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Abstract. The practice of Illustration has seen significant change in the last 30 years in response to affordable technology and digital communications. This period of rapid change has been accompanied by political and economic uncertainty. This climate of upheaval provides an opportunity for reflection on contemporary Illustration practice. A similar environment at the beginning of the 20th Century saw movements such as Constructivism and the Bauhaus emerge, with significant impact on design for the remainder of that century. I propose that discussions on the future direction of illustration may be informed by mapping practitioners on the boundaries of Illustration practice as well as the wider field of Communication Design. In my paper I have included a review of practitioners I believe to be significant in relating the diversity of contemporary illustration practice, who have adapted their practice effectively to change, and represent possible models for future illustration practice. I have also included work from recent graduates on the Masters in Communication Design at The Glasgow School of Art to relate their perspectives of illustration practice. I believe this will facilitate discussion on the possible future directions of illustration practice, informing the future teaching of illustration, and how we, as educators, equip our graduates for a climate of rapid change.
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1   Introduction

As Heraclitus stated in c. 500B.C. ‘Change is the only constant’ [1] and Illustration practice is not immune to this change. However, the speed of this period of change technologically, socially, and politically has been particularly rapid in the last 30 years. Affordable technology and improved communications facilitate collaboration with geographically remote colleagues and clients. Technology is employed to make work as well as digitizing traditional media. It has become an essential part of our daily communications as well as a vehicle for the delivery of artwork.
A similar period of political and economic upheaval at the beginning of the 20th Century saw the influence of the Bauhaus in developing shared principles across practices in design [2], whilst in 1922 the Constructivist manifesto engaged with design and technology as tools for social change [3]. Both movements had a significant impact on 20th Century Design for the remainder of that century [2]. 
From the late 1980’s onwards articles appeared discussing the blurring of boundaries between disciplines, and the emergence of hybrid collectives [2][4][5][29] which resonate with the emphasis of the Bauhaus as stated by Walter Gropius, “…it is a fundamental requirement of all artistic creativity that every student undergo a thorough training in the workshops of all branches of the crafts” [6].
The Constructivist focus on design as a vehicle for social change is echoed in Ken Garland’s ‘First Things First’ manifesto [7], later reissued and which pledged to employ design as a means of social change.
“We propose a reversal of priorities in favour of more useful, lasting and democratic forms of communication – a mind shift away from product marketing and towards the exploration and production of a new kind of meaning” [8].

Recognizing that the same economic, political and technological drivers of change as were present at the beginning of the 20th Century, may provide a similar momentum for change in shaping the future practice of illustration. The existing definitions of Communication Design practice are relatively recent and subject to review. It is only in 1922 that W.A. Dwiggins first coins the term ‘Graphic Design’ [9]. A new period of creativity may redefine illustration practice for the 21st Century as the Bauhaus and Constructivist movements influenced the development of design in the 20th Century, if we respond to the opportunity.
2   Context
In order to consider possible future directions for illustration practices I believe it is useful to reflect on current practice by mapping practitioners on the boundaries of illustration and the wider field of Communication Design. Each of the practitioners included has adapted their practice effectively to an environment of rapid change. The idea of looking in from the boundaries of the practice in order to better understand the practice is an idea inspired by my GSA colleague Professor Thomas Joshua Cooper’s The World’s Edge: The Atlantic Basin Project [10] which looks at western culture and heritage by documenting the extreme edges of the Atlantic Basin.
I have also included the work of recent graduates of the Masters in Communication Design programme at The Glasgow School of Art (GSA). The students we teach on the Masters programme at GSA are culturally diverse, with 26 countries represented in a cohort of 46 students. The students come from a range of backgrounds and prior study. Some are already successful practitioners who decide to re-evaluate their practice. Others are transferring from non-design related subjects such as English literature or Philosophy. Our graduates are entering a very different professional climate from what has previously existed. We aim to equip our graduates to be responsive to this change, to find their own space in which they can thrive making work, which they are passionately invested in. I believe as educators we can better prepare our graduates to be adaptable within this rapidly changing climate. The students I have included each demonstrate their own perspective on the practice of illustration and demonstrate possible future directions for the practice of illustration.
3   Mapping the boundaries
Estudio Mariscal, Barcelona [11]
“First surprise, then fascinate, finally convince”

