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- “To draw oneself, to trace the lines,
handle the volumes, organize the surface...
all this means first to look, and then

observe and finally perhaps to discover...

d it is then that inspiration may come.”
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Michael Bierut

Rob O'Connor

CREATIVES THE WORLD OVER use nearly identical
hardware, software, and cuts of typefaces. Design
magazines, annuals, and blogs all present the
work respectfully laid out and captioned as if a
museum piece. Often divorced from the proj-
ects’ history or any sense of context, a designer
can appreciate the style of the work but only
wonder at the process of its creation. By appear-
ing (often simultaneously) across these media,
the work of a celebrated few immediately
informs the choices of thousands; resulting in
a deluge of similar-looking work in which the
originator’s rationale is hidden. In this comput-
erized environment, which has so many obvious
benefits, the eventual disappearance of physical
sketching from the creative’s work life seemed
inevitable—and yet, sketching in some form
remains an integral part of the creative process.
Why? For one thing, privacy. A sketchbook

allows secrets. A designer’s joy at receiving a

Author's collection

30-inch (76.2 cm) monitor sours rapidly when
he realizes his work is visible from across the
studio; work becomes instantly public and

open to critique in the project’s infancy. Where
designers were once kept apart from the “suits,”
as more companies begin to recognize the
business value that good design can provide,
they now sit at the same table. And so they are
exposed even earlier to budget constraints, mar-
ket demands, and the expectations of the client.
Sketchbooks, like diaries, allow the designer a
private, personal space to vent, daydream, free
associate and explore. Most importantly, they
offer a place where mistakes are allowed and ex-
perimentation encouraged. With the pressure of
the marketplace removed, the sketchbook offers
freedom. We might hesitate to raise our hand
in a brainstorming session for fear of appear-
ing foolish; there is no idea too trite or cliché to

be scrawled into a notepad. As Stefan Bucher

Paperback Sketchbook



Sam Potts

remarked during his talk on creativity at the
2008 How Design Conference, “When Lindsay
Lohan screws up, it's going to be in the papers.
The beautiful thing about graphic design is
that your failures are private—people are only
going to see what you want them to see.” In the
unstructured playground of the sketchbook, we
can mull ideas over at our leisure, scratching
out or erasing anything that doesn’t hold up to
closer scrutiny, or editing and reworking the
ideas that merit further exploration. Sketching
represents a pure phase of creativity, an exciting
phase unencumbered by limitations, when any
idea is valid and worth investigating.
Sketchbooks also serve as repositories of
information or archives of ideas. Their obvious
utility in storing ideas aside, of equal impor-
tance to the designer is the way the physical act
of drawing or writing an idea seems to cement

it into our consciousness. In the recent exhibi-
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Exercise Book

Jamie Delaney
Author's collection

tion “IDEO Selects: Work from the Permanent
Collection at the Cooper-Hewitt National Design
Museum,” the guest curators selected two pieces
of sketched or preparatory work, one of which
was the sketchbook of Funny Garbage founder
Peter Girardi. In the exhibit’s notes, Girardi says
“The best way I've found to remember ideas and
concepts is to render them .... I spend some time
drawing them, and they stick in my head.”" Nor
is this practice limited to people working in the
creative sphere—Dan Roam, in his book The
Back of the Napkin: Solving Problems and Selling
Ideas with Pictures, recalls, “I've worked with a
CEO at a global consulting company who draws
everything out on sheets of tabloid paper as his
way of thinking through a problem.”?

This book is not intended as a polemic
against the computer and the evils of technology;
having tasted the power and speed of the com-

puter, few among us would wish to be hunched



Jennifer Hsu
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Jennifer Hsu

over drawing boards or wrestling with character
counts. However, it is undeniable that the price
we have paid is a degree of homogenization in
our work. As author Adrian Shaughnessy puts
it, “Today, thanks to speed-of-light microproces-
sors and do-everything software, we all design
in the same way: We sit lifelessly, only our
wrists moving, as we stare at a screen. Our
focus has narrowed—we avoid anything that
can’t be done on the computer. The screen
dictates our relationship to our work—it dictates
how our work looks.”

On this technologically level playing field,
our individuality and unique approach can be
obscured. A designer’s sketches—whether tight,
comprehensive layouts in a leather-bound book
or loose scrawls on the back of a napkin—
provide an important and illuminating insight

into their influences, methods, and worldview.

Nigel Holmes
Ayse Birsel

Psychology professor Mihaly Csikszentmihalyi,
best known for his research into low—the
mental state we often refer to as being in the
zone—calls notebooks “caches of experience”
and the “raw material” from which much cre-
ative work originates.*

Designers have a voracious appetite for
visual stimuli; students particularly begin to
define themselves creatively by assimilating
the work they see in books, magazines, and
websites. This book offers encouragement as
well as inspiration, in contrast to the sometimes
intimidating annuals which make it look ef-
fortless. Saul Bass once noted in an interview:
“[Students] are not privy to process. They may
have the illusion that these things really spring
full-blown out of the head of some designer.
This is a very unsettling perception for young

people, because they struggle with their work.



Sam Potts
Sam Potts

They have a go atit.... They redo .... It gets
better .... It slips .... It gets worse .... It comes
back .... It comes together. And maybe it's some-
thing that’s pretty good, even excellent. But they
say to themselves, “Gee, it seems hard and it’s
so difficult. Am I really suited for this?”®

The process to which Bass referred is largely
a story of trial and tribulation—of feeling one’s
way blindly toward a solution. Sketchbook is
an attempt to lay that process bare. Of course,
it's impossible for anyone to fully understand
another’s thoughts. But by glancing into the ori-
gins of some acclaimed projects, from typeface
design to architecture, photography to music
packaging, the reader can glean inspiration
from the thought behind these projects. By do-
ing so, he takes a further step toward developing
his own voice, and providing the inspiration for

those that follow.

LOW

a70

Sam Potts
Author's collection

HOW TO USE THIS BOOK

Sketchbook delves deep into the creative process,
giving a rare behind-the-scenes view into the
design thinking of many of today’s leading fig-
ures. Sketchbooks can be fascinating and often
beautiful pieces of ephemera in their own right,
but their true importance lies in the ideas they
contain. There is no glossy execution to distract
from a lack of ideas—sketchbooks are all about
ideas. Throughout, the designers provide com-
mentary, explaining in detail the realities of the
creative process—the struggles, the moments of
writer’s block, the tangents that went nowhere

and those that led to an exciting new direction.

Introduction 9






Rough

“Sketching is like haiku; with a few lines
you can represent grand ideas.”

Ayse Birsel
author interview, June 2008




Jason Munn /
The Small Stakes
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The Small Stakes has been producing nationally and

internationally commissioned book covers, album

packaging, and screen-printed posters since 2003.

In addition to many well-known bands, Jason Munn’s

clients include Random House, ReadyMade maga-

zine, and Patagonia.

“I caN’T JUsT JuMP on the computer,” says Jason
Munn. “Some people can, but I can’t start anything
until I have somewhat of a plan.”

Munn’s studio in Oakland, California, has two
desks—one with a computer, and one without. “Even
though the computer’s only across the room, it helps
not being right in front of it. Otherwise, every time
I get an email, I have to look at it immediately, and

I can definitely waste a lot of time on the Internet.

“Typically, I spend half my time sketching,” he says.

“I'll often start off with a list of word associations.

My sketchbooks are kind of a mess in general; I keep
everything in there, to-do lists, receipts, reminders for
appointments, etc.”

st et —



Once he’s sketched an idea he likes, Munn tries it out
in Illustrator to see if it works, often going back and
forth between the computer and his sketchbook. If the
idea shows promise, he moves onto tracing paper. “I'll

just keep working over it, tracing on top of the draw-
ing. This is where I'm really figuring out the details.”

One area Munn rarely explores in his sketchbooks
is typography. “I might sketch out where it's going to
go, but I play around with the fonts on the computer.”
Despite his reliance on working out ideas on paper, he
admits to occasionally trying to design on the screen.
“Sometimes I will get lucky on the computer and see
things I hadn’t seen in the initial thumbnailing. But
in general, I'll just sort of flail about and not really get
anywhere. That's just the reality of it.”

Posters

“The Books is two guys who
play cello and guitar; they
rummage through garage
sales and thrift stores for old
cassettes and answering
machine tapes, and then they
record their own music over it.
It's super, super intricate.
| had done my first poster for
them almost exactly one year
before, and | had used an
image of an unwound cassette,
because my assumption was
that the place where they
recorded their music would be
a huge mess, with old tapes
piled all over the place. When
it came to doing the second
poster, | discovered they're
actually very precise about it;
they have a whole process of
naming and cataloging every-
thing, so they can find it again.

| wanted to make the second
poster similar, so they'd relate
to each other, so | used the
same silver and black palette,
and | used cassette tape imag-
ery again, although much more
neatly this time.”

—Jason Munn

Rough 13



Ted Leo + Pharmacists

Poster

“Ted Leo is somewhat political
and | wanted to reflect that,
but | didn't want to use, you
know, fists in the air. | was
thinking about how else
| could use war imagery.
| was playing with bombs
and flowers, but everything
started looking like vases.
Then | realized the bomb
could work as a birdcage.
Occasionally it bothers me
because | think it looks like
a rocket, not a bomb.”

—Jason Munn

GEORGIE JAMES | SO MANY DYNAMOS | PONY COME LATELY

14 Sketchbook




Jason Munn

Poster

‘I was inspired by one of Jens'
songs, called “Maple Leaves,”
in which he’s talking to a girl,
who says ‘We are all just
make-believe," and he thinks
she said ‘We are all just
maple leaves.’ So | played
with the idea of thinking one
thing is actually another.
| seem to use a lot of butter-
flies; maybe because they're
symmetrical.”

—Jason Munn

JENS LEKMAN

Rough 15
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Jason Munn
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Explosions in the Sky

Poster

“This reminds me of an old
science fiction book cover.
| was thinking about the
band's name, and fireworks
came to mind. | had tried a
ton of sketches for this, with
birds and lightning bolts, but
nothing was working."
—Jason Munn

Rough 1%



Modest Mouse

Poster

“The title of Modest Mouse's
most recent album was W
Were Dead Befo
Even Sank, whi
lent itself to the
| brought back t
I'd used on the ‘Explosions
the Sky' poster. | used to try
to steer away from repeat-
ing myself, but now | really

o i - -
language | gammudt JANUARY 30
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Jason Munn

Poster

“Deerhoof is kind of an abstract
band, unconventional, and
hard to classify. Sometimes
I'll have a hard time finding
an image for bands like that,
and eventually I'll just say,
‘Oh, dots!" They have a poppy
kind of sound that just seems
to want really bright colors.”

—Jason Munn
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Daljit Singh /
Digit
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Daljit Singh is executive creative director and

founding partner of Digit, one of the world’s longest-

established digital agencies, Digit has worked with

leading brands—Nokia, Shell, the London 2012

Olympics, and Unilever—to create award-winning

interactive environments and content punctuated

with humor and personality. Digit uses digital com-

munications channels to connect brands to consum-

ers, surprising and delighting through interaction.

A Dicit MoTToO is that communication is about
people, not technology, as evidenced by its core values:

b2 (4

“Simple. Human. Interaction.” “This is extremely
fundamental to our process,” says Singh. “We're inter-
ested in humanizing technology, perhaps even making
it look a little bit silly.

“Interactivity is quite difficult to translate into a
two-dimensional sketch,” Singh admits. “Very few
people work in the digital environment sketch; they
largely go straight to the screen. I always encourage
people to actually make a mark on paper; the rigor and
process of drawing really helps—you’re not relying on

a technique or a plug-in. It's purely based on thinking.




“I tend to sketch for myself, just to express the way

I think. My sketches are quite rudimentary. Sometimes
I do two or three sketches, sometimes I'll produce
reams and reams, in an attempt to explain an idea.

“If you spend time sketching, it's really quite
powerful. You end up with something much more

solid at the end of the project.”

3) Seratn

quek

Digital Snowglobe

Self-initiated project

“Since Digit began, we've
always committed 10 percent
of our time to self-initiated
projects. This project was born
out of an internal conversation
about creating digital souven-
irs—like the souvenirs you
buy for their kitsch value. We
thought, ‘Wouldn't it be great
to take something as iconic as
a snow globe and make it intel-
ligent?’ It was an opportunity
to take technology and apply
it to something familiar. When
you pick up and shake the
digital snow globe, it displays
the current weather in one
of fifteen cities.”

—Daljit Singh

Rough 21
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W

Digital Aquarium

Installation

Design Museum,
London

“The Digital Aquarium is a piece
developed out of a conversation
with Alice Rawsthorn, who at
the time was the director of the
Design Museum in London.
They have an exhibition space
called The Tank, which is essen-
tially a glass tank overlooking the
south bank of the Thames, and
Alice asked me if | wanted to do
something with it.

I'm a massive fan of the artist
Cornelia Parker and her extraor-
dinary exploded shed piece.
The 1991 installation Cold Dark
Matter: An Exploded View,
consisted of a garden shed
and its miscellaneous contents,
which had been literally blown
up by the British Army. The
pieces of the exploded shed
were hung as if in mid-explosion
in the shape of a cube, and |
thought it'd be fabulous to make
a digital version. I've also always
had a passion for fish and
aquariums.

| approached our client,
Motorola, and said, ‘I'd like to
hang 150 of your phones in a
glass tank.’ Their first thought
was that | was completely mad,
but they went along with it.
Even though Digit at this time
employed about 35 people,
| ended up doing this one myself.
| programmed each phone with
a different ringtone, and the
phone numbers appeared on
the outside of the cube. When
you dialed one, the phones lit
up in sequence and looked like
a shoal of swimming fish. The
idea really comes back to our
company philosophy, which is
humanizing technology.”

—Daljit Singh



Daljit Singh
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Richard Niessen /
Niessen & DeVries

Amsterdam, The Netherlands
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Before forming Niessen & DeVries with Esther

DeVries in 2005, Richard Niessen described his work

as “typographic masonry”’—an apt representation of

his richly layered, almost architectural approach. In

their projects as a duo, they continue to explore “the

tension between structure and going overboard” for

clients including the Stedelijk Museum, the Dutch

post office, and French railways SNCF.
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23. Forum
»Typografie zwischen Ulm und Amsterdame«
Referenten Niessen & de Vries, Amsterdam

Sonntag, 15. Juni 2008, 10:15 Uhr
Hochschule fiir Kiinste Bremen

SKETCHING FULFILLS MANY roles: It can serve as an
outlet for excess creativity or provide a repository for
ideas too good to risk losing. In Niessen & DeVries’s
work, where formalist rigor collides head-on with
areas of intense pattern and multilayered information,
sketching acts as an organizational tool, helping the
designers manage overlapping layers of communica-
tion and work out production details. Niessen refers to
creating “a distinct language [or a] secret vocabulary”
within his design work; his sketches are a vital link
between his ideas and the final piece.

“We start with some hand sketches, then we try to
work things out a little bit on the computer and we
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Between Ulm

TR

and Amsterdam

. -

Poster

Lisel

il

Forum Typografie

|
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“On June 15, 2007, we gave a
lecture in Bremen at the Twenty-
Third Forum Typografie. The
theme was ‘Between Ulm and
develop it from there, drawing on top of printouts Amsterdam.' We had never
and ping-ponging between screen and hand. I could heard of Ulm (a German design
school of the 1960s), so to do
something with the theme was
is very important. At least it is to me, as I only started difficult. We started reading

never work only on the computer; the brain-hand link

working on the computer when I was 23.” Zbo}lt Ulm in Pfepafzﬁon fOLI
esigning a pOSter. or us, Uim

came down to a battle between
charm, Niessen prefers the finished piece to the drawing aesthetes and moralists. We

Though he acknowledges his sketches have a certain

that spawned it—not surprising in work that so exub- kit thakin oun weikihe B
blend. That's why we made a

poster with both words, which
techniques. “But what gets lost along the way,” he can be hung in two ways.”
— Richard Niessen

erantly celebrates unique materials and production
says, “is the personal hand, and lately we're trying to

keep that in the work, as we gain more confidence in
our drawings.”

Rough 25
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Richard Niessen

Vouwblad #4

Periodical

“Vouwblad is a series of publica-
tions that visualize the passion
within the graphic industry and
show the beauty the combination
of text, image, materials, and
color can produce. This series
is an initiative of LenoirSchuring
printers in Amstelveen, The
Netherlands. The size of the
print sheet is always the same:
a little less than 50 x 70 cm,

— folded twice. We were asked

to design Vouwblad No. 4, and
for us, the visualization of this
passion resulted in a festoon of
the characters V-O-U-W-B-L-
A-D. The characters themselves
and the patterns used on them
are taken from our collection of
inspirational photographs: floor
tiles, architecture, game boards,
street signage, and of course
festoons. Those photographs
are printed on the inside of the
envelope in which the festoon
was sent.”

\ ==

—Richard Niessen
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Richard Niessen
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SNCF 70th Anniversary

Poster

AR

1)
=

“In 2007, we designed this
poster for the French railways
SNCEF to celebrate their
seventieth year of existence.
From each country the train
services—Switzerland, England,
Germany, Holland, Belgium,
Spain, ltaly, and France—a
designer was asked to create
a poster to be exhibited in the
Grand Palais. We decided
to use the phrase Donner
au train des idées d'avance
(‘Think of the train first’) and
to make a panorama of it. The
poster shows the panorama
through a window of the
train, like a movie, frame by
frame, passing by. We used
the colors and the patterns of
the national flags of the eight
countries for the eight words
in the slogan.”

—Richard Niessen
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Marco Fiedler /
Vier5s

Paris

Marco Fiedler and Achim Reichert’s output as

Vier5 is simultaneously classically based and

forward-looking. Their bespoke, project-specific

fonts fuse a traditional commitment to craft with

the desire to create individual, creative statements,

resulting in work that looks like no one else’s.

80 Sketchbook

“Most of the time, the drawing
or sketch has nothing to do
with the finished project; the
drawing is more a note for
an idea about how we could
start. We use drawings to give
instructions to the people we
work with, like the printer, for
example, or the atelier who
does our ceramic work.

For us, it is important to
draw by hand. It's the most
direct way to express an idea
in an artistic way. t is a beau-
tiful thing to look at a drawing
some years later and to know
exactly the feeling you had
when you did it. The computer
is a new phenomenon. It's
interesting, but it can also
be boring. Drawing by hand
allows your work to change
a lot—and you can do it
anywhere.”

—Marco Fiedler

“WE ALWAYS WORK on paper,” says Fiedler. This might
seem at odds with their challenging work and commit-
ment to being “modern”—a commitment that has led
them to create their own typefaces because, in their
view, you can’t pair a modern image with older letter-
forms. However, digital though their work may appear,
closer inspection reveals a humanist, organic approach.
In a Design Observer post, Dmitri Siegel noted that
Viers’s visuals were “stretched and inconsistent in
a way that a computer would have to be coaxed into
rendering,” that despite their digital influence, their
execution is not dominated by the technology.



