parameters of a magazine’s brand or identity, an editor must be 
able to quickly assess any potential problems or conflicts between a sketched idea and the magazine’s brand. The 
sketch is an essential tool for identifying these conflicts at the earliest stage, before major investments of time, mon-
ey and artistic effort are made. 
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This is why editors and publishers must be familiar with an art director’s previous work, and have confidence in the 
art director’s ability to respect the brand. Accusations that an editor or publisher is micromanaging the art depart-
ment are usually symptoms of a lack of trust; if trust cannot be developed soon, changes in personnel usually follow.

 

Missteps within a group are bound to happen. But in my experience trust can develop quickly when a group or team 
engages in repeated collaborative effort. Human communication is vulnerable to misunderstanding and misinterpre-
tation—and is especially limited when it comes to describing visual artworks and their effects upon viewers. Mis-
takes always happen along the way. The key question is, once those missteps and misunderstandings occur, what 
can the editor or publisher do to ensure that the group learns from those mistakes, so that they don’t happen again? 
When it comes to cover art, for example, a path of conversations and expectations can be traced back through vari-
ous stages of sketches to help illuminate where things went right—or wrong—and everyone involved can learn from 
this process during the next issue’s production cycle.


The sketch generates both positive excitment and negative (unmet) expectation. That is, the move from initial 
sketches to more developed, finished products often involves brilliant new developments along the way (new sketch 
drafts) and successful delivery of the finished product (excitement) and disappointment that other elements dis-
cussed—or sometimes just imaged—are not present in the final work (negative, unmet expectations). An experi-
enced editor will not spend much time dwelling on the disappointments (unless they become chronic symptoms of 
unacceptable work), but rather focus on the positive aspects that each stage in the process brings. 


Just as the sketch itself acts like an early indication of the potential of an idea, later manifestations are a record and 
a proof of an art director’s ability to consistently translate sketches and small visual ideas into larger, fully formed 
concepts. Over time, one develops a sense not just of what an art director is capable of doing, but also what they 
may not be capable of doing. For example, is a proposed $10,000 photoshoot worthwhile? Will it directly or indirect-
ly add value to the magazine or brand? Knowing this or that person’s capabilities, which of their ideas are worth 
pursuing, from the seed of a sketch, and which are not?


Q: Does the sketch method’s experience change when you interact with it, as a publisher, as an editor, as a writer 
and a poet? 

Webster: (Anna, I don’t have a good answer for this... sorry!)


Q: Is it often that you work with an art director involving sketch in the process? Do you find it is a common 
practice?

Webster: In my experience, it is essential to work with an art director at the sketch stage of idea conception. This 
avoids future problems and misunderstandings, wasted work effort, and develops trust. And I think this is a common 
practice, yes. In the age of digital sketching and offsite workplaces, videocalls and digital sketch pads play a similar 
role to these traditional practices… although they are, to some extent, anemic facsimiles of in-person meetings and 
sketching by hand, and lack the full communicative power and emotional texture of these older, original technolo-
gies.


Q: Is it essential for an art director or designer to express the key points of the project using sketch? Does it 
add to the collaboration? Does it facilitate communication? Does it play a role in the creative outcome? How 
so?

Webster: If the key points of a project are not represented in a sketch, then they must be added at a later stage, 
after verbal discussion and communication (meeting) with the editor or publisher. So in a sense, yes, it is essential 
that the key points be represented in the sketch… maybe not the very first sketch, but perhaps a second or third 
draft. Seeing these “collaborative” sketches that incorporate discussion and multiple contributions and/or points of 
view is important, especially when one is working with new artists or editors, but it becomes less essential as deep-
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er layers of trust are developed between the artists and other parties involved. As long as nobody experiences any 
unpleasant surprises late in a process, then art directors, editors and publishers can all develop confidence in each 
other.

	 

To switch metaphors: each sketch is like an individual slat of wood on a rope bridge over a chasm. One person may 
lay down one piece of wood, and another artist or editor may lay down the next, in a collaborative exercise. Each of 
these slats extends and enhances the initial sketch. Sometimes a competing idea also contributes to the overall 
project in unexpected ways. But for each contribution, another slat is laid down, and the bridge grows toward its 
final destination. When the construction is completed, the artist and their collaborators test out their work by step-
ping safely across the bridge, onto the far side of the chasm, where their process is “achieved”. The “final artwork” 
is perceived by viewers and consumers as a magazine cover, or an illustration, or a photo on a page. But the entire 
process of building the rope bridge is invisibly represented in that final piece. The sketch is a series of essential con-
ceptual steps that contribute to the work of art.


Q: How does the creative process differ in the midst of collaboration? For example, if an art director presents 
you with a rough visual sketch as a part of a brief, rather than sending a conventional written brief, how 
would this change your process?  How may an added rough sketch, with the addition of directed verbal cues, 
change the final version of your design?

Webster: In my experience, any combination of words or pictures can work, so long as the parties involved are 
happy with movement from original idea, through a development process, to the final product. But I suppose the 
answer to this question depends upon whether an editor (or publisher) has a verbal or visual mindset, not to mention 
how the art director wishes to express his or her own ideas. Personally, I much prefer visual sketches to written 
briefs.


Q: If you do not mind, could you please describe your process step-by-step from receiving the original brief to the 
approved final sketch?

Webster: (Anna, I’m not sure how to answer this… maybe it’s more a question for art directors and other magazine 
cover artists than for me…)


Q: Were the style and the hand-drawn elements essential in translating the emotional, intellectual quality about the 
subject matter and the story?

Webster: I am a visual thinker, so I prefer hand-drawn sketches of ideas to written descriptions of visual ideas. So 
many aspects of visual creation are not captured by written briefs. Framing, dimensions, shading, perspective, con-
trast, angles of lines, etc.—none of these things are usually addressed in written briefs—but they are often present 
even in the most basic sketches. 


Sometimes, the best sketches hardly differ from the finished product. This can be an indication of a very experi-
enced artist who knows how to deliver exactly what they promise. But it may also be an indication of a great original 
idea that didn’t need any modifications.


Q: Where does the sketch method fit in today's technologically filled creative process? Do you still prefer to 
use freehand sketching for your projects or turn to new technologies, like the iPad, to create the sketches? 

Webster: I still continue to prefer working with paper and pen for my initial drafts and sketches, and to translate 
these into my computer at a secondary or later stage. It is undeniable that digital technologies have some advan-
tages (primarily: ease of reproduction and transmission to other people) that paper and pen do not have. But paper 
and pen have their own advantages, too, usually textural and emotional. So I find a combination of paper and digital 
works best for me, and gives me the best of both technologies. 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• Is it essential in your professional 
practice?


• What are the key qualities of the 
sketch method?


• Does it facilitate communication?


• Does it play role in the quality of the 
creative outcome?

Some of the main questions





• Verbal sketches


• Concept sketches


• Selected sketches for the 
development


• Final sketches

Four rounds of sketches



Verbal sketches



Concept sketches



Selected for development sketches



Final sketch
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• Loose and playful


• Open-ended propositions


• Invitation to collaboration

Transformative characteristics



Loose and playful



Open-ended propositions



Invitation to collaboration



• Argued the role of the sketch method in the 
preliminary production stage of editorial cover 
design


• Outlined four types of sketches in the preliminary 
process; from a thought to final sketch


• Designed a questionnaire and surveyed 15 
practicing creators for their insight on the role of the 
sketch method in their practice


• Proposed the sketch method as a tool of 
transformative quality useful in the exchange 
between collaborators

Contribution