This is the strategy of Javier Mariscal who was among the first multi-disciplinary practitioners to develop in Europe in the 1980’s. Though studios such as Studio Moross [12] are more evident today, and even earlier (1954) in New York, Push Pin Studios [13] were established, it is Mariscal who challenged the existing creative model in Europe. Originally Mariscal worked as a comic book artist for ‘El Rollo’, which was confiscated by the Franco regime in the 1970’s as subversive. As an illustrator Mariscal contributed to magazines such as Raw, and The New Yorker before forming Estudio Mariscal in 1989. Estudio Mariscal consists of teams of specialists who collaborate with Mariscal to realize his ideas. This has allowed Mariscal to expand his practice into interior design for the Gran Hotel Domine, in Bilbao in 2002, design chairs for Memphis, create Cobi, the mascot for the 1992 Barcelona Olympics, design products and collaborate on the Oscar nominated, and Goya award winning feature, with Fernando Truebo, ‘Chico and Rita’ in 2010.
Mariscal extended the scope of what was possible for an illustrator in the 1980’s and 90’s in Europe. He established a creative studio around himself as the illustrator to realize his ideas in their various forms as opposed to the prevailing model of the period, that of a design studio commissioning freelance illustrators. Some illustrators such as Kate Moross/Studio Moross are already exploring a more open collaborative practice  that crosses disciplines in Communication Design with a fluid practice that may originate in illustration but has evolved to include a range of media and disciplines.

Universal Everything, Sheffield/London [14]
Universal Everything describe their practice as;

 
“Exploring the tension between abstract and figurative forms and the synthesis of sound and image, leading to expressive, vibrant digital artworks, embodied with emergent life and anthropomorphism”

Matt Pyke, the Creative Director at Universal Everything started his career as a botanical and technical illustrator. Prior to starting Universal Everything in 2004 Pyke had worked at The Designers Republic. It is unlikely that Pyke would now consider his work as illustration, though his ideas usually begin with sketches in pencil. These sketches are handed over to a team of remote collaborators to realize. The team includes 3D modelers, animators, producers, artists, musicians, choreographers and coders. This model is not fixed on any particular skill set allowing the team be adaptable. The only other full time members of Universal Everything consist of Gregory Povey (Studio Manager), Mike Tucker (Interactive Director), Chris Perry (Animation Director) and Simon Thompson (Managing Director). They all work remotely only meeting to discuss projects as appropriate.
Universal Everything employs a flexible studio model that takes advantage of remote collaboration led by a conceptual idea. The work Universal Everything produce includes installations and works for galleries, such as their 2011 solo exhibition at La Gaite Lyrique, Paris, alongside commercial projects for clients such as Hyundai. Often the realization of these projects involves technological innovation, such as that required to create Hyundai’s Vision Hall, to be able to playback hi-resolution computer generated video at 1000fps. 

This model of a loose studio of specialists who do not share a physical studio, but do share their specialist knowledge is a model that could serve illustrators as ideas generators and authors of the initial concepts and imagery for more entrepreneurial and authorial projects. Though other studios such as United Visual Artists also employ a cross-discipline approach, it is the unique remote collaborative nature of Universal Everything with a flexible skill set, that provides a model, illustrators might adopt. 
Pyke believes that more surfaces will become screens, determining how we interact with design and technology in the future. The content and process of interaction with these screens provides future opportunities for illustrators to collaborate alongside technologists to create content and develop new user experiences.
Hört, Berlin [15][16][17]

Eike König founded Hört in 1994 in Frankfurt until the studio democratically voted to relocate to Berlin in 2007. Hört translates to ‘creche’ and is a creative space for it’s members to learn and grow in a supportive community. König recognized his own abilities were limited and only by working with others could he grow beyond these limitations.
König states play and risk taking are the main engines in life. Work grows out of playful exploration combined with an intellectual reflection and discourse within the team. The studio membership is fluid and at the time I contacted the studio it had 12 members and 2 interns. Hört are selective about the interns they bring into the studio, and often collaborate with former interns or ex-studio members such as Vier5, Paris. The studio consists of art directors, illustrators and programmers. Members decide on their own roles regardless of their prior practice, with the exception of the studio manager / administrator. The studio has no doors, which König considers as barriers to cross. The team is internationally diverse and adopts the principles König developed while at Logic Records;

• Respect the individual
• Support other peoples ideas
• Invest in people
• An environment of trust

Projects are initiated in a tactile and playfiul manner that promotes discussion of the work among the group in a way that does not happen on a computer screen. Hört’s approach is an open one without defined roles that encourages play and experimentation. It demonstrates how small flexible collectives can create supportive communities that encourage people to take risks and explore new directions across disciplines not defined by their previous practice. It is this openness to accepting more fluid evolving roles in a period of rapid change that illustrators can adopt and learn from, especially in collaborative or collective studio environments.

Geoff McFetridge / Champion Graphics, Los Angeles [18][19] 

Geoff McFetridge founded his studio, Champion Graphics in 1996. Based in Glendale in Los Angeles. McFetridge’s work and practice has been featured in the documentary “Beautiful Losers”. Prior to establishing Champion Graphics McFetridge was the Art Director at Grand Royale magazine (Beastie Boys).