Documenta 12

Identity/Signage

“All the projects we did for
‘Documenta 12' (‘Documenta’
is an exhibition of modern

art, founded in 1955, that
takes place every five years in
Kassel, Germany) started with
small sketches. In the middle
of the process, while all the in-
formation was pouring through
the whole team—about 200
artists and 400 projects, eight
exhibition sites in 100 days—
we decided in a meeting with
the board that a simple form
for the orientation system

was needed. So during the
meeting we sketched a form
that later became the ceramic
hills, an important part of the

In keeping with their forward-looking mindset, Interestingly, the designers use their rough guicling system. ‘

. ) ) Currently, we're sketching
however, the duo avoids any tendency to refer to the sketches for actual client presentations. “We never do for an orientation system in
past by not keeping sketchbooks. “Even when we a presentation on the computer. We mostly presentin  Bretigny, a suburb of Paris.
were at university, we never understood why people a very rough, classical way and just present a drawing, Ve Want to put cultural activi-

. . ties such as theater, art galler-
used books. We don’t want to see some old stuff we Most of the time we throw these drawings away, but ics, and cinema, into the daily
did a few days before and to be unhappy about it. if they have some artistic merit, we keep them for lives of the people living there
When we've tried to use sketchbooks, we always had our archives.” and 1o increase the possibili-

ties for them. That project only
started four days ago, so it's
sketches later. We just find it more practicable to draw just beginning.”

the desire to make a perfect book and to correct the

on single sheets and collect the results later,” says —Marco Fiedler
Fiedler. “We never talk about what we want to do. We

each either write some text or make a small drawing,

and then we show it to each other and say, ‘Please look

at this, we could do this,” and then we do it.”

Rough 31



Gary Baseman /
HotChaChaCha, Inc.

Los Angeles

82 Sketchbook

Summarizing Gary Baseman’s career to date is an

exhausting task. Named one of Entertainment Weekly

magazine’s “100 Most Creative People in Entertain-

ment” in 2002, the self-proclaimed “pervasive artist”

(in his definition, one who uses every outlet possible)

has created the artwork for the best-selling game

Cranium, countless illustrations for major corpora-

tions and publications, the Emmy award-winning

television series Teacher’s Pet, highly sought-after

toys and collectibles, and much more. Increasingly

at home in the fine art world, Baseman’s work is part

of the permanent collections of the National Portrait

Gallery in Washington, D.C., and the Museum of

Modern Art in Rome.
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GARy Baseman 15 a well-known sketcher, given to
pulling out his sketchbook in restaurants or wherever
he happens to be when the desire strikes. “I have a
sketchbook with me 24 hours a day,” he says.

Each of Baseman’s sketchbooks begin with hand-
painted covers that represent “where I am in my life.”
Inside, they teem with writings and drawings of his
trademark characters. A recent Nylon magazine profile
dubbed them “creepy-cute” (Samantha Gilewicz, May
2, 2008), an apt description, considering Baseman
cites both Warner Brothers cartoons and Hieronymus
Bosch as key influences. Skeletons, peg-legged rabbits,
and a half-girl, half-deer named Venison are just a few
of the residents of his surreal landscapes. “Sketching
allows your subconscious to escape onto the paper,”




he says. “I'll just draw away and not really think about
what I am doing, and [ always surprise myself with
what I've created. Then I'll look at what I have put
down on paper after the fact and make sense of it.
When I used to be an illustrator, I used to sketch out
ideas; as a painter, [ allow my ID to roam free and try
to find simple truths about the human condition.”

At the time he made the sketches shown here,
Baseman recalls going through a transitional phase.
“I was giving up most of my traditional art jobs and
was finishing up production on Teacher’s Pet. I was
also having trouble in my marriage and found myself
longing for unattainable beauty. I began to draw
mermaids and fairies, as well as a new creature titled
‘Infinity Girl.” Infinity Girls have their arms and legs

looped together to make the infinity sign, and they
seem to hover over men and make them long for them
from a distance.” Baseman’s “Happy Idiot,” the snow-
man in love with a mermaid who melts so she can live
in his body of water, also stems from this period; it
was originally drawn on a sheet of hotel stationery in
Japan and later fleshed out in his sketchbooks.

“I like art that one can touch,” he says. “I like to be
able to hold a painting or hold a sketchbook. I love the
tangible object. Desire. Longing. Lust. Touch.

“Having said that, I believe computers are a won-
derful tool. Even on my TV show, all the backgrounds
were originally painted on canvas and then scanned

into the computer.”

“The idea is

everything.
The technique is
just the skin.”

Gary Baseman, interviewed
by Adriana de Barros,
scene360.com, 2004

“I never really realized this, but
people point out to me that |
don’t seem to sketch as much
as | draw. | don't seem to go
over a line over and over again.
Once | put down a line, | move
on to the next. So instead of
creating sketches | am creat-
ing drawings.”

—Gary Baseman
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Gary Baseman

“The Happy Idiot was created
when | was traveling to Japan
with my friends Mark Ryden
and Tim Biskup. We traveled
to Tokyo and Kyoto for an
exhibition we collaborated
on entitled Hello from Los
Angeles. | was drawing a lot
throughout my first Japanese
visit. | found myself drawing
this snowman over and over
again. From there, | found him
holding a mermaid, and from
there the story was created.

| started to imagine the
Snowman, sacrificing himself
by melting himself down to
allow his love, the Mermaid, to
live within his body of water.”
—Gary Baseman
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Gary Baseman

Happy Idiot

Earl McGrath Gallery,
New York

‘I am very ambitious in drawing
in my sketchbook, usually on
a plane. | get a lot done. | also
like taking myself to breakfast
and drawing. And last year,
| started going to one of my
favorite restaurants, named
Dominick’s, on Sunday night,
and sitting by the fireplace
and drawing in my books.”

—Gary Baseman
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Sam Potts /

Sam Potts, Inc.

38 Sketchbook

Sam Potts, as the founder and sole employee of Sam

Potts, Inc., designs books, websites, identities, and

the occasional can of antimatter for clients includ-

ing the Metropolitan Museum, the IFC Center, and

the Brooklyn Superhero Supply Co.
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SaMm PoTTs CAME TO DESIGN relatively late in life. Having

graduated with a degree in comparative literature from
Columbia University, he found himself editing college
textbooks, doing some freelance proofreading, and
working as “an orderer of supplies for a variety of offices.”
His introduction to graphic design came through
'zines, which he published in college and returned to
when work was boring. Potts moved from an editorial
post at Simon and Schuster to the design department.
He later worked for Eric Baker Design Associates and
attended Portfolio Center in Atlanta before opening
Sam Potts, Inc., in 2002.

Understandably, considering his literary background,

Potts’s sketchbooks are often filled with more words
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than pictures. “I can’t draw my way out a paper bag,”
he claims. Notes for projects and printing estimates
are next to pagelong lists of typefaces. “People are sur-
prised when they see them. They say, ‘Don’t you know
which fonts you like?” Of course I do, but there are so
many, and it’s easy to forget them. I'm not the kind
of designer to use the same five or ten fonts over and
over. I like the variety of type; it's a big part of what I
enjoy about design. | want to use what’s appropriate to
the project, not my crutch.”

Reflecting his wide range of projects, Potts’s books
bounce from typeface design to information architec-
ture diagrams. He doesn’t, however, paste ephemera

into his books, but he does tack inspirational images

to the wall behind his desk. “To curate all that stuff
into a book is a lot of work, and it makes the book
more of an art object. I really use my books to remind
me of ideas I've had.”

He also rarely purchases the same type of notebook
twice. “For a while I was in love with graph paper, and
then I went through an unruled phase. It’s kind of
telling, probably, that I'm undisciplined in the projects
[ do. But I'm drawn in a lot of different directions,
tastewise; I like a lot of old stuff, the nondesigned ver-
nacular stuff and the new, superdigital, designy stuff,

too, so it doesn’t make a lot of sense to have only one
kind of book.”

IFC Film Center

Identity

“These sketches are for the
IFC Center on Sixth Avenue.
This was a pitch competition
between me and two other
studios. There was also a
restaurant attached to the
center, The Waverly, and | was
trying to figure out the relation-
ship between these two prop-
erties. There’s also just general
notes about things to make
for the presentation, research
from other theaters, and so
on.... This is about as well as
| can draw, so for me to know
years later what | meant, that's
pretty good.”

—Sam Potts

Rough 39
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Brooklyn Superhero Sam Potts

Supply Co.
Identity / Packaging

826 NYC

none of that was exactly right
.... The store sign was initially
going to be tiny little type.

| showed some ideas to
Scott Seely, the director of
826NYC, and Dave Eggers,
and Dave said, ‘These all look
like yuppie coffee shops in
Park Slope,’ and he was total-
ly right. More than the design
~ innovation of McSweeney's,

& the voice of it is what is so

compelling to me, and why
it became the journal of the

et generation, so | suggested
{5 ov something wordy, completely
covered in type and he said,
QQ" ‘That sounds about right.’
L) | was not a comic book
: reader. | don't know the
difference between DC and
Marvel, or the various super-
hero genres—people who
know this stuff are pissed off
because they think this project
is wasted on me. But it's not a
Eo g comic book store, it's a hard-

ware store, and it's incredibly
—

1r‘_.
Al

l r"‘ e

OUR PRODUCTS ARE THESE

|
‘ - |

fruitful territory for jokes, that
combination of superheroes
and hardware. | thought,
‘What would a superhero
need? Well, if you fly really
fast, you'd need something to
hold your hairin place ... .

If you turn invisible, you need

—
-

o~
w,
o

“| knew the guys from the old an invisible wallet.’
McSweeney’s store. | really All the interior signage and
lucked out in terms of it being packaging is very low-budget;
a good fit and good people it's all inkjet printing on sticker
to work with. They asked if | paper. We're reprinting them
could do a quick logo for a constantly, as there's not a lot
fundraiser T-shirt, but it had of inventory, which allows us
to have a phone booth in it to update the products and
because there's going to be a  labels frequently. It's unfortunate
phone booth in the store, so | not to get paid, but it's not a
did that, and then, what about problem. The recognition has

AL DUCTTR the storefront? They were been good but, more impor-

PLANETS | ‘ talking to Chip Kidd about de-  tantly, the enjoyment of it has

B L S iy signing the storefront because  been great.”
| i | ; he likes comic books, but —Sam Potts
F1]: | [ — that fell through. | had been

sketching in the meantime
for fun. The early idea was a
Popular Mechanics, retro-
futuristic store, a little Victor-
ian, a lot of Chris Ware influ-
ence, retro typefaces, yet

Rough 41



Identity

“When | started out on my
own, | had three projects: an
identity for a foundation, an
identity for a food public rela-
tions company, and Restau-
rant Aix. | had the time and
was naive, so | did like thirty
logos, then had twelve rounds
of revisions. | wouldn’t do it
like this today.”

—Sam Potts

R
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Myriad Restaurant

Group
Identity / Packaging

“Information architecture is a
very different brain skill than
visual design, but | often do
both in the same book.

In 2003, the Myriad Res-
taurant group had twelve res-
taurants, including Nobu, that
had to be represented on one
site. This was my first huge
project. | was trying to figure
out a system where each
restaurant could have its own
individual look but then have a
consistency to link them as a
family. | thought of a window-
shade slide that you would pull
down for navigation. | wanted
to do a tab in the corner, but
then | realized it looked like the
Nabisco logo. It's such a great
mark, the triangle in the corner,
but Nabisco totally owns it. It's
interesting that five years later,
the site is still up.”

—Sam Potts
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Eva Jiricna /

Eva Jiricna Architects, Ltd.

44 Sketchbook

Eva Jiricna Architects have an international

portfolio of residential, commercial, and retail

interiors; furniture, products, and exhibitions;

and private and public buildings. The practice

is at the forefront of innovation in form and

technology, with highly crafted and detailed

designs employing classic materials in a

thoroughly modern language.
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CZECH-BORN FOUNDER Eva Jiricna has been based

in London for over thirty years, having settled there
shortly before Czechoslovakia’s government was
overthrown by eastern bloc forces in 1968. Through
early commissions for the fashion industry, design-
ing interiors for Esprit and Vidal Sassoon, she quickly
became known for her attention to detail.

“I am constantly trying to resolve problems and
details,” she says. “I need to know what a detail looks
like—how the materials come together, how it works
in three dimensions. If I draw it for myself, I under-
stand it. If I try to imagine it, it is too whimsical.”

Her functional approach and passion for detail
come fully into play in her elegant staircases, which
have become a Jiricna signature. As Petr Kratochvil



notes in his essay “The Poetic Minimalism of Eva

Jiricna,” “A staircase is not just an excuse to create an
artifact; it is a means of organizing interior space, of
defining its internal organization.” He goes on to sug-
gest that Jiricna’s design process could be expressed as
“design = the logical solution of problems.”®

“That’s the hardest part of the project—to ask ques-
tions about everything important to the design and its
function. Once a person can find the question, he will
also find the answer,” Jiricna says.

Jiricna finds her questions and answers through
sketching. “I sketch all the time; I am surrounded by
endless amounts of A3 and A4 size pads,” she says.
“Sketching is a tool—an extension of one’s brain.” Not
surprisingly, this analytical approach rarely results in

/ |
S — HIT !

) NEAR Miss

Despite her claim that she
doesn't sketch in order to
“make a beautiful drawing,”
this painfully honest illustration
of how her practice operates
is an exception to that rule.

a beautiful sketch. “I don’t sketch to make a beautiful
drawing,” she says, “but to resolve ideas.” Nor does
she feel the attraction of designer notebooks, claim-
ing, “I don’t carry a sketchbook with me. I find paper
everywhere—the back of letters, anything.””

Rough 45



Canada Water

Bus Terminal

Jubilee Line Extension/
London Transport

“This was one element in the
enormous Jubilee Line exten-
sion project, in conjunction
with a series of bus stations to
connect the urban areas to the
Underground. Canada Water
is situated close to a high-rise
housing development, and it
was necessary to satisfy the
requirements of the residential
environment by providing the
bus station with a roof that
was relatively attractive to look
down upon as well as one
that gave protection from bus
traffic pollution and created
an acoustic barrier. There was
an inherent problem in that
there were only five points
of support, since the bus
station was to be erected over
a tube station while it was
still under construction. The
two large wings forming the
roof are carried by a central
space-frame, acting as a main
construction beam from which
the wings are cantilevered.

The underside of the roof
is provided with acoustic
panels to absorb noise; simul-
taneously they act as light
reflectors at night when the
uplighters come into use as
the main source of illumination,
helping to keep the internal
space cheerful and airy.”

—Eva Jiricna
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Eva Jiricna

Photography by Richard Bryant
arcaid.co.uk
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Greenhouse

Prague Castle
Management

“Limited access to the site of
this historic fifteenth-century
greenhouse [Prague Castle
Orangery, Prague], plus the
difficulties of providing an
adequate foundation, led
to the design of a diagonal
mesh stretching between
the cross-frames. The glass
is suspended from the new
structure in large laminated
panels, and watering of the
plants is accomplished by a
computer-controlled system
and automatically operated
sunshades.”

Electrically operated ventilation
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Dave Eggers/
MecSweeney's

San Francisco

50 Sketchbook

In April 2005, in New Orleans, author Dave Eggers

was interviewed onstage by Anne Gisleson at the

Tennessee Williams Festival. Eggers talked about

his firsthand experiences with the Patriot Act and

the perils of one’s private sketchbook falling into

the government’s hands. The following is a slightly

edited transcript of that interview.

[IN 2004] | HAD BEEN GRANTED a press pass to the
Republican National Convention in New York City. I
was sitting there, and I was trying to take notes and I
couldn’t because I realized I didn’t have my notebook
with me. And at that moment I realized that I had
left it on a plane. It was just a plain black notebook.
[ called the airline from the convention and I said,
“Have you found a notebook? It was on this flight at
such-and-such a time.” And the woman at the airline
said, “Oh, actually a notebook was turned in to the
lost and found. We have it right here.” I described it,
and she said “Yeah, that's the one.” And I asked her if
she could send it to me and she said, “Yeah, sure we
can send it to you.” And I gave her my address, and
she said she would send it to me. It was altogether the
most satisfying customer service experience I've ever
had in my life. I mean, you never think you're going
to find something you leave on a plane. So that was it,
and then I went about my business. I thought she was
going to send it back to me in San Francisco.

Then [ got a call two hours later, no more than two
hours. There was a message on my machine saying
“Hi, Dave. This is Mike McGillicutty”—that’s not his

real name—“from the State Department and I'm in



possession of your notebook. Why don’t you give us a
call back to talk about it»”

And I have to admit, I was pretty excited. This
was the first call I'd ever gotten from the State Depart-
ment, and I just thought, ”Okay, this is going to be
great. No matter what happens, it'll be an adventure.”
So I called him back, and he said, “Yeah, you know,
there was some concern about the contents of your
notebook. The lost-and-found woman and the Port
Authority police ....” Apparently my notebook, and the
concern about it, had gone up about four agencies in
those two hours and eventually got to the State Depart-
ment. [ was pretty amazed, and even more excited about
what was happening. [ mean, this was getting good.

So I said “Okay, so what happens? I go to jail, or
what happens?”

He said, “No. I just want to talk to you about it.”

And I said, “Okay, are we going to talk now?”

And he said, “No, no. Let’s see. I know you're flying
out tomorrow on JetBlue at 8:10 a.m., so why don't |
just meet you at the gate?”

And of course that was kind of alarming, that he
knew when I was flying back home. But anyway, I said

“Okay, I guess I'll meet you there.”

rNMOTHY

McSWEENEY'S
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[ still didn’t want to tip him off that, you know, 1
wasn't a dangerous guy. So I just let it go, and in the
meantime, all that night, I was thinking about the
meeting the next day. I mean, first of all, what do you
wear to something like that? I was going to meet him
at the gate and I didn’t really have anything nice or
dressy or anything. I thought [ could at least bring
a flower or something, like a rose maybe for him. I
didn’t know the protocol.

I had asked how I would know him, and he said
he’d be holding my notebook. So the next day I came
into the JetBlue gate and he was there with the note-
book, but otherwise he was dressed like he’d been

playing golf. He had khakis on, and a polo shirt, and

he looked about twelve years old. And this was the guy

from the State Department!

So I walked up to him, and we stood at one of those
high café-type tables, and immediately [ was sort of
disappointed, because it became apparent right away
that somewhere between the phone call and that
morning he had looked me up and realized that I
wasn't a dangerous guy—which was too bad. I was re-
ally hoping there was some list out there of dangerous

writers and I was one of them. But no, immediately

MeSweeney'’s #14

Book Cover

McSweeney’s Books

“I don't have a sketching routine
per se, but when we're coming
up with a new McSweeney's
cover, | usually start with a
sketch on paper.

With the cover of McSweeney's
no. 14, | had just read a story
about soldiers who had been
injured in the war, amputees in
particular. And | was so angry
about the poor planning of the
war, and the lack of foresight,
and the lack of compassion,
and the stupidity that | thought
drawing Bush as an amputee
might be a way to vent. So |
sketched it out. Some people
were pleased and others obvi-
ously upset by it.”

—Dave Eggers
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he said there was no big problem, he knew who [ was,
and [ guess more importantly, who [ wasn't.

So he asked me some really basic questions. The
first question he asked me, honest to God, was my
Social Security number. Now, this threw me a bit. He
knew my flight number and time, but he couldn’t find
my Social Security number? If the State Department
doesn’t have access to your Social Security number,
there’s some kind of disconnect with the information
flow, right?

I gave him the number, and then I had to ask him
what it was about the notebook that had triggered
all the concern. And so together we started flipping
through it, and what we saw was actually pretty alarm-
ing. I had just been at this Sudan conference, so words
like Sudan, war, SPLA, rebels, Osama bin Laden—these
were all in the first five pages. Bin Laden had lived in
the Sudan for five or six years and had been harbored
by the government and paid for a lot of their terror.
Then on the next page I'd written Colin Powell, Conda-
leeza Rice, State Department, things like that, because
Rice and Powell actually had a great interest in Sudan;
they’d helped broker the peace agreement there. Later
in the notebook I'd written some details about the

Republican National Convention, dates and times and
locations of various meetings [ planned to attend.
That was all fairly interesting, [ guess, to any sort of
authority tasked with protecting everyone at the RNC.
And then we kept flipping through the notebook, and
we came across something even stranger. See, when
I'm bored at a meeting, I'll sometimes draw in my
notebook. I use a china marker, which has a rough
edge to it; it has the effect of looking like it was done
in crayon. And when I was sketching in this particular
notebook, the drawings happened to be of huge furry
creatures with big teeth. And alternating between
the drawings of creatures with teeth were these big
drawings of flames. Sometimes I draw sort of cartoon-
versions of flames. It's something I needed to do for
an illustration assignment years ago, and I just kept
in the habit of drawing them sometimes. They're very
cute flames, I have to say, but in the context of this
notebook, they had a different implication. Any reader
of this notebook would be concerned, for sure, when
you put it all together: bin Laden, Sudan, Powell, Rice,
State Department, Republican National Convention,
New York City, huge furry monsters, flames, flames,

flames. It definitely would raise eyebrows on anyone.



Dave Eggers

Book Cover

McSweeney’s Books

BY DAVE ECGERS

MICHAEL Maps and Legends

Book Cover
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McSweeney’s Books
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Sterling is a branding consultancy based in New York

and San Francisco, with affiliate offices in London

and Singapore. Launched in 1992, the 100-person

agency focuses on brand strategy and brand design

for clients including Dove, Burger King, Heineken,

and Kraft Foods.
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Lep By DEBBIE MILLMAN, Sterling’s design group
combines intelligence, energy, and passion to develop
distinctive and inspirational work.

In flipping through their sketches, Millman,
director of research and development Jen Simon,
and designer Joe Rosa are reminded of each project’s
challenges. “Nobody ever comes to us and says, ‘You
have an unlimited amount of time and an unlim-

r»

ited budget—do whatever you want,”” says Millman.
Simon adds, “They’ll often say, ‘“We'll brief you next
Tuesday, but we need the design for the Monday

before we brief you.””
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Working on five to ten projects at once, Millman’s
group consists of five teams of designers (plus strat-
egy, marketing, accounting, and production teams).
These all produce reams of notes, sketches, and
explorations on whatever paper is handy—one sketch
done on a piece of Landor letterhead raises a laugh
and some speculation as to how it ended up there.
Rosa’s creative approach is representative of the studio
at large: “When 1 start sketching, I usually go through
books and magazines and clip or photocopy any in-
spiration I can find, and then spread it out and take it

from there.”

Though the studio is certainly not messy, its con-
trolled chaos has a palpable sense of creative energy;
there seems to be a different project on each monitor,
and books and papers are everywhere. “Wait until you
see my office,” Millman laughs.

Rough 55
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Rian Hughes/
Device

Logo

DC Comics

Rian Hughes has a restless creativity that refuses DESIGNER/ILLUSTRATOR/TYPOGRAPHER RIAN HUGHES
to be limited to a single discipline. He has created is among the Moleskine notebook’s many supporters,
comic books for DC Comics, dozens of typefaces for though he’s quick to point out that getting the idea
his type foundry, Device, and illustrations for clients down is more important than what you do it with. “If
including Virgin Atlantic, Swatch, and MTV, rendered my Moleskine isn’t on hand, sticky notes and the pro-
in a pop-modernist style that has spawned a legion verbial backs of envelopes also serve. My sketchbooks
of imitators. are very much idea diaries and include lots of written

material with diagrams, doodles, titles for projects,
story ideas, and places and subjects I need to research.
These are mostly written in a personal form of short-
hand, which I sometimes can’t decipher myself. On
rereading, some of it sounds pretty abstract, while other
snippets are simple and direct, almost like T-shirt
slogans: ‘Label Whores,” ‘Global Village Idiots,” ‘How to

Kill an Idea,” “The Gaza Strip Gentleman’s Club,’ etc.”
58 Sketchbook
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These short phrases hint at Hughes’s wry sense of
humor, which finds its way into his illustration work
and his typeface design. Both express a delicately
maintained balance between nostalgia and futurism;
both are rendered with absolute precision yet retain a
flowing, organic dynamism and a roving imagination.
“I get many of my ideas as I'm dropping off to sleep.
The brain is freewheeling then, and can come up
some interesting and novel connections.”
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Rian Hughes
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Various Logos

“There is a spontaneity that
can be lost between sketch
and final art, but as my
sketches are so simple, | don't
usually finish a sketch to a
high level before embarking
on the final piece.”

—Rian Hughes
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“Computers have allowed students to go straight to
step two: execution. But too many of them have no idea

of step one: thinking.”

JAMES VICTORE is a self-taught, independent graphic designer whose work includes publishing, posters, and

advertising for numerous clients, including Moét & Chandon and the New York Times. His posters are in the permanent
collections of the Palais du Louvre, Paris, and the Library of Congress, Washington, D.C. He teaches graphic design at
the School of Visual Arts in New York City and is a member of the Alliance Graphique Internationale (AGI).

James Victore/

James Victore, Inec.
Brooklyn, New York

@ How do you sketch? Is it mainly stream-
of-consciousness doodling, or is it more
purposeful, problem-solving sketching?

A 1 sketch constantly. My sketches are not doodles,
nor are they technical drawings. They are a short-
hand, an external thinking process. I rarely sketch
in the studio. What is most useful is to leave the
studio with my sketchbook and a few pens and go
ruminate on a project. Bars and restaurants are very
useful. Airplanes work very well, too.

Sketching, for me, is a huge part of my process.
Usually the sketch has all the bits and elements of
the final work—even in the right proportions. All I
have to do is follow the sketch. Sometimes we just
break down and use the sketch as final.

@ What do you think the importance of
sketching is in an art education? Do you
encourage your students to do more of it?
A No, I never encourage my students to sketch.
They need to find their own way, sketching in-
cluded. I cannot impose my way of thinking or
technique on anyone.

Q. Have you noticed a shift in the way your
students approach projects, how they nurture
ideas and bring them to fruition, as the field
has become computerized? I’m thinking of
how accelerated everyone’s lives have become,
coupled with the overwhelming amount of
visual information we all have to process. What
can sketches do that working directly onto the
computer can’t accomplish?

A Good question. Computers have allowed stu-
dents to go straight to step two: execution. But too
many of them have no idea of step one: thinking.
Sketching and drawing are important tools for a
designer. It is a way of training your mind. It is

like learning to play a sport, but not having any
hand-eye coordination you will go through the
motions of something that looks like a sport, or

be very technical about it, but not actually be very
good at it. I see soooo much work out there that

is done by designers who can’t draw. You can tell.
And what's worse, real human beings can tell.
They sense it without knowing. They feel it. This
kind of work robs us of our daily beauty. Designers
make art for the street, whether they own up to that
responsibility or not. And drawing is the basis of it
all. Always has been.

@ Do you show clients sketches before pro-
ceeding to a finished piece? Or do you see your
sketches as private property?

A My sketchbooks are ugly. They are how [ think,
and they are very private. I like to show clients
something rough—Dbut not that rough. I think my
clients would be shocked at viewing my sketchbooks.



Q. Do you ever complete a project and feel
the sketch was more successful than the
ultimate solution?

A Always.

@ Why do you think this is?

A The reason is: I am not thinking when I sketch.
[ try not to think like a designer to begin with, but
in my sketchbook my thoughts are very free, and
trying to reign in that freedom and keep it fresh is

difficult.

Q. This passage from Ayn Rand’s The
Fountainhead resonated with me:

He found himself suddenly in his glass-
enclosed office, looking down at a blank sheet
of paper—alone. Something rolled in his throat
down to his stomach, cold and emply....

He leaned against the table, closing his eyes.
It had never been quite real to him before that
this was the thing actually expected of him—
to fill a sheet of paper, to create something

on a sheet of paper.®

Q. Hopefully not to the degree in the

above quote, but do you ever feel nervous
approaching a blank piece of paper?

A Always. One of my mentors told me,

“The paper is as free as the canvas.” This was not
a freeing idea. It rather scared the crap out of me.

All beginnings are hard.

~ el
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Stefan G. Bucher /

344 Design

Los Angeles

68 Sketchbook

Graphic designer and illustrator Stefan G. Bucher

is the man behind design studio 344 Design and

the wildly popular online animation series Daily

Monster, recently collected in the book 100 Days of

Monsters. When not bringing monsters to terrifying,

inky life, he produces award-winning work for

clients as diverse as the L.A. Louver gallery,

NYTimes.com, and film director Tarsem.

No oNE wHO has visited dailymonster.com and watched
one of the 200 videos of Bucher creating a monster from
a random ink blot will be surprised to learn he is a prolifc
sketcher. The man clearly knows his way around a pen.
Still, he admits that while he used to do a page or two a
day in his sketchbooks, he isn’t drawing as much lately

as he’d like. “A lot of that activity has gone into making
the monsters,” he says. “I do put a lot of doodles on the
backs of bills, postcards, and envelopes on my desk, and

I try to save those because it’ll look so damn authentic
and impressive once the Smithsonian gets my estate. But
doodling random sketches here and there isn’t the same as
committing to a sketchbook. I started my current volume
on October 1, 2005, and I’'m not even halfway through.

It’s embarrassing!”



Logo

“Sketching is more free and
immediate than working on the
computer. It's very quick and
easy to run through basic ideas
on paper. Also, anything that
involves complex curves has
to start on paper. Curves really
benefit hugely from the natural
motion of the hand.

The Roxio logo started as a
tag on ads | was designing for
Modernista! in Boston. Roxio
wanted to brand them with the
slogan ‘Burn clean’ to make
clear their products (Toast and
EZ CD Creator) are intended
only for burning content you
own. The ads did well, and
when Roxio approached
Modernista! about designing a
new company logo, they called

“| started drawing a series of
hybrid animals about ten years
ago. They'll be a book someday,
you just wait. In the meantime,
Honda has licensed the
warthen, the moosetrich, and
the pengvark to advertise their
line of hybrid vehicles.”

—Stefan Bucher

AP0 EERLETRRERY

happen.”

THE DIGITAL MEDIA COMPANY®

Even for someone whose work makes frequent use
of hand-drawn elements, it can be hard to take the time
sketching’s slower pace demands. “There are always
excuses for not sketching enough. Sketching is like going
to the hand-eye gym: It rewards consistent, disciplined
effort; it’s easy to lapse; and it’s yet another way to feel
guilty about doing too little of what’s good for you.

“Sketching is perfect for logos, because in the end
anybody anywhere should be able to doodle your logo in
seconds. For layouts, sketching hasn’t been that useful to
me; 1t’s too easy to cheat dimensions and proportions in a
thumbnail. I prefer working with the actual ingredients as
soon as possible. The computer allows me to run through
more conf gurations than a sketchbook because it’s so

easy to manipulate colors and scale.”

—Stefan Bucher

on me once more. | told them
they already have the perfect
logo, and the M! team made it

Holaep FLfFmS

("% Tgpre”)

In the end, combining both tools works best for
Bucher. “I think if it’s a good idea, and you develop it
with care and discipline, it’ll become a good piece whether
you work on it with a pencil or a computer. I don’t think

tools have anything to do with conceptual depth.”

Refined 69



IV R AR Ry E !

70 Sketchbook

Fise | Due 1o RAMPANT

I' ONERTAULATION AND
An BV DECREAS NE-
NCRFLCJ\D\ MANY
ChaSE A SMU
PeALTY OVER eAL
LAFE. T e INTD
O EECNATION
il AT S,S'rAm]"ﬁ-\Elﬁ
it D"ES N“lLE
\ ﬁwwu& THEIR,
MNES | ONLIMITED

- THREYX

(EERBEINSS AEROKING NEW
UARED IN
(s o OLD ONE WAS Prel S0
7 VioRLES Sy PACIAC Tor A ToX ¢
Fd : e BSCINNING oF THE
“" w MILLENL U )
>
= WS FuNeTioN
i et SN
A Y
\ . LTV
S e TS Puipsedatiae Ea B | e
LM TED 7 18 THERE CoreAToRS R fz] S :
U = ARETUAL (CoNTENT i AN T JSTRIES
A DAMGER OF \ GiLoBAL EN 4 AND SRecESSING
f’:i"ﬂ'u o A TINAL BuLE nd AN ACE WHERE EAJERG'D PR \
JAAMELY e - PLEW‘F‘)L’ A X A' — o tocaend LARE
10 THE CAME < %“_W_G. AFE e UE NATURAL ol b el g A e
"QEK‘"N‘-N > FROP\AfﬁNG" I,“. L ) e - L
; Saf BY wew , 1S ACTLAUM
e k(Anp i i, MAMIE ESTAT oK
or “ﬁﬁ‘& oF THE y\ucnpme:'s:: v
\NTERAC 2 AT BU
1120\1’;‘3; Now owNS THEM.- C":_:‘PUTER DarM
X I:;E‘EP S e =T AT
Al M

: | N MMRBE WE SouT A Kokl LocATION AND TAKE
| A SERIES ©F SHeTS OF THE Tho ©F You i DIFFERTN T
Iy l CLOTHES DoWgG STUFF N FRaNT oF “THE NL\)D&WS
AND  THERN
DRrRe¥ IN
A UEIRD NEW
EBACKDPROT
. ToR a0t

AFPLCATION /

WE csullD

AlSe BowD TS

_Ap Z< BANNAS
CPERATIGNS
ol BN S ANGELES.




Solar Twins Stefan G. Bucher
Music Packaging

Maverick Records

“David and Joanna from the
Solar Twins had a strong vision
that they wanted their music
and stage show to transport
their audience into a parallel
reality. We conceived of a
minimalist penthouse that func-
tions as a giant teleportation
device—the Tardis meets Edna
Mode's house. Throughout the
project, the band and | had a
great mind meld, which makes
this my favorite music project
so far.”

—Stefan Bucher A - —

4:43
437
420
307

11 Cybersadhu
12 Swoyambrnu

09 Oul Thare

4:12
an

354 05 Rock The Casboh  2:40
08 Liviryg Yeur Draam 4103 90 Splnlesedt

438 07 Evthbound
08 Azl Hymn

ain
azs

-y

-
DT e T H
et gty B0 mm  Sem e P
) Aty S s Lo - =
a

|I l R e

[T T3 S V'S (Y0 5 T S i —————

—— e s S b

Refined 71






INELLIGENGE

AGENCY
RUSSELL DAVIES

11 (0)7976 974 340

vz ell aponhe L peace g 10y

T lad i1

INTEL RENPE
INIELLIGENGE

AGENCY
JEFFRE JACKSON

[FTRATAPTVINTIDLCGENREARINGY LM
OPEN

INTELLIGENCE

ENCY

v e st Ly g yarom
OPEN

INTELLIGENCE
AGENCY

IEFFRE JACKSI

i apenintelagracrapracponm

BPEN
INTELLIGENEE
ABENEY

BAVIB NETT8LI

el er<y Lem

lardQepe—e Fo 00
| 317 BOY 4387

BEE Ead Wi

INTELLIUENUE

AGENGY
EMILY REED

“0l 4 1241 9644
TR RIS iee

ETILY REED

Stefan G. Bucher

Open Intelligence
Agency

Identity

“One job that went from the
very first sketch (made on a
comp for my gallery client L.A.
Louver) to final item are the
squids for the Open Intelli-
gence Agency, an international
team of account planners.
They're a global network.
They're incredibly smart.
They're set to take over. Just

like octopi.

Between that and conflating
in my memory the posters on
page 45 of my favorite design
book, Genius Moves, every-
thing was set for a squiddy ID.
| made a dozen squid icons,
and—since these are very cool
clients—we used them all.”

—Stefan Bucher
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In 1987, Chris Bigg joined Vaughan Oliver at

23 Envelope (later v23), where their work for 4ap

Records, among others, has had a dramatic impact

on graphic design. Bigg is perhaps best known for

his expressive typography and calligraphy.

VaucHAN OLIVER's work for the seminal British

record label 4ap had already garnered critical acclaim
and the adulation of music fans by the time Bigg ar-
rived. Chris was fresh from stints at Platform Design
and music packaging specialist Stylorouge, and the
influence of his sprawling calligraphy and intricate
typographic detailing was felt immediately. Oliver has
said of Bigg, “He produces this beautiful tangle, and

I say, ‘Put that next to it. Take that out of it.” I give it
some space. He produces a lot of nervous energy. Con-
ceptually, he’ll agree with something, then add some
details that complement it and expand it.”*

This tangle of ideas is nowhere more apparent than

in Bigg's sketchbooks. “I don’t do it as much as I used




to,” he admits. “I used to sketch every day, when I was

still discovering my visual identity. I could doodle with
letters and typefaces for hours—I'd take an F and see
how far it could go before it stopped being an F.

[ wanted to make the most beautiful F I had ever seen.

When I sketch, there’s always a sense of automatic
drawing, making shapes with letters, often not for any
project in particular but just for the desire to surprise
myself.”

Bigg also appreciates his sketchbooks as historical
documents. “I paste in my collection of found
lettering—wine labels, tickets, and other typographic
detritus,” he says. “Anything I can pull apart at a later
date and make my own. I've always loved the way

an incidental tear on the side of a cardboard box can
inspire you, how a juxtaposition of elements you'd
never have dreamed of putting together can become
the basis of an entire campaign. The accidental juxta-
position has always been an inspiration in all aspects
of my design work, and sketching is a useful tool for
imposing some sort of order onto the chaos.”

“I found four or five of these old
Spanish accounting ledgers in a
flea market in Barcelona; it took
me a few years to fill them up.”