McFetridge’s imagery draws from his memory of the things he sees or experiences, and his imagination. He sees drawing as a means of creating new things rather than documenting what already exists. With only McFetridge and an assistant as employees the studio has minimal overheads, which allows McFetridge to focus on personal work and selective projects. McFetridge brings in occasional animators and other specialists as required to assist. McFetridge exhibits in galleries and selective client projects, including the recent identity for Apple’s Worldwide Developers Conference (WWDC 2017 in San Jose), designing original paper paintings for unique pairs of Nike Dunk trainers to be auctioned and several film projects with directors Spike Jonze and Sofia Coppola. These include the title sequence for ‘Where the Wild Things Are’. Designing the murals in the interior of the main character of ‘Her’, Theodore Twombly’s office, and developing a look for the futuristic operating system for ‘Her’ [20].

McFetridge uses the graphic language of logos to express his thoughts, emotions and more other abstract ideas. His work has a reductive quality distilling an idea to a minimal graphic. Though McFetridge would possibly not describe his work as illustration, he does accept that some of his commissions fall within this definition. By focusing on personal projects and selective client projects McFetridge is able to move between commissioned projects, gallery work and film projects, alongside other entrepreneurial projects for Girl skateboards, Pottock wallpaper and collaborations with Heath Ceramics. 
The growth in the use of social media to promote work would suggest that the role of personal projects publicised through social media, will become even more important in maintaining a professional presence and stimulating commissioned projects. In the illustration survey conducted by Ben O’Brien, (aka Ben the Illustrator) [21], of 1261 illustrators in 2017, social media was directly related to generating 21% of commissions, only slightly behind self-promotion at 33%. Instagram at 53% proving the most effective social media platform followed by twitter at 30%, Facebook at 7%, Tumblr 2% and others at 1%. Art Directors/Buyers may become more influenced by an illustrators social media profile, as a means of targeting specific demographics. A number of illustrators such as Jean Jullien [22], Brian Rea [23] and Christoph Neimann [24] have successfully engaged with social media to generate projects. Neiman published the images from his instagram #abstractsunday feed as the Sunday Sketching publication in 2016. Though illustrators have always had followers of their practice, social media broadens the possibilities and scale of these followers and opportunities to fund or commission more unusual projects.


Anthony Burrill, Sussex, UK [25][26]
Anthony Burrill looks to tell stories in the simplest possible way, stripping back the visual aspects to text based works. Words and language are important aspects of Burrill’s work. ‘Work Hard and be Nice to People’ has been what Burrill describes as the equivalent of his hit single. It has gained him a wide audience including a variety of copies.
Burrill works with letterpress and screen-print, collaborating with others to make the work. Burrill exhibits, lectures and accepts selective commissions such as a video wall for Hermés store in Los Angeles and a set design for fashion designer Jenny Packham.

In 2010 Burrill collaborated with Happiness Brussels to design a screen-printed poster made with oil and sand collected from the beaches of the Gulf of Mexico oil disaster site. Sales of the poster ‘Oil & Water Do Not Mix’ funded support for the coalition to restore coastal Louisiana. Several institutions supported this cause by purchasing posters for their collections including the V&A and Cooper-Hewitt, while the work was exhibited in The Barbican, Walker Art Centre and Graphic Design Museum in Breda.
Burrill demonstrates that illustration is not defined by drawing and that typography is among the tools we can employ to communicate a message, narrative or conceptual idea. His work with Happiness Brussels highlights the possibility to engage with organisations to raise important issues and draw attention to social, political or environmental issues.
4   Student Projects on the Masters programmes at GSA
I have selected work by recent graduates of Masters in Communication Design programme at The Glasgow School of Art who specialised in Illustration on the two-year masters programme at The Glasgow School of Art though their practice expanded beyond what would perhaps traditionally be understood as illustration practice.



Peter Locke, ‘The Roaster, The Baker and The Bag Maker’
MDes Communication Design, 2017

Peter Locke is an illustrator currently based in Glasgow, but previously based in London with 8 years experience as a freelance illustrator prior to joining the Masters programme at GSA. Locke wanted to re-evaluate his illustration practice with a return to many of the traditional mediums that he felt had been replaced by digital processes in his everyday practice. The focus for his study was to document and celebrate artisan makers and craft business in contemporary society based in Glasgow. Locke sought to employ their processes and materials in making the work that would embed the work with the care and consideration of materials used in the craft of making. The subjects he focused on were, Trakke a custom bag maker, Dear Green Coffee, an artisan coffee roaster, and Cottonrake, an award-winning baker (Young British Food Awards, (YBF’s), 2016). Locke also engaged in experimental drawing collaborations with peers called ‘Perimeters/Parameters: Drawing in the Expanded Field’, creating machines to draw that required several collaborators to operate as a means to explore collaborative drawing and challenge concepts of authorship and aesthetics.