—Chris Bigg

Jacob Golden

Music Packaging

Rough Trade Records

“I ended up putting this sketch-
book under the PMT camera,
and it became the back cover
for a record by Jacob Golden.
| think it's one of the nicest
backs I've ever done, but it kind
of got lost on a record that no
one bought. Jacob came in—he
was the strangest fellow, very
sweet, looked a bit like the guy
from Midnight Cowboy—and he
said, ‘I've got this amazing idea
for the back; you know the mix-
ing desk, where they have the
bits of tape all over it?" and
| thought, ‘Oh, bloody hell—
we've seen that one before,
haven't we, Jacob?' So | said
I'd do an interpretation of that,
and cut up all these photocop-
ies and slapped it down, and
he loved it. It's quite interesting
how someone can have a vision,
and you can turn it around with
a bit of artistic license. That's
what makes the job enjoyable:
when you've got conviction in an
idea and the client lets you go
with it, and it works. Few and far
between, those moments.”

—Chris Bigg

Refined 75



X, v el %) -

SOMKONEID Dif (ORCANGEL OUSTIB b )
Toniel,  CPIREWDRD GERETTO. WITOK

. siowbos, lowssoNgon

= . i - F

\

76 Sketchbook




— - . > :j
Belly
Music Packaging

4AD Records

“Belly’'s drummer, Chris Gorman,
was also a photographer, and
he had sent a huge pile of
images, not in one huge go,
but a constant flow of bits
and bobs. Normally, when you
hear the drummer went to
art college, you say, ‘Oh no,’
but this was one of the best
relationships with a band I've
ever had—a true collaboration.
It wasn't even art direction; my
job was just to edit it and put it
into some form of context. The
band had given me a Holiday
Inn logo as a reference, and
many of Chris’s photos featured
spades and tumbling dice, so
the artwork began to take on
this Las Vegas vibe. The album
title King came up after the
band saw my initial visuals.”

—Chris Bigg

“This was actually the first job

| did on the computer—with
some help, of course. Looking
at it now, | wouldn’t tuck the
title typography over the logo.
The first record, Star, still feels
fresh to me; | don't think King is
quite as strong. Star had almost
accidentally become really big,
so there was a lot of tension
involved in the follow-up.”

—Chris Bigg
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Music Packaging

4AD Records

The 13 Year Itch
Music Packaging

4AD Records

“The Unrest record and the

13 Year ltch both happened
about the same time. The

13 Year ltich was a series of
concerts celebrating 4AD
Records' thirteenth anniver-
sary. Even at the sketch stage,
before we knew which image
we were using, we felt that
bringing a lot of different type-
faces together could work
and perhaps reflect all the
different bands that would be
playing. It's interesting to see
how it whittled down to just a
few typefaces.

Because this wasn't for
one band who would have
their own ideas and identity,
there were no boundaries. Ivo
Watts-Russell, the label head,
had basically said, ‘Do what
you want,’ so there was a real
flurry of activity in the studio.
The use of very bright colors
was quite different to the oth-
er work we were doing at the
time. Ivo had recently moved
from London to Los Angeles,
and he was always talking

about how bright and colorful
everything was over there;
and that somehow translated
into a brighter palette.

| shot the word itch on the
PMT camera by reducing it
really small and then blowing
it up again through a dot
screen. | was really proud of
that; it was the first time I'd
done that. | remember Ivo
really liked the bulgy top of
the C—that was a mistake,
but he was really into it. He
also came down to the studio
one day and said, ‘You have
to put shuffle on there some-
where. | don't care where, just
as long as it's on there.’
| never really knew why."

—Chris Bigg




Chris Bigg
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Dead Can Dance

2005 Tour Logo
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“Dead Can Dance was the presented many landscapes Art direction and design by Chris Bigg/v23

Artwork adapted by Coudal Partners

first project Vaughan handed and moods, to no avail. | was
. Photograph by Bryan Bedell
over to me. They always had surprised at how well they
very strong ideas regarding scanned. | love the fine detail
typography and imagery, but within each segment of the
after a number of projects | wing structure.”
won their confidence and was —Chris Bigg
able to introduce elements of
my own.

| had always wanted to de-
sign a logo for them and had
spent years presenting various
sketches—with no success.
This logo for their 2005
reunion tour is, | feel, quite
an extreme solution, as the
second d is laterally reversed.

The dragonfly wings | found
in my garden. | was struggling
for an image and had

’ (Sunl Qﬁowesau.s)
345
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Miscellaneous
sketches

“I have a quite chaotic and racing
mind, and sketching helps me
impose some order on my
thoughts. | especially like to
sketch in the morning, in that

early, lucid period.”
—Chris Bigg
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Nigel Holmes

82 Sketchbook

THENEW )

Nigel Holmes spent nearly two decades as graphics

director for Time magazine, creating pictorial expla-

nations of complex subjects, and was largely respon-

sible for the explosion of interest in what he calls

“explanation graphics.” Since beginning work on his

own in 1994, Holmes has explained things to and for

clients including Apple, Fortune, Nike, the Smithso-

nian Institution, and Sony. He has lectured widely

and is the author of multiple books, his most recent

being Nigel Holmes on Information Design, a book-

length discussion with Steven Heller.

From

Tom Acitelli <tacitelli@ observer.come>
Subject: Lab chart material
Date: March 7, 2008 1:28:22 PM EST
To: nigel holmes <nigel @nigetholmes.com>, Nancy Butkus <Nbutkus@ observer.coms

The column is about the rise of the crealive classes in Brooklyn and the odds they're up against real estate-wise
HED: Hey, Man, Can You Spare $800 a Square Foot
DEK: Brookilyn Real Estate and Creative Employment Stats

33.2% increase in number of self-employed creative freelancers in Brooklyn, 2002-05
28% of all city's creative freelancers lived in Brooklyn by 2005

Office space

Vacancy rate

8.7% —~ 2008

6.98% -- 2007

Asking rents b
$25 84 per foot - 2006 <7,
$26.20 - 2007 oy
Housing ga
Median price, condos & co-ops .
$550,000 - 2006

$580,000 - 2007

Median price, one-family townhouse

$1,536.000 - 2008
$1.581.000 - 2007

Tom Acitelil

Senior editot -
The New York Observer

212.407 9307 (office)

347 524 5017 (cell)

tacitellifobsarver com

AIM: Tjacitell

EAAT Qt‘fﬁ'r"il COIm

Ho1MES’s HOMEMADE SKETCHBOOKS—made of
whatever paper is handy inserted into a blue file folder
cover—are densely packed and contain detailed sche-
matics, caricatures on Post-Its, and notes for lectures
and presentations. At the time of my visit, Holmes
was busy working out how to make a three-dimen-
sional bar graph out of a roll of toilet paper attached
to helium balloons for an upcoming seminar. Here he
speaks eloquently about the role drawing by hand has
played in his long career.

“Something happens between the brain and the
hand that I do not believe happens between the brain
and the computer (with your hand and mouse in
between). Of course, people tell me this is an old-



HEY, MAN, CAN YOU SPARE
$800 A SQUARE FOOT?

Brooklyn real estate and creative
employment stats

increxye o number of
sell-¢mployed creative
treclancers im Brookdyn,
20062-05

L%
| e b i s e R s,
$25.64
$26.29

Median S ————— 550 (00
CONAos & CO-ORS 1)) s ——— —— 50,000

Median e ——— — $1.536,000

townhouse 2007 $1.581.000

fashioned notion: A whole generation is here that
literally grew up using computers for everything. They
may never experience what I'm talking about, but I'm
still convinced that one can think more clearly without
a digital intermediary: It's pure thought to paper, with-
out any suggestions from the endless file of templates
or ways of constructing a drawing that are just sitting
there in the computer waiting to tempt you to try them.

“I start everything on paper and only go to the
machine when an idea is pretty well worked out. I do
leave something to be discovered, just so [ am not re-
duced to a machine myself, simply going through the
motions of reproducing the idea in finished form. And
I often fail in some respect to carry out the idea as well
as I had thought I would be able to.

$800/ sq. ft.

£532/0.09m>
Information Graphic

New York Observer

HEY, MAN, CAN YOU SPARE

$300 A SQUARE FOOT? P o
Brooklyn real estate and creative qp
employment stals ¥ | 5%

‘ggaml 5:: Increase in mumber of
that lived in freslancers in Brooklyn,

HOUSING
Median price, 2006
conges & coops 2007

$590,000

Madign price,
oae-tamiby 005
tewnhouse 2007

“Nowadays, I seldom show a hand-drawn sketch to
a client. This is partly because my stuff usually has a

text component that’s at least as important as the visual.

I'll set the words on the computer so a client can read
the proposed text, even if it's rough or will need editing
later. Having done that, it makes sense that if the text

looks real, the drawing should be in the same format.

“Every week | do a graphic for
the real estate section of the
New York Observer. Although
the data is always some sta-
tistical aspect of the New York
City real estate market, Nancy
Butkus, the art director, wanted
the pieces to be less chart-
like and more illustrative. This
would bring a bright graphic
element to pages that were
otherwise filled with pictures of
buildings or developers. | get
the statistics on Friday evening,
and Nancy needs the final art
some time on Monday.

This piece was about
creative freelancers and the
high and rising cost of housing
and office space in Brooklyn.
My first thought was to use
Rodin’s ‘Thinker' as a metaphor
for creative people, but when
| drew it, the shapes were too
complicated for a background
to the bar graphs (sometimes
you need to carry a thing
through to find out it doesn’t
work). | went with something
that was a mere scribble in my
sketchbook—more of a note
to myself rather than a sketch:
It was the somewhat cliché
light bulb to represent creative
ideas. But it made a more ar-
resting, simpler picture; it didn't
interfere with the chart material;
and it allowed me to insert the
image of a woman into the usu-
ally male-dominated section.

| usually put ideas into my
sketchbooks quickly, however
inconsequential they might
be. In this case, the sketches
helped me to get past one
cliché to another!”

—Nigel Holmes
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“I think the advent of the computer greatly dam-
aged the art of illustration 20 years ago or so. Good
illustrators were sucked into the new electronic fad.
At the same time, magazines started to ask for every-
thing in digital form. A lot of work started to look the
same, but over the years, many illustrators have made
elegant transitions to digital work. They have kept
their own idiosyncratic styles, making the computer
do their bidding rather than being led by it to a show-
case of special effects previously impossible to achieve
by hand. Affordable scanners have allowed other illus-
trators to paint and draw directly in whatever medium
they want and still satisfy the commercial and techni-
cal wishes of their clients.

84 Sketchbook

“For me, drawing on a computer is not that differ-
ent from the way [ drew before 1984. First [ sketched;
then I tightened up the sketch on tracing paper; then
I put a piece of clear acetate over the tracing and drew
the final with french curves and straight-edges—there
were no freehand lines at all. I'm not against com-
puters—I could not exist as a practicing information
designer without one—but before I ever used one, and
still, to this day, the sketch comes first.”
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Miscellaneous
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Nigel Holmes

What It Takes to Be an

Information

A Self-Portrait

Designer

“Steve Heller interviewed me
for a book about my career. It
was one of a series of books
intended for college-age read-
ers. The format of the series
was traditional and text-based,
with no illustrations or color.
But it seemed odd not to have
any visuals in a book about
design, so | created a couple
of simple line diagrams in black
and white that addressed my
own working methods (and
that would reproduce well
enough on the paper used for
the book.)

This one is a humorous at-
tempt to quantify the attributes
| think are important for an
information designer. It takes a
mild jab at what | consider the
overrated expertise in computer
skills that seems to dominate
teaching of design (I give it
3 percent—very little impor-
tance). The diagram is a self-
portrait of sorts, and it reflects
much of the Q&A Steve Heller
and | had in the book itself.

It took a few tries to get the
image right—all worked out
on paper before touching
the computer.”

—Nigel Holmes
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Rob O’Connor/
Stylorouge
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Mintaka Music

“Logo sketch for a London-
based singer-songwriter of
Moroccan/Persian Jewish
parentage. It is florid but
legible, with a hint of a Hebrew
feel (she sings in Spanish
and Ladino, an ancient Jewish
language). The photography
for the final sleeve is by me.”

—Rob O'Connor

Ihe Beauty  And H\\‘-l

JSRERRER

If Stylorouge has been occasionally eclipsed over its “I BeLIEVE 1T was John Gill who said there’s never been
25+ years by more notorious music packaging firms a great design that couldn’t be verbally explained in a
and has never experienced the heady rush of sudden, couple of sentences,” says Rob O’Connor. “This may
explosive success, neither have they suffered a drop be an exaggeration, but it highlights the need to be a
in commissions as tastes and trends have changed. good communicator—in any medium. The combina-

This is in large part due to its intentional avoidance of  tion of describing and illustrating your thoughts in

a house style, preferring to place the individual needs  a cohesive and persuasive manner is the best way to

of the artists first. instill confidence in a client.”

»

“Sketching is as cathartic as it is potentially creative,
he says, and acknowledges that beyond the sheer
enjoyment of mark-making, his sketches are largely
an extension of his meeting notes. “They’re my initial
thoughts about a project. Even if I know at the time
that they're wrong, by getting them out in the open,

88 Sketchbook



I'm clearing space in my mind for other stuff that may
be less obvious. I don’t think I doodle idly; I'm happier
investigating possible solutions to a creative brief and
objectively studying the outpourings later, and decid-
ing whether they really work or not. The first time an
idea makes it onto paper is a good initial test of how a
final design may look, and this can sometimes be the
most exciting stage of a project.”

Having painstakingly created multilayered images
out of “transparency sandwiches” in Stylorouge’s early
years, O’Connor is no traditionalist pining for the
hands-on days of rubber cement and drawing boards.
However, “committing my thoughts to paper is an ab-

solute necessity for me—my memory is possibly the

)

Dimm

”

himm bristol

o5

bimm Drighfon

most unreliable tool in my box,” he says. “But there
are certain things that are best created on a computer.
I do find, though, that being able to draw has been a
huge benefit—and when it's done in front of a client,

that can be a winning party piece.”

Identity

British Institute of
Modern Music

“These sketches were initial

thoughts for a logo for BIMM,
a contemporary music school
originally based in Brighton.
The client wanted to avoid
clichés related to Brighton
and its cultural and musical
history. We started working
mainly typographically, and
| was trying to emulate from
memory the cool corporate
style of 1960s U.S. design,
but the final design for what
has now become the British
Institute of Modern Music
shows how we ended up
veering toward the mod
scene that is synonymous
with the pop culture of
Brighton.”

—Rob O’'Connor
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Kula Shaker

Music Packaging

Columbia Records

“Peasants, Pigs, and Astronauts
was the second (and final)
studio album by English psych-
pop-rock act Kula Shaker before
they split and then re-formed.
Their interest in classic 1970s
album art and late 1960s U.S.
garage punk went hand in
hand. The original brief for the
album sleeve was to combine
the sense of physical and
metaphysical travel. Early ideas
submitted to the band threw up
a theme when we all enjoyed a
historic woodcut illustration we
found of ‘the ship of fools,” an
inhumane approach to exiling

ooy dtiond APOLLD CALLS A . .
GSL | STRONOMER'S gDVICE | members of the community with

ey YDON'T PANKC™ “cunm e
— RIS v
S . T SOT———_. | - o e l(‘,ll\ 11?-

psychiatric problems by casting
them adrift on an arklike boat.
This developed into the idea of a
historic astral traveller—a char-
acter apparently from medieval
history who had the ability to
travel in space and time. (Yeah,
| know. Personally, | was only
under the influence of Harveys
Bitter at the time.) The notebook
shows the first sketch for a com-
plete medieval/alien/astronaut
font design that went almost to
final art before the band had a
change of heart.”

—Rob O’'Connor

Photography by Jeff Cottenden.
The guy in the astronaut suit is the
esteemed author of this book.
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Rob O’Connor

Christophe Willem

Music Packaging

SonyBMG Records

“Some of the initial sketches
for a campaign to launch the
recording career of Christophe
Willem, winner of the French
equivalent of American Idol.
His marketing graduate status
and his own penchant for
camp and irony set him intel-
lectually above the level of the
great majority of pop wanna-
bies, and we joined in the fun,
helping him present himself as

‘Product of the Year.’

The album title changed

to Inventaire but the image
remained intact; the dressed-
down, reluctant hero portrayed
as the centerpiece of a pomp-
ous aristocratic seal made out
of images of a showgirl. Even |
can't fathom how we arrived at
the absurdity of the final image,
but the album went to number
one in France and we drank a
small amount of champagne.”

—Rob O'Connor

Photography by
Sandrine and Michael.
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Gabriela Montero

Music Packaging

EMI Classics

“Gabriela Montero is a South
American classical improvisa-
tional piano genius, signed to
EMI Classics in the UK, for
whom | wanted a hand-drawn
logo—nothing fancy, just
something with femininity and

a touch of the latin and the ba- T— -‘f:““"”"; - 'i':::ﬂ; “::f_“' %
roque. The album is a collec- ravddhion b dup romeedihe

tion of her let-loose creations
based on the music of Scarlatti,
Vivaldi, and so on. The sketch
is a typical bit of doodling on

the train home from London \F\
Bridge to Paddock Wood. , - V,}b) __\@1).\0
The final logo art was drawn at (*jv\\ X
Stylorouge by Anthony Lui." N

—Rob O’Connor
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Miscellaneous
sketches

“Various stuff, most of which
wasn't used.

Zone 2000 was a projected
community youth festival in
South London. Demon Music
developed into the music
company's corporate ID.

Regarding the T-shirt-
shaped stuff, well, ideas for
T-shirt designs and slogans
are constantly jotted down,
as we do a couple of ranges
each year.”

—Rob O'Connor
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“The Cure'’s Robert Smith TN | [ S& v ﬁ" / /{\Q :
] ) <N i\ t , ' A<
approached me with an idea N ‘ ) 2
||/

the potential for a little lo-fi " — \

handmade eccentricity, ‘53\“ pﬁ,' RS % . f 1'  ' S ‘ |
| volunteered myself to take CIN % - ‘% ey {, V] W \__u\, b 'v ; L v:/{ y ’3 | |I
the photographs. | showed a, "N/ || : A 2

him nothing more than a ' [ r “—--..‘__,_ﬁ\ / —% ( '

for his greatest hits package, 1 I( i"ﬂ : 7 ‘\\\ ?S? P
and immediately warming to | 1) -I\’e s g KK .A}’"}.,_q Y /,P 'L e
T ; \a‘ N\ / \ \ / rd i - i

couple of the worst-drawn
sketches I've ever seen, let - \ VT & f
alone done, to make sure [ N /

we were on the same page <) ¥/, e =

visually, and went about s A on~n W N7 4 ™ L‘t‘\.(’ B :
building a set that was part ' ' ) ’ 7 i \
décor for a cheap nightclub } b= —— . £\ e |
and part juvenile nativity play. U ;,\{\7 ‘;uu . | r/ \ ;

Final typography was by SIS U SEET———— A
Andy Huckle for Stylorouge. | . == e
The sholts that were taken — e - WEAL A UL
were reinvented as a one-off AN - — ' Sl 1
print in 2007 to be sold at a / . - '

music business auction event 1 N\ —— e /

in aid of the charity Cancer 1 )

Research at London’s Abbey Z : : i [ ‘ _/f
Road Studios. Both Robert 2§ L (A L‘Lf-:f w{;’hn
and | signed the final print, but g |
| think it was his signature that _ ==

attracted the £1,000 bid.” D
—Rob O’Connor i
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Davor Bruketa /
Bruketa & Zinic
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Bruketa & Zinic, established in 1995 and based in “WE OFTEN BEGIN projects by sketching informally,”
Zagreb, Croatia, has received more awards than any  says creative director Davor Bruketa, “in addition
other advertising agency in the region. Their ser- to cutting and pasting found material together and
vices include communication strategy, advertising, researching typography and imagery on the computer.”
branding, packaging design, and interactive media,  [n discussing their work for longstanding client
and their work has appeared in Grafik magazine, Podravka, he says, “This is the eighth annual report
Print magazine, the New York Times, 1.D., How, and  we've designed for them. By now, we're very familiar
the Art Drectors Club Annual. with the brand and have a clear idea of how to convey

their basic business messages to their stockholders,
clients, and business partners—so we're free to spend
more time just having fun with the material. We're
always trying to interpret Podravka’s slogan, ‘The
company with heart,” in a different way.”
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Well Done
Annual Report

Podravka

“This is an annual report for
Podravka, the largest food
company in Central and
Eastern Europe. Podravka's
logo is the heart, and their
corporate slogan is ‘The com-
pany with a heart.” With this
piece we wanted to show the
relationship between the heart,
warmth, and Podravka.

The annual report consists
of two parts: a large book
containing financial figures
and a report of an independent
auditor, and a small booklet
inserted inside the big one.
The smaller booklet contains
the very heart of Podravka as a
brand: great Podravka recipes.

All of Podravka's products
must be baked before use.
That is why the small booklet is
printed in invisible, thermoreac-
tive ink. To be able to reveal
Podravka's secrets, you need
to cover the small booklet in
aluminum foil and bake it at
212°F (100°C) for 25 minutes.
If you are not precise, the
booklet will burn, just as any
overcooked meal. If you suc-
cessfully bake your sample of
the annual report, the empty
pages become filled with text,
and the illustrations of empty
plates fill with food."

—Davor Bruketa
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Ayse Birsel and Bibi Seck /
Birsel+Seck
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Product designers Ayse Birsel and Bibi Seck met “DRAWING IS REALLY a language to me—my first
while working on a Renault automobile interior in language,” says Birsel. “As a child, I learned to draw
2002. Since then, their collaboration has blossomed around the same time [ was 1earning to write. In
into a highly fruitful partnership as Birsel+Seck terms of thinking, it's as much a form of expression
(not to mention marriage.) Their work for corpora- to me as speaking or writing. Sketching allows me
tions such as Hewlett-Packard, Target, and Herman to organize my thoughts; the clearer my thoughts 1
Miller—including their NeoCon Best of Competition- the simpler the sketches become. At the beginning
winning “Teneo” storage system—is surprising and of a project, they've very messy, as I'm searching for

innovative, but always remains focused on its end-user. 3 solution and don’t yet know what to think. As I get
the hang of it and I find the hook that gets me toward
a solution, the sketching gets clearer and clearer. If I
need to, I'm capable of doing very detailed sketches,
but I really like the conceptual sketches, where it’s not
so much the form of the product but the concept and

the solution to the creative problem.”
96 Sketchbook



Bibi Seck was lead designer at Renault for twelve

years before his partnership with Birsel. He remem-
bers sketching cars constantly as a boy, “and I never
stopped.” For Seck, sketching is an intensely personal
and powerful, even potentially dangerous, act. “I don’t
draw to communicate my thinking to other people—

it’s more a mirror of myself. As soon as I have the idea

complete in my head, I stop drawing. It's already there.

Drawing is like a cane, something I use for support
while I'm thinking.”

Generally, the pair sketch separately but alongside
each other until eventually curiosity gets the better of
one of them and he peeks over the other’s shoulder.
However, each project unfolds differently. “Once,

when we were working on a table collection for HBS,

I sent Bibi some scans of my sketches; mainly to show
him I hadn’t been goofing off in his absence,” recalls
Birsel. “He called me and said, ‘Send me the sketch
on the other page.” On the scan, he could see the other
side of the page bleeding through, and that image
became the starting point for the collection. There’s
something nice about working together. We see things
the other doesn’t see in his own work; we spark ideas
back and forth.

“We sketch in order to think; the core of our ideas are
captured in our drawings. If Bibi and I were asked where

an idea came from, we would show our sketchbooks.”

RO
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White Shirts

Fashion Design

Bils

“In 2006, we designed five
new shirts for Bils, a textile
company in Istanbul. Our
clients, Selman Sinha and
Derya Bilsar, informed us
that as long as the shirts
were white we could design
anything we wanted, and they
would make sure they hap-
pened. So we did—starting
with a black shirt. We called
it the Black Sheep, and no
one objected. Derya and the
seamstresses at Bils produced
complex patterns for the
line that were shaped and
contoured precisely as we
had imagined them. They then
asked us if we would mind
being photographed wearing
the shirts. Since we were in
Dakar at the time, Bibi thought
it a good idea to take the
pictures there.

Which led to our meeting
Bonbacar Touré Mandémory.
When we asked Bonbacar if
he had his book with him, he
pulled out a mammoth tome
from his bag. The book was

98 Sketchbook

called Snap Judgments, and
it profiled an exhibit of the
same name that featured his
photographs at ICP in New
York City last spring. The gal-
lery, as fate would have it, was
located just a few blocks from
our midtown office.

While Bonbacar graciously
waited for us to flip through the
pictures, and as we recognized
beautiful image after beautiful
image, we felt those months
of designing the shirts were a
pretext leading us to Bonbacar
and the chance to work with him.
We met the next morning
at 7:00 a.m., and with the shirts
in our arms and Mandémory
with his cameras in his bag,
we took a taxi to the Corniche.
With jogging young men and
meditating elderly marabons
as our witnesses, we posed.”

—Ayse Birsel

A )'Cuqm hﬂriwdmv vkl
* M[:\ LA ﬁSL\nﬂl[ q-lv-m,d.—;,

> k], et o

ke liﬁ-? \

|

ok bk

chermife WiF . chewmfe blane

oViv 1"‘|bn'ur n#r

avie il
.!'
bil £
rtw
/ 2 wanchd m),req:la;h
0]26200k
9
'H( MA(V&-\
.
I

feLmhn B8 2]-15 ocak
Y fmmn fAL 7000 ry.

Odakule — 360 Iibkh] Grbdes:
,P\l m«rw

(_t‘h]i)t\ ()\anqmj o

mfme
¢ aenf 1§ ol fﬂwf&{t e

rUIJ We |[T)fm{m7{ 4{1 hen :
{

Cles 1‘“")“‘ I:Fl 12282005

30" Befhaiy




Birsel+Seck

k”kk hev if[e Lch‘ var
19 Hb

07062000

b ack
fhcer

-

01062006

Refined 99



T — —

LU WTTTTT OO
~ j N | s
- ,“ —_ ..
EE— L,
1 ’

-.
— e
e - :
- _ !
|

T s /ll.l.iﬂl l__—

U ————
— —
" ————

= ' _;.
__a-.- ,

]
e e e e
:‘-‘ Iw

ll’l' h
o |

&Y i

|
——

-—
|
.
"y

— AN Yy W

— -.:. .:I " t

= ="

—

!ﬂ __-._iu,,
N — = =

l |
'
|

=

|

1
‘.h

'R

|
= AN

-_ : .. __ i __

:J ‘II'h'Ilv___

‘.,,__.,IE.. G
P Ny o o

t 4

t _. >
" ; a; .. =
N1 =
tl ,«w,..... ¢

o -




| "i‘ |
=g

Birsel+Seck

“Bibi draws like a god. A pen
in his hands is truly a weapon;

, when we first started working
together, it intimidated me,
because | don't have the same
mastery that Bibi has. It took
me a while to feel okay with it.
We complement each other;
we don't duplicate each other.”
—Ayse Birsel
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Founded in 2002 by Pablo Rubio Ordas, Erretres

Diseiio specializes in branding, editorial design,

multimedia, and graphic design. Their principal

clients include the Prado Museum, Barcelo Hotel

and Resorts, and Universal Music. Rubio is also

the art director of the acclaimed Matador magazine

as well as the director of the masters program

in branding at the European Institute of Design

in Madrid.

AccorpING TO PABLO RUBIO ORDAS, “It depends on
the individual, but we generally sketch with a pencil
in Moleskines or on plain paper. Waiting rooms and
at home are good places to sketch. In the studio, it’s
common to move away from the computers to sketch
in a technology-free zone. The computer gives you the
opportunity to improve your idea, and sometimes the
final layout is better than the first idea. If you have a
great idea, it's a question of experience, time, and skill

to achieve a great result.”



Rubio sees sketching as a direct link between the
mind and the hand. “Sketching on paper is pure idea,’
he says. “With the hand, there are no computer tricks.
The hand doesn’t lie.” In addition, he notes, “Some-
times sketching is the fastest way to communicate
with a client in a meeting or with other designers in
the studio.”
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“These three proposals for the
Christmas 2009 shopping bag
for the legendary shop Vingon
were developed in collabora-
tion with the creative think tank
Nadie. Vingon has often com-
missioned famous designers
or artists, including Mariscal,
Pati Nufiez, América Sanchez,
and Barbara Kruger, to design
its bags. The final selected
design was the bag with a
snowflake made out of palillos
(toothpicks), a typical Spanish
gadget for eating tapas.

The sketches were drawn in
a hospital waiting room two

weeks before the birth of Olivia,

my first child.”
—Pablo Rubio Ordas

Collateral Design

Vincon

Design: Erretres.com/Nadie.
Sketches: Pablo Rubio Ordas.
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Pablo Rubio Ordas

Tabakalera

Identity

“Erretres was selected to * l v I i l b |

participate in an international
contest to design the identity
of a new center of cultural
creation in San Sebastian.
The center is situated in a

former cigarette factory and + + + +

will be in part dedicated to

: i : TABAKALERA TABAKALERA TABAKALERA TABAKALERA
PrABBLINg AUSICHBUA] EReELon KULTUR FABRICA CULTURE CENTRE DE
(exhibition, learning, creation, FABRIKA DE CULTURA FACTORY PRODUCTION
etc.). The sketches were CULTURELLE

drawn by Gema in the studio.”
—Pablo Rubio Ordas

Art Director: Pablo Rubio Ordas/
Erretres.com.

Design: Gema Navarro & Daniel Barrios.
Sketches: Gema Navarro.

+ | TABAKALERA + | TABAKALERA
KULTUR FABRIKA IR FABRIKA

TABAKALERA TABAKALERA WLIR
TABAKALERA KULTUR FABRIKA TABAKALERA KULTUR FABRIKA
KULTUR FABRIKA KULTUR FABRIKA

TABAKALERA KULTUR FABRIKA

TABAKALERA KULTUR FABRIKA ¥

TABAKALERA
KULTUR
FABRIKA

FIPA. FESTIVAL INTERNACIONAL
\DE PROGRAMAS AUDIOVISUALES
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Marian Bantjes
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Graphic artist (or “lapsed graphic designer,” depending

on her mood) Marian Bantjes is internationally known

for her highly ornate and expressive typography,

usually rendered as precise vector art but occasionally

executed in oils, ballpoint pen, and even sugar for clients

including Pentagram and Sagmeister, Inc.

“I THINK WITH a pencil in my hand,” says Bantjes,
“and every time I've tried to take a shortcut, I end up
with something stilted and unnatural, and I literally
have to return to the drawing board.”

Having started her career as a book typographer,
Bantjes brings that discipline’s structure and precision
to her organic letterforms, usually drawing only one
or two pencil sketches before moving into final art.

“I am not a sketchbook person,” she says. “I wish I
was—I wish I had continuous sketchbooks where you
could follow the chain of time. I always take paper or a
sketchbook with me when I travel, but seldom use it. I
can’t think away from home.”



Bantjes reworks her sketches on graph or tracing

paper until they're ready to be scanned into Illustrator
to trace. A point of honor for her is that she never uses
[lustrator’s autotrace function. “I trace Bézier curve by
Bézier curve, and then adjust everything obsessively.”

Surprisingly, given her mastery of letterforms, she
does not have a background in calligraphy. “That part
of my development is somewhat of a mystery to me.
It happened spontaneously about a year after I left my
design business. I don’t really know how. I'm practi-
cally useless with a pen or brush.”

“There’s just something about pencil sketches,” she
adds. “When I was a typesetter, we used to receive pen-
cil layouts from the designer, where they would have

Poster

Pentagram [/ Yale School
of Architecture

“When Michael Bierut hired me
to do the ‘Seduction’ poster for
the Yale School of Architecture

- lecture series, he said his
client had asked for some-
thing ‘pretty pretty’ and had
also supplied some strange,
alien pod-looking architectural
drawings. Michael asked for
something voluptuous. He said,
‘Don’t be afraid to make it a
little bit sick.” So at first | kind
of had too much input. | was a
little confused, and | tried
a few things that were quite
different. | was trying to
incorporate straight lines for
architecture, and some of the
alien pod things, and it was all
just a little bit out of control.
| took a little break from it,
and then decided to focus on
‘voluptuous’ and ‘sick,” which
is where the type that was
developed and used came

( from. Originally, the very fine
\ lines that came from the type
were piercing the type, like
: \ needles, but that all got kind of

\ Hl merged together in the final.

I The funny thing about this
piece is that | didn't have a
really true sense of it until
after | got the printed poster
back. | had seen a .pdf file with
Pentagram’s placement of the
informational type, which | was
thrilled with, as it was exactly
how | would have used the
‘Seduction’ type for alignment,
but when | got the poster
piece was not nearly as nice as the pencil sketch. | was really floored. It just
looked so much better than
| had imagined. | think the
poster is pretty rare, by the
way. | only have two copies
myself; | had three, but | gave
one to the Cooper Hewitt.”

—Marian Bantjes

drawn in the headline type and marked it up for size
and spacing. I always thought the final phototypeset

I love my sketches; they just have something the final
work doesn’t.”
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Campaign

Pentagram / Saks Fifth Avenue

“The Saks ‘Want It!" campaign
was pretty straightforward in
terms of lettering style in that it
needed to go with the existing
Saks logotype, but with, as
Michael Bierut put it, ‘more
swing.’ The Saks logo is a
very stiff and formal Spence-
rian script, so | started there,
redrawing it by hand, and then
moved away from it as much as
| dared.

The more interesting part
was the direction for the rest
of it. For the Want It! logo, they
wanted it to be this crazy, ener-
getic feel. Basically | just kept
adding more and more swirls
until they had enough. | actually
really hate just drawing swirly
things. | find it intensely bor-
ing. Terron Schaefer at Saks
asked for the feather—I really
think he wanted something
Saul Steinbergian overall, but

Michael wanted it in keeping
with the logo—which | resisted
like crazy, but the client won in
the end.

Things got much more
interesting for me when we did
the 18 Want It! items, when it
became apparent that Terron
wanted the items to look like
the words, so ‘Textured Cardi-
gan’ would look like a textured
cardigan, ‘Tuxedo Dressing’
would look like a tuxedo, etc.
At that point, Michael Bierut
handed me directly over to
Terron at Saks, and we worked
together with a lot of back
and forth. Some of them were
easier than others. Some went
through round after round.

A couple of them were not
specifically things, like ‘Winter
White' and ‘Shine." | had

a helluva time with ‘Shine,’
though my eventual solution
seems perfectly obvious. It
was challenging, but that's
what made it fun for me. And
Terron is such a great person
to work with. It was really a
good experience.

In the end, | handed over the
vector files and | didn't see it
again until first it started ap-
pearing in magazines, and then
when | walked in the store in
New York, it was applied to
so many different things in so
many different ways—it just
blew my mind."

—Marian Bantjes




Marian Bantjes

Refined 109



Michael Bierut /

Pentagram

New York

110 Sketchbook

Michael Bierut, a partner at Pentagram’s New York

office, has produced acclaimed work for clients

including United Airlines, the Walt Disney Company,

the New York Times, Motorola, and Saks Fifth

Avenue. A founding writer of the widely read Design

Observer blog, he is a member of the Art Directors

Club Hall of Fame and in 2008 received the National

Design Award for “Design Mind.”

MicHAEL B1ERUT 1s one of the graphic design world’s

most prolific figures. He has won hundreds of awards
at both Vignelli Associates and Pentagram, where he has
been a partner since 1990, and is responsible for many
examples of celebrated and recognizable graphic design.
As a recent profile of Bierut by design writer Alissa
Walker put it, he “has built his career on making him-
self, his work, his personality, his opinions, available.”
Bierut has also made prolific use of sketchbooks, fill-
ing some 8o books since 1982. A fascinating secret his-
tory of a highly visible career, Bierut sees these books—
all a uniform size, all with unlined paper—more as
evidence of compulsive behavior, akin to his three-mile
run each morning and the highly regulated charts that
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detail his progress. “I take my current notebook with
me to every meeting, even if I never open it. Each

one works like a security blanket for me.” Despite his
admitted obsessive tendencies, Beirut's books are not
buttoned up. “My books are messy. It’s funny; I'm a
fairly messy designer. It doesn’t show in my work, but
my process is messy. Sometimes someone will ask,
‘Oh, we're doing a piece about process. Can you show
us your design process?” And I know exactly what
they want. They want this sequence of rough sketches
leading to almost-rough sketches leading to almost-
finished work leading to the final, chosen piece.

I don't have those things; I don’t work in a sort of

methodical way."®
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“I don’t even consider what I do in these books
sketching. It's more like note-taking. Sometimes the
notes take the form of drawings or diagrams rather
than words. I don’t valorize drawing, and I really
don't care if my designers sketch before they go to the
computer. As long as they think before they go to the
computer, I'm happy. Everyone has his or her own way
of doing their thinking. These notebooks work
for me. Besides”, Bierut adds, “I've never learned how
to design on a computer. A pen and a notebook are
the only design tools I really know how to use with
any confidence.”

“Occasionally I'll run into
someone whose name is
familiar. In those cases, with
alarming accuracy, | can go
back to a notebook and pull
out my notes from a meeting
| may have had with them
ten years ago. Nostalgia is
too sentimental a term, but
the notebooks definitely are
memory aids.”

—Michael Bierut
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Museum of Art & Design

Identity

“The symbol is built out of
circles and squares, a refer-
ence to the fact that this squar-
ish building sits on one of the
most prominent circles in New
York City. The forms also refer
in a subtle way to the build-
ing’s distinctive, some would
say notorious, lollipop columns,
which are visible through the
new fagade.”

—Michael Bierut

114 Sketchbook
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“My favorite sketches in these
books are my way of working
methodically through problems.
| am too uptight to consider
them liberating or fun. | use
napkins for that kind of thing,
and then | throw them out
when I'm done.”

—Michael Bierut

Lis {ul
Information
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Michael Bierut
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Brian Taylor /
Candykiller

Brian Taylor’s work under the Candykiller moniker

blends the sinister and the adorable in an exciting

range of vinyl toys, prints, and trading cards inspired

by Japanese pop culture, 1950s comic books, and

circus sideshows.