Locke’s project work looked to celebrate the expertise in the choice of materials these craft makers selected for their products, with their own unique histories and the added value that the craft and knowledge of these craft maker brought to their product. During a brief residency at Cottonrake Locke produced a series of screen-printed images based on observational drawings of the baker, Stefan Specknal. The prints depict the early morning production of Cottonrake’s award-winning croissants and are created using the same ingredients. The drawings were screen-printed onto baking parchment in Lescure pastry butter and dusted with Type 55 flour before being baked in the ovens at Cottonrake. Process and materials became key aspects of the work. The work could be touched and smelt, aspects that would not be possible in digital work. This allowed Locke to reassess his own processes and return to a more analogue process of making work complimented with digital aspects.
Locke’s work is an appreciation of traditional materials and craft, which is also acknowledged in the 2014 documentary ‘Made you Look’ by Look & Yes celebrating  craft as complimentary to digital practice [27].


Ane Lopez, ‘Nothing to See Here’ 
MDes Communication Design, 2017

Prior to studying on the Masters Communication Design programme at GSA Ane Lopez had studied Fashion Design, spending some time as a costume designer with Cirque du Soleil followed by a residency in Iceland. During her time in Iceland Lopez became concerned about the environmental impact of global warming on the Icelandic landscape. Lopez’s current practice focuses on conveying the effects of climate change through a range of media, primarily physical in nature.

‘Nothing to See Here’ is a body of work made in response to the Volkswagen’s emissions scandal in 2015, with the car industries attempts to deceive emissions test to meet US emissions guidelines. Lopez focuses on the detrimental impact on human health and the furtive nature of the ‘defeat device’ installed in cars through a series of typographic works laser cut on exhausted car air filters as a means of making the issue visible to the public, employing words that highlight denial, self-interest and health.

Though Lopez would possibly describe her practice in a fine art, installation or environmental art activism terms, her work originally started in an illustration interest and grew from illustration practice. Lopez’s work demonstrates that text, objects and context can all be used within an illustration practice to communicate effectively important social and environmental issues. 


Eunjoo Lee, ‘Deep Web Traveller’ 
MDes Communication Design, 2017

Eunjoo Lee while studying on the Masters in Communication Design programme was a also a very successful editorial illustrator, receiving the ‘self-initiated award’ World Illustration Awards 2016, inclusion in American Illustration 35 & 36, and receiving a 3x3 Silver Award and Distinctive Merit among others. Lee developed her narrative of ‘Deep Web Traveller’ as a fictional narrative that explores the anarchic nature of the ‘dark web’ as a utopia for individual rights. Lee employs many of the established roles of pillars of society shown in contrasting subversive alter-ego’s roles in the dark web. Lee translated her digital illustrations into character costumes in the physical world as a playful reversal of this narrative. The works created demonstrate the potential of illustration practice to move into theatre and costume design as another potential pathway for illustration practice. Marcel Dzama’s [28] recent work for The New York Ballet has seen a similar translation from the page to costume designs that show the potential for imagination to be realized in a more physical context in theatre and ballet.
5   Summary
The selection of practitioners and graduates included in this paper demonstrates how illustration practice may be reconsidered in response to new technology and social change. The tools employed are not limited to traditional material and methods but does not exclude them either. I would also acknowledge a growing interest among my own students in analogue and traditional processes, especially among those students who have grown up only with digital platforms and no prior experience of analogue. 

The examples provided share the same conceptual considerations of illustration practice in communicating with an audience that may be even more global and culturally diverse than previously. Though some of the examples in this paper include moving image, interaction and animation in their practice, inclusion of animation and moving image would be beyond the scope of this paper but these mediums do offer opportunities for illustration practice to expand.
Often the process of making work will begin with the traditional medium of pencil and paper as a means to generate ideas, as demonstrated by the examples cited, though the final work may involve collaboration with a range of disciplines and practitioners, especially as illustration practice expands into more technological fields.
The redefining of illustration practice may raise the issue of the appropriateness of a title, but this in itself will not effect change and could actually confuse the issue as Steven Heller has highlighted in regard to the frequently changing titles of Graphic Design [9].

In raising Ken Garlands’s ‘First Things First’ manifesto and the Constructivist objective of design facilitating social change, this reflects a climate among illustrators and designers at present to make more meaningful work that addresses social, political and environmental issues as well dealing with the realities of making a living, evident in the samples cited. [2] [29]
As Rick Poyner highlighted in his article for Print magazine in 2010 [30], any review of illustration practice must involve critical reflection. This discourse must not remain an academic or theoretical discussion but must include practitioners and academics informing the discussion to effectively inform the future practice of illustration.
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