TAYLOR SAYS, “A LOT OF MY CANDYKILLER WOrk is
ultimately produced on the computer. However, pretty
much everything I do starts out as a sketch. These are
the steps I generally follow to produce a finished piece
of work: I first work out my ideas in pencil in a Mole-
skine sketchbook. I then work over them in pen, refin-
ing the drawing as I go, then erase the original pencil
work. If I feel an idea is worth following through to a
finished piece, I scan the sketchbook drawing and use it
as a guide to work over on the computer, refining it still
turther to achieve the end result.”

118 Sketchbook
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“Clients. ... may find satisfaction in the unfinished quality
of a sketch. ... A sketch invites, or at least permits, the client’s

own contribution”

RALPH CAPLAN is a writer and communications consultant who lectures frequently on design and its
side effects. He is the author of By Design and Cracking the Whip, a collection of his essays and magazine
columns. Ralph Caplan teaches in the graduate program in design criticism at the School of Visual Arts.

Ralph Caplan

To the outsider, sketches are fun, unconscious
doodles, or, worse, art for art’s sake. Sketching
somehow doesn’t count as work.

The idea that sketching looks like fun, and very
often is, makes it a mystery to anyone supposing
that fun and work are necessarily in opposition.

With Blackberries and iPhones, we’re jotting
notes, managing our schedules, having phone
and email conversations, and taking pictures
all on a single device. Yet Moleskines and other
notebooks remain incredibly popular in the
design community. What do you think it is about
sketching that is still so important to designers?

Two points here, both important. I believe Mole-
skines and other similar sketchbooks are popular
with designers largely because of their tactility. We
like to fondle them. The really nice ones are down-
right intimidating—I have several notebooks I've
collected over the years that [ cannot bring myself to
write in because my scrawl would violate the beauty
of their paper. I am reminded of George Orwell’s
1984, in which the protagonist, Smith, finds a small
old shop where he stealthily, almost guiltily, buys
a diary that becomes a major player in the book,
not only for the secrets he records in it but for the
sensuous creaminess of the paper.

The other point is larger and has to do with the
nature of the sketch itself. A sketch (often accom-
panied by the prefix rough) is by definition only an
attempt to get an idea on paper, where it can be vetted
for validity. Designers are anxious that they not be
misunderstood by clients, and experienced design-
ers know they are likely to be misunderstood much
of the time. Two industrial designers I knew, Henry
Dreyfuss and Jay Doblin, taught themselves to draw
upside down so they could produce sketches at lunch
that would be readable by someone across the table.

[ imagine many designers can do that. A sketch can
forestall premature hostility to an idea by one’s point-
ing out that it is “only” a sketch. Clients, too, may find
satisfaction in the unfinished quality of a sketch. Tt is,
after all, the perfect example of something that isn’t
carved in stone. A sketch invites, or at least permits,
the client's own contribution.

You did something similarly unfinished with
a series of publications called “Attention,”
“Connection,” “Tension,” and “Omission,” and
subtitled “Some Incomplete Thoughts with
Room for Improvement.”

Yes, I did a series of notebooks, sketches, for
Herman Miller. Certainly they were sketchy. The
company’s president had asked me to create a design
magazine. I declined, pointing out that a design
magazine published by a corporation would be sus-
pect, and with good reason. Since most of what we do
begins with notes that are refined and shaped as the
idea develops, I proposed as an alternative that my
notes be published as is, calculatedly half-assed no-
tions, subject to anyone’s amendments, including my
own. They had to be clearly noncorporate—and were.



In fact, no one in the company saw them until they
were printed. I owned the copyright, not Herman
Miller. They had the desired effect, and for years
whenever [ went someplace to speak, designers
would show me the notebooks, which they had made
their own by writing and drawing their responses.

Have you noticed a shift in the way
people use sketches as the field has become
computerized?

Not especially, but that doesn’t mean that
there isn’t any. What I notice chiefly is that people
use sketches less.

Why do you think that is?

For one thing, fewer designers have been trained
to draw. As long as I can remember, established
designers have complained that design schools
stopped emphasizing the ability to draw, and this
complaint grew in validity as computers made up
for the lack. A sketch is an attempt to see and to
show what something might be like. For a more ac-
curate version, you went to a model or mockup. But
computers have become increasingly able to reveal
such matters more fully than most designers can by
hand, so sketching no longer has the priority it once
had. Many designers lament this, and not just for
nostalgic reasons. They feel something important
is lost, namely the experience of thinking through a
problem without mechanical intervention.

What do you think is the connection between
the creative process and the physical action of
the hands, whether it’s sketching, writing, paint-
ing, or doodling in the margins of a notebook?

. Designers are people who like to think with their
hands and are understandably reluctant to give up
that control, even though the computer can do it
more efficiently. Milton Glaser, perhaps the most
prolific sketcher I know, has a book in process [at the
time of this interview] called Drawing Is Thinking,
which is a collection of his drawings over the last fifty
years. My friend Frank Wilson, the neurologist, wrote
a book called The Hand. It's based on years of study
and experience and interviews with people who work
with their hands. It is devoted to the relationship
between hand and mind.
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Notes on Attention

some incomplete thoughts

with room for improvement

by Ralph Caplan

Photography
by Lee lley
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Have you seen a difference over your long
career in how designers and creative people
work? | don’t mean the use of computers, but
how designers approach a project, how they
nurture ideas and bring them to fruition.

I’m thinking of how accelerated everyone’s
lives have become, coupled with the over-
whelming amount of visual information we all
have to process.

More creative work today is done collaboratively.
[ suppose it always was, but now it is more forth-
rightly acknowledged. The principal differences,
though, appear to be between individuals. There
surely is a lot more hype than there ever was before
along the lines of selling techniques for shortcuts
designed to make up for lack of talent and business
acumen. And it's not all hype. There are techniques
that can be learned, and they do save some time.
But I think the big changes probably can be traced,
one way or another, to transformational technology.
Still, we seem to need the old supports even when
we don'’t. In light of the giant strides in telecommu-
nication, I'm amazed at the proliferation of confer-
ences, even though the subject matter and ideas
could be, and probably have been, already dissemi-
nated by other means.

;aT1a7 JSTTIN UBWIDYH

Q+A/ Ralph Caplan

attention
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Random

“Designers have to yank the new
technologies around, not be yanked
around by the new technologies. I bet
there were a lot of mindless circles
when the compass was introduced.”

Lance Wyman
interview with Armin Vit, Creative Review, June 2006




Masato Samata /
Delaware

i Left:
Take Off The Shoes,
cross stitch.

Right:
Surfer, designed on the
occasion of the Adidas

Delaware, formed by Masato Samata in 1993, is

a self-described ‘supersonic group’ whose work

includes poster design, writing, live musical per-

formance, and cross-stitch. The artists at Delaware

refer to themselves as ‘artoonists’—a hybrid of

artist and cartoonist. Working largely with bitmap

patterns, they design directly on the computer—but

in an iterative, sketch-like fashion.

Diesel party held in Shanghai.

128 Sketchbook

Visible
Anime

image

base_image_H.gif

B x &

surfer.gif
x &

e

I.-

" :.;:_ e

I.

-'-'

.I.I.I




e
--EF—

B

m
e
s B:*

ﬂﬂﬂ--ljlll-..... __
ﬂﬂ-.-ﬂ.c wiro NEWNEER
VEERE-: k- Rt ||

e

A

(%
[
i

Ly

Fam _on Bue Farnoam

BFD

By
nr-_ &
h ’um

-
B
g
Eotm

urian

| Don's Think. Thertfore | Bm.

BEREE" - Iz_ s veEen il w il §
HEARE A U Sy | ;
jm_—m_‘ﬂ!."‘ 1 ,‘._m.m:.J-wuB- m - w
o EEE = e Sl _ { m _.
ql -_.Ia -..T ;_4 Dw LMM_Lm = ﬁb. $ u " a..
e TR T, _ e m p S
A T e W — " ST
e | T i m P&
SN AR p g ol
H ERNEENSNEEEN__ k P
NEEE REERERENECEE__ w-m £
BN AN %
fil .l.. ag
v " _.4 [
EF 3
mt..111]
_Mm = ww m - m
Y RN
g i a =
t fgvgne 4 i P B
el o B B B
Ay i

TP

mam%
Ll Prenlies @llie vl oW B .
BCINATING PRACEBLEMT SAITING TO BE SOLVED

=
L . il
2 5 D o o2
7] = * 50 S ©
Q= o O]
T P = .nulsms
t 0 | = ﬂm_lu.. 3]
£8gs §§cd
=3 ® 2 S 3250
) Wm g @ .= C
o] o = E o
Oe.,UI O
STz = T 4
emLDll&, ..r...mndn
Q9 0 §xgS8 <o
Smemn i O.ane
I | &tm hiSW.lmnC
6558505 ©F£<s s
C Il &3 gdxm

Random 129



Paul Fuog / @ |
The Co-Op .

Melbourne, Australia

The Co-Op is a Melbourne-based design studio THE Co-Or’s WEBSITE STATES, “For us, design is prac-
comprising Paul Fuog, Dan Honey, and Bec Worth. ticed, refined, and carefully applied,” and this acknow-
A small and fairly young outfit—it opened for business ledgement of trial, error, and hard work is readily

in late 2004—the Co-Op has quickly built an impres-  apparent in their sketches—drawn, unusually, on a
sive portfolio of work for clients including Levis, single roll of tracing paper.

Adidas, Polaroid, and the city of Melbourne. “It often depends on what I am sketching as to

what format I use,” says Fuog. “But I do like to draw
on tracing paper rolls when conceptualizing 3D or
environmental works. Those sketches are generally
quite quick and unrefined; often you need to sketch it
from different angles or sketch varying components
of the object, so it helps if you can see all the sketches
together. Rather than having to turn the page, you can
just keep on rolling it out. I picked this technique up

130 Sketchbook



CELEBRATE ORIGINALITY
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from a friend and it has been invaluable,” he explains.

“I also sketch to plan out identity work, publica-
tions, and layouts. I think it is really important to
go through this process. For me, sketching is a real
timesaver. If I know what I'm going to do before I hit
the computer, I just do it. Otherwise, I could end up
moving things around on the screen until the end of
time. When I do hit the computer, I still like to have a
pen and paper handy. At this stage, I scribble on what-
ever is in front of me—old printouts, receipts I should
have filed, other people’s notebooks.

“I am always scribbling on something. Most of the
time I'm unaware I'm doing it. It's only when I look

back that I discover these ridiculous sketches. Some

are really disturbing. These don’t get stored; they get
destroyed before someone analyzes them and puts
me behind bars. I'm not really sure those particular
sketches have anything to do with process; I'd prob-

»11

ably attribute that style of sketching to boredom.

Adidas Originals

Poster

Adidas

“This was a hero brand image
developed for print and motion
applications. Adidas Originals
is intrinsically linked with the
concept of time. Their product
is taken from the past and
reinterpreted for the future. The
brand is timeless but always
evolving. The creative direction
interpreted the idea of bending
space and time. An intergalac-
tic spinning product showcase
was suspended entirely and
photographed.

In this project, the sketches
came together really easily.
The drawings were set up in
layers, and | built upon these
until | was happy with the
amount of action. Translating
the sketches to the 3D product
sculpture, though, was a total
nightmare. Everything needed
to be set up so precisely, and
it took about eight hours to
suspend everything. Perhaps
| should have saved myself
the pain and just rendered
the drawing.

When [ finish designing
3D and environmental pieces,
they often look identical to the
sketches. Therefore, | have
learned to trust the sketches
and ensure | get them right.
| know that if it looks terrible
on paper, it is going to look
terrible in its true form.

Sketching is a very important
part of the design process. It
helps the exploration of good
ideas and elimination of terrible
ideas. The computer offers
way too many possibilities and
options. | like to limit these
possibilities by setting a direc-
tion on paper first. Sketching
allows me to visualize the
possibilities so that once | hit
the computer, things flow on
and | experience fewer block-
ages. During the project, | will
often move back and forth
between both media. If things
aren’t going the way | want on
the screen, | go back to the
sketchbook. It is a great way to
work through design problems.”

—Paul Fuog
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Rooftop Cinema

Collateral Design

“Rooftop Cinema recontextual-
izes cinema, creating an en-
tirely new experience. Patrons
sit up high, with grass beneath
their feet, all the while enjoying
a magical view of Melbourne
city. As a result, we based
the creative on the theme of
‘new context.” A selection of
popular films was explored and
reimagined within Rooftop pa-
rameters. lconic props from the
films were constructed into un-
expected 3D forms culminating
in a series of Rooftop-esque
posters that challenge the
viewer's accepted perspective.
In addition, we gave a further
nod to general cinematic
themes of drama and tension
through the development of
an angular grid system that
allowed for dynamic typogra-
phy and digital-inspired brand
patterning.

The major challenge we had
in this project is that we let
our imaginations run a little too
wild. We sketched out these
elaborate 3D forms, which we
loved. When we presented
these to the industrial design-
ers, they just laughed, as there
was no way they could create
our plans in the time frame or
budget. So back to the draw-
ing board we went.

Sketching was integral for
the layouts. The grid was really
challenging to work with, so
we printed it on tracing paper
and then worked and worked
the type compositions with
pencil and paper.”

—Paul Fuog

Paul Fuog
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Morag Myerscough /
Studio Myerscough

134 Sketchbook

Studio Myerscough was established in 1993. Since

then, the studio has worked with some of the most

respected design-led companies in the United

Kingdom, with projects including signage for The

Barbican Centre, exhibition design for the Science

Museum, and branding for Conran, Wedgwood, and

the Tate Modern. In each project, the integration

of design and its environment is central to founder

Morag Myerscough’s approach.

“WHEN I was AT ST. MARTIN’s and the Royal College of
Art, T used sketchbooks all the time to keep notes for
inspiration—they were my boxes of precious jewels.
But that is a very safe place to be, and it was some-
times difficult to translate the energy in my sketch-
book into reality. My aim over the years has been to
keep that energy in the final outcome of my work—
to keep it fresh throughout the whole process and not
get lost along the way.

“More and more I found the need to put things
on the walls around me, to live with them, hence the
sketch walls. I like being surrounded by ideas and
thoughts—containing these ideas in a sketchbook was
too controlled. A glance at any moment at an image or
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a piece of text can change my whole approach. I feel
very strongly that I want my work to leave an impres-
sion on people, or cause them to feel an emotion, and
so I need to feel those emotions, too.

“When I am working on a project, the sketch wall
is up as long as it is at the concept stage. I use sketches
for presentations, even though some people get con-
fused or don’t want to see them. I know that in this
way I can get more valid responses for developing the
work to the next stage.

“A photograph is taken of the wall as a record. Then
I take the ideas down and a new wall begins for the
next project. I work on so many diverse projects, from

Wedgwood packaging to environmental graphics, that

-
L]
v
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L]
o
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I just do not have the brain capacity to store so much

information.

“I do let some things hang around for longer—
samples of type, ceramics, books, dresses, invites,
postcards—just general bits and bobs that I like.
They're all around me all the time, and I often go and
get a Danish pot or a piece of glassware from my house
as a reference, much as I would have put an image in
a sketchbook in the past. Writing this, I realize that my
whole house and studio (which is one big building and
therefore accessible all the time) is a three-dimensional
sketchbook, and I have to say it is fantastic being inside

it and having the luxury of space to be surrounded.”

Ve BN

Y 5:31¢
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Myerscough’s studio walls
act as a three-dimensional
sketchbook, surrounding

the designers with work in
progress and random pieces
of inspiration.
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The Deptford Project

Cafée Design

“This is a regeneration project
for the Deptford neighborhood
in southeast London. It was a
real labor of love. | hand-cut
the stencils and hand-painted
the whole train with my assis-
tant Charlotte. Luke Morgan
did the crazy Elvis toilet, and
we made the table from
reclaimed lab tables. | hand-
stenciled all the stools, bought
the plants from Columbia
Road, and even planned out
the disabled access. It was
great fun.”

—Morag Myerscough

Morag Myerscough
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Johnny Hardstaff
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Initially a print designer, Johnny Hardstaff’s spare-

time experiments with moving images caught Sony

PlayStation’s attention. The resulting commission,

the film History of Gaming, won Hardstaff immed-

iate critical success and led to his signing to Ridley

Scott Associates and Black Dog Films, where he

has directed films for Radiohead, Orange, and the

BBC, all while continuing to push his personal

experimental projects.

138 Sketchbook

HARDSTAFF’'S SKETCHBOOKS ARE overwhelming. With
dozens of ideas squeezed onto each page, to describe
them as visually dense is a vast understatement.
“They’re an exact window on what I do and how I do
it—even why I do it. When I was a child, my father
would paint the detail on models for me with a one-
hair sable brush. It's that level of attention to detail
that I have grown to expect. Anything less, and I feel
shortchanged.” He points out, “I want to control every-
thing,” which has led to stockpiling his preferred pad
and pens in case they are discontinued.

Certainly, this precision and focus is reflected in his
film work, although Hardstaff points out that he rarely

revisits his sketchbooks to mine ideas. “I download
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and move on. I used to go back to the sketches, to
dissect and assimilate, but it’s pointless. I don’t need
to, and I get nothing from them. The irony is I spend
all this time recording thoughts and notions and then
discard every entry. I'm very much a designer-director,
and I respond to briefs—hopefully—in a different and
original way each time. Therefore, old thoughts are
exactly that: old and inappropriate.”

In fact, he says, rather than having benefited his
work, “they’ve probably detracted from it. But being
able to draw has proved hugely beneficial. I work
among some amazing designers and directors who
can draw wonderfully. Ridley Scott. Jake Scott. I ad-
mire them, and I find the creative visions of those who
can’t draw to be inevitably lackluster.
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“The conclusion is this: I keep these sketchbooks
because they look nice. They're a project and an end in

themselves. It's another way of being more productive.”
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udlCriers
in the
Soul

Framespotting

ACK in July, you may have
seen the front page of this
newspaper and wondered if

o P v S e

home: in Strange Days, people get
a kick not from fantasy but from
direct unmediated reality. They
can live out other people’s sexual
experiences or violent crimes, or
relive their own memories. The
film's hero, SQUID-trafficker
Lenny, is addicted to reliving
highlights of his lost romance.
But this direct retrieval also
entails an irreparable distance
from the texture of memory.
What's lost, as Lenny constantly
replays his favourite hot tryst, is
the sense of how that memory has
transformed his life since — how
it might have germinated in his
brain, formed links with other
memories, become part of his
language. Instead, it’s fixed,
fetishised, looped into an
obsessive ritual. SQUIDS or Soul
Catchers offer memoriesona
plate, but not the fluidity of
memory or its capacity for
transformation. They divorce
memory from the medium that it's
intricably woven into: language,
which has the dynamic capacity to
transform memory even while
recording it in speech or writing.

[

April 1 had come late, If the news
was true, you wanted to shudder
and pass on to other less
vertiginous thoughts. The story

But we should defer to Dr Chris
Winter of the Soul Catcher team:
“Speech and writing are such
crude forms of communication.”
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was that scientists workingon a
£20 million British Telecom
research project called Soul
Catcher 2025 were claiming that,
30 years from now, it would be
possible to store entire human
memories on “immortality
chips''. People would beable to
record their memories on chips
implanted in the body, then
replay them to themselves, or
others, on screen or direct to the
brain. It was claimed that
extraordinary possibilities are
opened up, for teaching, for
treatment of Alzheimer’s, or —
more disturbingly — for recording
crimes as they're perpetrated: a

kind of in-brain surveillance. Will the chip be reserved for
Trust Telecom, documentary
though, to Tt B o e - b St LR T ey gﬁullipiosl.)es. or
express the = t become
revolution in Will everyone get to entertainment,
2. mR - d simstim

idoesao il tape their lives? Will 3 < ired to

i : = li rder,
Britishway: g Jife be considered fonr
chips, we = = e =ay delectation?
vomtanthave Worth living if it’s Will only
torelyon waking hours
holiday snaps.” not recorded? count, or will

What's EE———  (reams be

uncanny about considered fair

Soul Catcher is not just that —to
use the clichéd response to
technological innovation —it’s
“like science fiction", but that it’s
straight out of a specific strain of
recent sci-fi. William Gibson’'s
novels and Kathryn Bigelow's
much-maligned film Strange Days
—recently released on video —
both posit “movies’ decanted
right to the cerebral cortex. From
his 1984 book Neuromancer to the
newly-published Idoru, Gibson
imagines a world in which reality
is not so much virtual as
vicarious. In his future, cinema is
replaced by “simstims” — pre-
recorded experiences you plug
directly into your head, allowing
you to become the protagonist.
Simstims have their own “‘stars”
— people paid to act out glamorous
situations and record them
through lenses implanted in their
eyes. The scenario of Strange
Days is simpler, and closer to the
“reality programming” ah:eady

Soul Catcher is already scary
enough in the assault it threatens
on private mental space, which is
even now under siege. Imagine all
the people feverishly
documenting their lives on
camcorder for public
consumption — as video diaries,
Beadle-bites, or home-made poirn
—doing the same direct from the
brain, putting their subjectivity
on the market,

But there’s also the question of
who ownsthe technology and the
right to use it. Will everyone get to
tape their lives, or only a selected
few? Will a life be considered
worth living if it’s not recorded?

game?

Then there’s the problem of how
other people’s brain signals can be
unscrambled and made readable.
Even if you can turn a rush of
perceptions into a coherent 3D
picture — and the disorienting
scrabble of sound and movement
that begins Strange Days suggests
that’s not so easy — how then
could you read a moment of
someone else's life outside the
context of the whole? What
meaning would a day trip into
someone’s head possibly have?
How do you decide what
constitutes an event in someone’s
life? Proust knew that the key
moments in an existence weren’t
necessarily the tangible events,
but were more likely to be found
in the “downtime” spent sniffing
bushes or drinking tea —all the
stuff you’d probably fast-forward
if you were using Soul Catcher
technology.

I wait to be persuac{ed (or.' more
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Frank W. Ockenfels 3
and Frederick Green

Frederick Green

Close friends and sometime collaborators,

Frederick Green and Frank W. Ockenfels 3 often

oget together over the weekend and spend a day

hanging out, talking, and working in their sketch-

books. The obvious point of connection for them

is photography—Ockenfels is a highly regarded

celebrity photographer, and Green, who is in

charge of print advertising for Focus Features,

has an abiding passion for vintage and pinhole

cameras. But neither is content to express himself

through a single medium, and for both, sketching

offers an essential outlet for boundless creativity.
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“My sketchbooks started out as
tech journals, reminding myself
of exposures and lighting
setups. Then on airplanes I'd
start doodling over them. On a
band shoot we'd be shooting
Polaroids, tearing them up and
taping them back together,
along with the musicians, right
on the sidewalk, in the moment.
After a while | began doing
a lot of collaging. | saw the
journals as a place to remind
myself what I'd missed out
on during a shoot, a place for
notes on how much | enjoyed
or didn't enjoy the shoot.
Sometimes it was just a rant,
but sometimes you realized
after the shoot that you took a
certain photograph to express
something that you're going
through in your life.”

—Frank W. Ockenfels 3

“This was a fashion journal
| did for Rebel magazine in
France. They sent me three
pieces of clothing, none of
which matched. | had a great
time running around the
woods by my house in upstate
New York with this Czech
model. Afterwards | collaged
everything and brought it back
to her, and she etched over
the prints; scratching the word
red in Czech into the print, so
we were collaborating on the
piece. | think people miss the
point; they think they need to
be the only one to do things,
and the crew and even the
models often don't feel part of
the process.”
—Frank W. Ockenfels 3
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“When you put a camera in
front of your face, you sort of
break the connection between
yourself and the subject, so
often photographers shoot
using an empty camera for
a while, just to break down
the wall and get the subject
comfortable with the camera.
It's harder to keep that connec-
tion when everyone is huddled
around a monitor.

I'm really frustrated by where
photography’s gone. It's all on
the screen: You don't load film
in the camera, you don't get a
print back, you don't hold the
contact sheets, you don't circle
the selects .. ..

| was on a movie poster
shoot in London recently.
Although | still use film when |
can, all movie poster and ad-
vertising work is done digitally
nowadays. So I'm packing up
at the end of the shoot, and by
the time we got the lights away,
the images had been uploaded

Frank W. Ockenfels 3

to a server, and people in
Los Angeles were looking at
them—I hadn't even looked at
them yet.
| was visiting a digital

retouching studio, and the
work area smelled so clean.
My nose used to burn from
the fixer after being in the
darkroom—you really felt like
something was happening.
That’s where the journals come
in. | can get my hands dirty
again, and | can feel the edges
of the paper.”

—Frank W. Ockenfels 3

“This was for a mainstream
magazine, FHM, so even

though the subject was porn
actress Jenna Jameson, you
couldn't show that much. We
live in this puritanical society
and yet there's so much sexual
content in the media. The more
upset they get about it, the
more | want to push it. This
other girl was lying there, so |
said to Jenna, ‘Go over to her
and pull her pants down as if
you're going to go down on
her," and the editor’s going,
‘No, no, no, you can't do that!'
The girl was totally aroused
by the whole thing. You can
see her squirming on the
contact sheets.”

—Frank W. Ockenfels 3
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Frank W. Ockenfels 3

“When you're photographing
Jack Black, it's just like,

‘Stand back!" The shoot

was out of control, but the
magazine made it so tame,
they just missed all the energy.
Everything has become so
calculated and overly re-
touched; having that moment
with your subject has gotten
harder. In my frustration |
ended up tearing up prints
and slapping them down to
try and recapture that energy
.... It's actually become one of
my more recognizable pieces

of late.”
—Frank W. Ockenfels 3
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Mar Hernandez/
Malota Projects

Valencia, Spain
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Mar Hernandez, otherwise known as Malota, is a

Spanish designer and illustrator. Her work, which

ranges from restaurant identities to designer plush

toys, has been widely exhibited, most recently at a

solo show at El Circulo de Bellas Artes in Madrid.
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“I always bring my pocket
Moleskine with me; | sketch
everywhere: while having a
coffee, sitting on a park bench,
or waiting for the bus.

These sketches are not for
any specific project. | think it's
interesting to work without a
brief occasionally because
you feel free to draw anything.
Sometimes you come up with
things you wouldn't have under
the pressure of a brief. When
sketching, everything is more
natural and less forced.”

—Mar Hernandez
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Stephen Doyle /
Doyle Partners
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My iNTRODUCTION TO Stephen Doyle’s scrapbooks
came during a cocktail party in his studio (wine glass in
one hand, scrapbook in the other, it was easily the most
congenial interview conducted for this book). Examples
of the firm’s work hung on the walls—CDs, film titles,
installations, global brands. The breadth of projects is
evidence of Doyle’s varied interests and curiosity.
While I flipped through his books, Doyle chatted

easily to guests on topics including experiential build-

Stephen Doyle is principal and creative director

at Doyle Partners, a New York-based design studio

renowned for its thought-provoking mix of function-

al design and wit for clients including Martha

Stewart, Barnes & Noble, and global real estate

firm Tishman Speyer.

ings, country singer Randy Travis, and a sculpture

he’s working on, gluing human hair into a book called
Manly Pursuits. Further proof of his restless mind, if
one needed any, came from the scrapbooks themselves.

Newspaper articles, Chinese cigarette packaging, a
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letter from former New York governor George Pataki,
photographs, invitations, and a drawing captioned ‘A
bird that I saw as I remember seeing him, Dec 27,
2000, Finca Rosa Blanca’ are just a few of the items
that jostle for space on the pages of his books. “There’s
a lot of stuff you don’t want to lose. I just tape the shit
in there,” he says. “If | were to get arty about it, I'd
never do it. The books themselves are not a project,
but they fuel my ideas.”

Though the sketchbooks rarely apply to Doyle’s
design projects, he does turn to them for inspiration:
“I use them as snack food. I feed off of them, visu-
ally. Often, I'll go through them if I'm trying to create
something artful and distinctive. Much of what I save

are images from art magazines dealing with material,
color, or scale.”

Ironically, he doesn'’t often look within his own field
for stimulation. “I'm not such a graphic design guy; I
might look at antique packaging or old book jackets ...
or if I see an interesting or inventive graphic while
traveling or biking around New York, I'll photograph
it and paste it in a book, but otherwise, in terms of
looking at graphic design for inspiration, who gives a
shit? I don’t want my stuff to look like Paula Scher’s or
Stefan Sagmeister’s or Michael Bierut’s. Besides, how
much good graphic design is really out there, anyway?
As Paula once said, ‘The level of mediocrity in design

has really risen quite high.” A lot of the design I see

Random 15%
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looks like good design, smells like good design, but Stephen Doyle's scrapbooks

ultimately it’s just packaging—there’s no interesting are packed with magazine clip-
pings, foreign packaging, and

narrative there. For me, it comes down to what kind s inapirstiorel sphemers

of messages am [ interested in communicating? It’s
never about the graphics.”

In addition to his scrapbooks, Doyle has watercolor
books that he and his wife and children share on their
vacations. These are doubly envy-inducing; not only have
they visited some breathtaking places—Amalfi, St.
Petersburg, Provence—but the Doyle family all are dab
hands with a watercolor brush as well. Right after this
interview, they're off to Iceland, which Doyle is keenly
looking forward to. “There aren't a lot of people there,
which is great, because I'm no good at hands or feet.”
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Though the examples shown
here are Doyle's, his wife and
children also use these books
while on vacation to capture
the landscape in watercolor.
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Mirko Ilié /
Mirko Ili¢ Corp.

New York

In January 2008, the HAOS gallery in Belgrade L

hosted an exhibition of drawings by designer and

illustrator Mirko Ilic. Around 600 of his sketches

were displayed along with the finished works,

offering attendees a unique insight into Ilic’s

creative process.

What made the exhibition unusual was that the

original drawings were not just hung on the walls

but also placed on the floor. Visitors walked on top

of them, resulting in the complete destruction of

the works by the end of the exhibition, underscor-

ing Ili¢’s belief that his sketches are unimportant—

it’s the finished piece that matters.
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Lance Wyman /
Lance Wyman, Ltd.

New York

166 Sketchbook

|

Lance Wyman specializes in branding and wayfind-

ing systems for public environments and is credited

with helping define the field of environmental graph-

ics. His graphic system for the 1968 Olympic games

in Mexico is cited as “one of the most successful

in the evolution of visual identification.”'? Other

successful projects include branding and signage

systems for the Minnesota Zoo, the cities of Detroit,

Hoboken, and Albuquerque, and the LLG Arts Center

in Seoul, South Korea.
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“] HAVE ALWAYS SKETCHED,” says Wyman. “Sometimes
I use an empty space in the morning paper (if I can
find one). Sometimes it's on a lunchtime napkin or
on a piece of the paper table cover. Sketching is a way
of capturing an idea before it flits away, and a quick
check to see if an idea has visual potential.

“Prior to the computer, [ would take the sketching
process on a refined path to a final solution. Now I
rely more on the computer to do that.

“Sometimes the computer comes first. If a mo-
ment of inspiration occurs while I am on the com-
puter, I'll go straight to a drawing program, or I'll
go online for research, and get on with it. I find that
sketches factor in more during the times I'm not on

the computer.
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The benefit from sketching or from working on the “Sketches were an important
. ’68 Olympics . )
computer can be the same. One lesson I've carried iretistep awhen | designed the

—

i < to k ! . Identity/Wayfinding postage stamps that repre-
over to the computer is to keep a linear process intact. sented the 19 sporting events
i i Comite Organizador de los :
It is so easy, on the computer, to work over something P et for the.1 968 O.lymplc games
and lose what I've started with. I try to remember to in Mexico. The idea of running

silhouettes of athletes in mo-
tion through one stamp into

an identical stamp was first
visualized as rough sketches of
runners and cyclists.

When designing the logo-
type, | went pretty quickly to
pure geometry once | realized
the Olympic five rings could
integrate with and influence
the 68 number forms. It was
like sketching with a compass.

—Lance Wyman

save the steps as [ go.”

”
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National Zoo

Identity/Wayfinding

“The sketch wall is a good

way to keep in touch with the
process of designing each
individual symbol, and when
designing a system of symbols,
it keeps me in touch with how
the different symbols relate to
each other.

Prior to the computer, the
walls were kept up throughout
the development of a project.
They became part of slide pre-
sentations and were often taken
to conference room meetings.
Each vertical strip of sketches
is hung by two pieces of tape
at the top so it can be easily
taken down, folded up like an
accordian, and rehung, one
strip next to the other.

The wall constantly changed
to tell the story of the project
development. | still use a similar
method, but on my computer
screen and printed out when |
need it.”

—Lance Wyman

Design: Wyman & Cannan, Ltd.
(Lance Wyman, Bill Cannan, Brian Flahive,
Tucker Viemeister, Eresto Lehfeld)
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Lance Wyman

Minnesota Zoo

Identity/Wayfinding

“Sketching was very much
a part of the Minnesota Zoo
logo design. It helped explore
the synthesis of an M and
an animal.”
—Lance Wyman

Design: Lance Wyman, Ltd.
(Lance Wyman, Stephen Schlott)




Jamie Delaney

Dublin, Ireland
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Graphic designer/art director Jamie Delaney

recently returned to his native Ireland after working

in London and later studying at London College

of Communication. Though relatively new to the

profession, his print and Web work shows a clarity

and attention to typographic crafting that, according

to prolific sketcher Delaney, often has its origin

in notebooks.
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“This started as my final project
for my M.A. course, and I'm
currently presenting it to the
Irish Heritage Board, who are
interested in implementing it
into their visitor’s services.

| spent six months research-
iIng ancient monuments such
as stone circles, cairns, and
burial tombs, and collecting
and collating the local myths
and folklore concerning these
sites. | also spent some time
looking into the possible
purposes and reasons these
magical structures were built.
The aim of this research was
to develop an information pack
that would work in conjunction
with the existing Ordinance
Survey maps, to outline and
better document the Stone
Age and Iron Age monuments
scattered over the Biritish Isles.
This package is for profession-

172 Sketchbook

als in the creative industries,
people with an interest in
lifestyle, heritage, and learning
in a creative way. This might be
offered as part of the activities
during a weekend away in the
country, an interesting activity
to take part in while enjoying
the outdoors, or on a picnic.

| wanted to give people a
reason to explore their ancient
heritage, enabling them to
appreciate and develop a cu-
riosity for these sights, which
seem to have slipped out of
our national consciousness
and into the staid world of
academic journals.

In researching the depiction
of these sites in literature | was
pleased to find that this sub-
ject was not confined to the
text-heavy world of academia
or archaeological manuscripts
but also appeared in literature



of a more imaginative nature.
There seems to me to be two
schools of thought on the
matter: One is the elbow-
patch-wearing academia
school; the other is the
mushroom-taking, dancing-

a long project | also used the
sketchbook to file ideas as
they came to me so | was able
to look back over them when it
came to constructing the final
solution.”

—Jamie Delaney

around-stone-circles-under-a-
full-moon school. Excuse this
tongue-in-cheek generaliza-
tion, but | feel it illustrates the
opinion of the average 20- to
40-year-old. It is this demo-
graphic | want to attract to give
them an appreciation for these
nearly forgotten monuments. |
want to offer a middle ground,
giving people the facts along-
side the myth and legend, and
showing the sites to be inter-
esting, educational—perhaps
even magical—places to visit.
My sketchbook was integral
to this project. | sketched the
monuments, and it was such
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Jamie Delaney
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Joris Maltha and Daniel Gross /
Catalogtree

Arnhem, The Netherlands

Catalogtree, a multidisciplinary design studio run

by Joris Maltha and Daniel Gross in Arnhem, The

Netherlands, takes their name from a technical

term for filing structures—a perfect fit for their

system-based approach to visualizing complex data.

Their work has appeared in I.D. magazine, idea

magazine, and the book Area 2, among others.
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“We design by talking. With
complicated projects we use
our chalkboard as a tool
during our discussions to
quickly sketch the outlines of
a project.

When we were commis-
sioned to create a graph

R g exposing family ties between
> prenfgrand g Sy s employees in Knox County,

L v Tennessee, we were given
some newspaper articles and
transcriptions of county com-
mission meetings. From this
material, we had to determine
who nominated who to be
on the commission, who was
working for or had family work-
ing for the mayor’s office or the
sheriff's office or both.

We actually figured out we
were looking for this while
drawing this tangled web of
nepotism on the board. We
took pictures of most steps
in the process to be able to

Y fomity works for return to previous versions.”

MAYOR'S OFFICE ‘ " R : . X —Joris Maltha

KNOX COUNTY NEPOTISM

nominated

works for

SHERIFF'S OFFICE
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“We often see the rapidity with which a task needs
to be completed as a good thing, and I'm not at all

sure that that’s the case.”

Frank Wilson is a neurologist who has been an internationally respected authority on the neurological basis of skilled
hand use for over two decades. He is the author of the Pulitzer Prize—nominated The Hand: How Its Use Shapes the
Brain, Language, and Human Culture. Now retired from clinical and teaching positions at the University of California,
San Francisco, and at Stanford University School of Medicine, he writes, lectures, and consults on a range of issues
concerning the relationship of hand use to human cognitive and artistic development.

Frank R. Wilson, M.D./
neurologist;

author, The Hand
Portland, Oregon

In The Hand, you describe showing a film of
formerly virtuosic musicians struggling to play
their instruments to a group of similarly afflict-
ed musicians, and your shock as you witnessed
many of them fainting. What is the neurological
basis for these physical repercussions brought
on, at least partially, by emotional turmoil?

That'’s a really interesting area, and one that I've
been looking at a lot lately. V.S. Ramachandran
touches on this topic in his book A Brief Tour of Hu-
man Consciousness. It's a very, very big subject right
now. When you get into how the human body and
brain work, you quickly become humbled by the
complexity of this stuff, and how the nervous and
neuromuscular systems and thought and emotion
are profoundly interrelated and interdependent.
The more interesting question to me is, why is it
that working with the hand creates all these emo-
tional dependencies? People who really think about
themselves physically, and really use and train their
body, have something else that has been activated,
ot, to use the jargon of psychologists, “unpacked.”
When we pay attention to what the body is doing
and monitor it closely, we get into a domain of Zen
thought and it all starts getting ineffable. But I think
it's absolutely real.

Artists, dancers, and musicians sort of get lost in

time as they use their body to create something, and
when that happens I think they are simply experienc-
ing one of the many consciousness potentials we
have. So it may be the thing about the hand that is

so specific to the creative process is that, although
we really do have an extraordinary amount of control
over the hand, it takes a lot of time. While that might
be seen as a disadvantage in an efficiency-obsessed
world, the fact that it takes so much time means
everything else has to be excluded from conscious-
ness. This is why sketching works, because it’s a
meditative process in which the nervous system is
using the body as a way of re-experiencing relation-
ships in the world.

| know you’re concerned about the education
system, and the frenzy to bring computers into
schools, and its attendant decrease in the teach-
ing of hand-based skills.

[ was at the Haystack Mountain School of Craft in
Maine, and met an older couple who both taught at
Harvard in the architectural school. The woman was
talking about all the young architects who come and
work for them, who are all trained to produce draw-
ings on CAD systems. She said—and I’'m not making
this up—when they finished a drawing she needed
to trace over every line with a pencil, because neither
she nor the students had any idea if it'd work or not,
and it’s only if you go over everything by hand that
you see if the machine has invented something that
isn’t real. There’s something profoundly important
about that.

When | see student work;, it’s often hard to
peel back that outer shell and see past the level



of finish to get to the thinking behind it. And in
my own work, increasingly tight deadlines often
don’t allow me to properly ingest the informa-
tion and I’m tempted to move straight into the
final execution.

The element of time is really critical. It's an issue
we don't think about seriously. We often see the
rapidity with which a task needs to be completed
as a good thing, and I'm not at all sure that that’s
the case. In a certain sense, the body, responding to
impulse and intention, acts as a governor on think-
ing. It links it to the physical word. Milton Glaser
and I gave a talk together a few years ago, and he
spoke about this very issue. He said, you have this
idea, and then you have the finished product, and in
between the two is this messy space. And he said,
“The computer makes that messy space go away,
but I don’t think that’s a good idea.”

I have a terrible memory for names and of-
ten use that trick of repeating a person’s name
immediately after being introduced. The Hand
referred to the Russian psychologist Vygotsky’s
belief that “experience with the body....
establishes meaning or intellectual under-
standing.” Why does using the muscles in your
hands to draw allow you a greater degree of
investment in what you’re working on?

For me, it’s still a very unsettled question about
these devices that operate and create a second inter-
face between simple objects that used to be manip-
ulated in the hand and the hand itself. A modern
example of that is the robotic surgical device. There
are certain kinds of microsurgery—say, reattaching
a finger to a baby’s hand under a microscope—that

even a surgeon with a very steady hand is almost
completely defeated by. But a hand tremor can be
eliminated if you use a robotic device that damps the
tremor out, and now with minimally invasive surgery
using endoscopic techniques they’ve got robotic
systems doing coronary artery bypass surgery.

A few years ago, I met with a group of cardiologists
who do this kind of surgery. They all agreed it’s a lot
faster, there’s much more mobility, and the results
are great—Dbut the surgeons miss putting their hand
on the beating heart.

On a similar note, my friend and old employer,
Vaughan Oliver, has waxed nostalgic about
placing a piece of type with the tip of a scalpel
and about missing “having physically done a
day’s work at the end of the day.”"®

It's probably an experiential and generational
thing. I used to work with textile workers in San
Francisco, some of whom were from the generation
trained to work with real materials and who were
then retrained to work on CAD systems. The comput-
er could now design patterns on particular materials,
and they never had to feel what it was like, they never
had to touch the stuff, and as a result they felt disas-
sociated from what they were doing.

The more significant problem was that other
people could more easily interfere with them; a mar-
keting person could now come in and say, “Why don’t
you use more red?” At some point they crossed a line
where they realized they were no longer designers,
they were computer operators using design software.
And when they crossed that line, the whole thing
dried up for them. [ was involved in treating them for

. .

injuries that wouldn’t go away, and it became appar-
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ent to me that the problem wasn't that they had
thoracic outlet syndrome or an ulnar neuropathy or
carpal tunnel syndrome—their problem was that
the job sucked.

You have to be very careful about saying “Aha,
this is what went wrong, you should never use
CAD systems,” but there are complexities in how
these traditional ways of doing things established
themselves, and we are often blind to the history of
how people decided this was a good way of doing it.
Some of that comes back to bite us when we find a

machine that will do it another way.

In his Five Essays on Design, Christopher
Rose said, “The hand concentrates for you”
while you manage the majority of sensory input
to the body subconsciously.

It takes time to sum up the implications, and
that's part of what's going on. When you work on
things manually, it happens at a pace that allows
summing up, and the movement itself is evoca-
tive. There is something about doodling in which
you are making small gestures that are indicative
of something that’s going on in a different way as
you're thinking about something; you're sort of
trying out possibilities.

A year after The Hand was published, I was
invited by Woodie Flowers, a professor of mechani-
cal engineering at MIT, to give a seminar. He said
that one of the problems they were having was
that a lot of the students they have coming in who
have been raised on computers have problems with
certain aspects of problem solving. For example,
they'd give engineering students a problem from
ordinary classical physics, along the lines of “If a

30 kg man walked up a 10-degree hill, how many
calories would he expend?” Apparently you can’t

get into MIT if you can’t solve that problem. They
found that if they gave these kids four numbers and
said “What's the answer?” the kids were all over

the map. They're good at picking which formula

is going to give them the answer, but they have no
in-the-body sense of how much energy is going to
be required, there’s no out-in-the-world sense of it
being harder to cut down a tree than a fencepost,

no real-life experiential references on which they
can draw in order to guess at the answer. They're
lousy at guessing! And they called this an estimating
problem. The way they now teach them to estimate
is they give them hammers, saws, nuts, and bolts
and have them build things.

've been told they do something similar at the
University of Colorado School of Engineering; they
give remedial classes to all the freshman students.
They send them out to Habitat for Humanity so
they can figure out why things hold together and
stand up and don’t fall down, because they’'ve never
had the experience of doing any of that.

On some level, you might learn more about
construction from building a house of cards
then you would from designing a massive
building on a CAD system.

You certainly learn something by physically
doing it, though nobody really knows what that
something is. You learn some rules about how the
physical world works. It’s like a skateboard—it
doesn’t matter if you've read the manual; at some
point, you have to get on the damned thing.



Q+A/ Frank Wilson

"A startling argument . . . provocative . . .
absorbing.” =The Boston Globe

The Hand: How its use
shapes the brain, language,

How its use shapes the brain, 4 e human uline
by Frank R. Wilson, M.D.
language, and human culture FRANK R. WILSON o biched by Vi
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THIS BOOK STEMS from my own
experiences as a design student
years ago. On the whole, design-
ers are avid collectors of inspira-
tion, and few of my classmates’
desks or dorm rooms were free
from a colorful jumble of books,
paper samples, and miscellaneous
printed ephemera (in fact, I found
those who didn’t have any of this
designer detritus lying around
highly suspect.) Thus, whether
slinking back to my dorm after a

particularly demoralizing crit, visit-

ing my girlfriend (also studying design),

or pacing the studio at 3 a.m. in a frantic search for

inspiration before exhaustion overtook me, I was al-

ways surrounded by visual stimuli—most often in the

form of design books and magazines. I remember my

friend John introducing me to the oversized Emigré

in its corrugated cardboard mailer, or stumbling on

8vo’s Octavo journal hidden away in the RIT library

stacks. I received The Graphic Language of Neville Brody

and other designer monographs for Christmas. These

sources, in addition to my rapidly growing CD collec-

tion (fully one-third of my savings must have gone to

the Lakeshore Record Exchange in Rochester), formed

a second, and perhaps more important, design cur-

riculum for me.

But what was I learning from these books? Flipping

through the Print Design Annual while under a cloud

of uncertainty about my own work mainly led me to

conclude that there were some incredibly talented

designers out there, and I was not one of them. Nor
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was there any reflection of my own fumblings in the
assured pieces of design hung about the studio walls.
Hearing your professor mutter irritably that you still
haven’t managed to figure out the gestalt principles and
then raising your head to see one of Allen Hori's thrill-
ing Cranbrook posters glaring down at you makes for a
bad afternoon. A voice in your ear whispers, “Here is a
real graphic designer, effortlessly juggling concepts you
couldn’t possibly comprehend. Why, you haven't even
figured out the Law of Closure yet!” (The jury is out on
whether I fully understand this even now.)

For years, I imagined an upper echelon existed
where higher life forms lolled around on Eames lounge
chairs and plucked fully formed ideas out of the ether.
Eventually, I saw enough of the world to realize that
even the design “stars” get blocked and occasionally
experience self-doubt, and began to feel better about
myself. But my creative struggles led to my interest in
rough exploratory sketches and eventually, this book.

So it seems only fair that, tempting as it may be to
pass off a 200-page book as just a little something I
whipped up, then basking in your jealous admiration,

I should share the physical evidence of the process I
went through. At first, I was concerned that because

I knew I would be publishing my sketches, I would
intentionally make them look good and thereby strip
them of any usefulness. I needn’t have worried—having
never designed or written a book before, and possess-
ing a demanding full-time job, a growing family, and
the unfortunate but unavoidable human proclivity for
sleep, my sketches were done unselfconsciously, hur-
riedly, and truthfully.

—Timothy O’Donnell
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First, | had to get a publisher
interested in the idea. This
notebook ended up contain-
ing various revisions of the
book proposal. When | got
bored of that, which was
often, my mind would wander

 and | would start thinking

a_bc}ut the cover. This was

- perhaps three years before

Rockport accepted the
book, so this is an egregious

' example of putting the cart

b?fore the horse.

Revealed 183



00 T iy B gl w4 Gy W b

”

184 Sketchbook

Theoretically, the design isn't
supposed to happen until after
the content is finished. But as

a designer first and foremost,

it was often just too tempting

to play around with the look of
the book. | toyed with giving it a
sketchy look, perhaps handwrit-
ing the headlines or printing the
entire thing on lined paper, but
in the end decided this bordered
on pastiche—and besides, the
books themselves were so rich,
they seemed to call for a more
restrained foundation to sit on.

Leaving your notebooks within
reach can be dangerous—below,
my ‘in-house art director’ seems
to think the book needs more
princesses in it.

Once the shock of having

the book accepted wore off,
things began to move quickly.
A panicked call to friend and
author Helen Walters soon saw
us ensconced in a booth at City
Bakery in New York, discuss-
ing possible contributors and
eating cakes. This led to my
waking up at least once a night
with a brainstorm, terrifying my
wife and daughter by shouting
out “Cornel Windlin!" or “Steff
Geissbuhler!” in the tiny hours
before dawn.

\
.
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One aspect of writing the book
that | ended up enjoying more
than | anticipated was conduct-
ing the interviews. However,
trying to arrange schedules, as
well as ensuring | had everything
| needed from contributors
(signed paperwork, hi-res art-
work, etc), became a logistical
challenge that forced me to
re-examine my own approach

to organizing project notes—
jottings in books of all shapes
and sizes, strewn about my
home and office. A Behance
Action Book became the project
bible, laden with interview notes,
production notes, and to-do
lists that stretched far into the
distance.

Many of the most enjoyable
discussions | had about the cre-
ative process had the misfortune
to come from nonsketchers,
which tended to limit their ap-
plicability to the book. Andrew
Blauvelt of the Walker Art Cen-
ter is eloquent (and funny) on
the subject of creativity, but his
in-house department's intense
schedule—200 projects a year—
means that despite his assertion
that “the road to form is through
ideas,” by necessity he explores
those ideas on the computer.
“We use it as a sketch tool,” he
says. “That’s what it's great for,
creating variations. Sometimes
| scrawl on a piece of paper,
but it's not terribly meaningful.
When you have more time, the
context becomes larger, but with
such a huge volume of work, the
context is now!”
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Timothy O’Donnell

Ironically for a book about
sketchbooks, once it was
accepted by a publisher things
began to move too quickly to
afford much time for sketching.
| was straight onto my laptop,
working on the bus each morn-
ing and night, on weekends,
evenings, vacation (grudgingly)
and once, during a power
outage at home, in a La Quinta
Inn on Route 3—working in the
bathroom so as not to wake my
sleeping family. It's a glamorous
life we authors lead.

Many of the sketches
shown here were done when
the project was still in its
infancy. Perhaps in the end
that is where they are the most
useful; acting as a sort of net
for that initial outpouring of
enthusiasm. Should | open this
InDesign document five
years from now, what will it
recall to me besides the labor
involved—the late nights and
the technical dificulties such
as my curious inability to
successfully set up auto-
matic page numbers (at the
time of this writing, this is a
nearly 200-page book of page
16s)? Scrolling through this
document, I'm looking for line
breaks | should have fixed or
grid elements that have slipped
from their moorings. But flip-
ping through my doodles and
notes, all | seem to remember
are the possibilities.
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See also

Left: a good samaritan's

Sites of Interest
moleskinerie.com
moleskineproject.com
museumofnotebooks.blogspot.com
sketchbooks.org

rhodiadrive.com

Supplies
creativesoutfitter.com
exaclair.com
fieldnotesbrand.com
miquelrius.com
moleskine.com

muji.com
nightowlpapergoods.com
thedailyplanner.com
typotheque.com/diary

189



Notes

190 Sketchbook

“IDEO Selects: Works from the Permanent
Collection,” Cooper-Hewitt National Design
Museum, June 22, 2007-January 20, 2008.

Dan Roam, The Back of the Napkin: Solving
Problems and Selling Ideas with Pictures
(New York: Penguin Portfolio, 2008).

Adrian Shaughnessy, How to Be a Graphic
Designer Without Losing Your Soul

(New York: Princeton Architectural Press, 2005).

Mihaly Csikszentmihalyi, Creativity: Flow and
the Psychology of Discovery and Invention
(New York: HarperCollins, 1990).

Saul Bass, Essays on Design 1: AGI’s Designers
of Influence (London: Booth-Clibborn, 1995).

Petr Kratochvil, “The Poetic Minimalism of
Eva Jiricna,” in In/Ex-Terior: The Works of Eva
Jiricna (Prague: Techo, 2005).

. Eva Jiricna, from “Architects’ Sketchbooks,”

Victoria and Albert Museum website,
http:/ /www.vam.ac.uk/collections/architecture/
architecture_features/essay_sketch /index.html.

10.

11.

12.

13.

Ayn Rand, The Fountainhead
(Indiana: Bobbs Merrill, 1943).

Rick Poynor, Vaughan Oliver: Visceral Pleasures
(London: Booth-Clibborn, 2000).

Michael Bierut, in How to Think Like a
Great Graphic Designer, by Debbie Millman
(New York: Allsworth, 2007).

Elements of the interview with Paul Fuog
originally appeared on Lucy Feagins’s Design Files
blog (www.thedesignfiles.net) and are used

with permission.

Philip Meggs, A History of Graphic Design, 4th ed.
(New York: Wiley, 2005).

Vaughan Oliver, in How to Think Like a
Great Graphic Designer, by Debbie Millman
(New York, Allsworth, 2007).



Acknowledgments

An incredible number of people have encouraged and
supported me during the creation of this book; I would
rather it be remaindered immediately upon publication
than to neglect to thank a single one of them. In other

words, this is going to be long.

First and foremost, my love and profound thanks to my
wife, Alex. Without her help at every stage, this book
would never have happened. Few pages haven’t been

improved by her in some way.

Love and thanks to my mother, Eileen O’Donnell, for
her generous and unwavering support (not just during
the writing of this book but always) and my brother,
Kevin O’Donnell. Thanks also to Armando Villasante,
Gladys Villasante, and Anamari and Mladen Bulatovic.

Massive thanks to Helen Walters for moral support, sage
advice, and generosity with her in-short-supply time.

I was fortunate to find a home at Rockport Publishers,
where this book was lovingly and patiently (with a
capital P) coaxed into being by my editor, Emily Potts;
art directors David Martinell and Regina Grenier; Betsy
Gammons, Madeline Perri, and publisher Winnie
Prentiss. Thank you all for your enthusiasm and guid-
ance throughout the process.

For invaluable input, advice, and friendship, my thanks
to Bob and Colleen Shea, Roy Burns, Joyce and Mike
Knievel, Maribel and Marcelo DeLeon, Michael Green,
Katie Estes, Sarah Skapik, Carolyn Defrin, Will Thomas,
Chris Hacker, Vaughan Oliver, Martin Andersen, and
the patron saint of this book, Chris Bigg.

Thanks to all my colleagues at Johnson & Johnson for
the interest they’'ve shown, especially Stephen Bramwell,
Elysha Huntington, Elizabeth Cory Holzman, Jeff Silva,
Araba Simpson, Karin Taylor, Ravi Hampole, Taylor
Leishman, Aimee Sealfon, Dustin Wagner, Cherith
Victorino, Svenja Leggewie and Richie Tanaka.

For advice, assistance, or both, thanks to Kai Salmela,
Cassie Brinen, Jen Simon, Deborah Adler, Gillian Gould,
Yuka Hiyoshi, Susan Ledgerwood, Michelle Quint, Eli
Horowitz, Barry A. Smith, Lee Iley, Sharon Chai, Bryan
Bedell, Lucy Feagins, Jennifer Hsu, Jelena Mihelcic,
Bradley Cho-Smith, Sherry Etheredge, Carol LeFlufy,
Karin Mihatsch, Jee-eun Lee, Lynne and Richard Bryant,
Zoe Antoniou, Stephen M. Kosslyn, Clifford Stoltze,
Sylvie Agudelo, Rick Poynor, and Mark Sinclair.

Last but not least, thank you, Rowan, for being patient—
yes, I can finally play ballerina/mermaid/princess with

you now—and a loving welcome to Lyra Wren.

This book is dedicated to the memory

of my father, Timothy George O’Donnell.

191



192 Sketchbook

B LIMITED ERITIDN
——te wemect

—— WEil) §Lany
- cme

Single Girl

0990 243000

About the Author

Timothy O’Donnell’s studies in design school switched
from traditional methods to computer-aided techniques
midway through the program. This brief but influential
experience of the hands-on craft of design led him to
join Vaughan Oliver’s v23 studio in London, renowned
for its expressive, organic work. After five years in
England, O’Donnell returned to his native New York,
where he has worked for MTV, Razorfish, and New York
magazine. In each position, including his current role
as Design Director for Johnson & Johnson’s Global
Strategic Design Office, he has strived to keep his life-
long love of sketching and hand-lettering integral to his

working process



