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CHAPTER 1

THE DEFINITIONAL MOTIVATIONS OF CONCEPTUAL THINKING IN
ILLUSTRATION

ASLI iINANLI
Orcid ID: 0000-0002-3205-6901
Kiitahya Dumlupnar Universitesiy

ABSTRACT

[llustration, as a primary discipline of graphic design, is not only an aesthetic
visual production field but also a multi-layered form of communication
where intellectual, fictional, multidisciplinary, and conceptual meanings are
transformed into visual language. In this context, conceptual thinking emer-
ges as a fundamental cognitive process that enables the illustrator's spatial
construction, imaginative competence, and expression of social phenomena
through visual metaphors. This study aims to examine the disciplinary prac-
tice of conceptual thinking in illustration and to reveal its effects on visual
expression on a definitional motivational axis. Qualitative methods were
used in the research; theoretical approaches in the field of graphic design
and the cognitive dimensions of conceptual thinking were examined thro-
ugh a literature review. It was determined that conceptual thinking is deci-
sive in the illustration process in terms of problem solving, metaphor pro-
duction, and establishing a ‘meaning’-based connection with the audience.
Particularly in contemporary illustration practices, concept-focused appro-
aches were seen to strengthen the narrative and enable the visual to take on
a critical and questioning quality, rather than being merely descriptive. Con-
sequently, conceptual thinking in illustration transforms visual production
from a superficial aesthetic activity into a conceptual communication tool
with intellectual depth. This situation contributes to the positioning of il-
lustration as an interdisciplinary language of expression in both artistic and
design contexts. It is assumed that this study will contribute to potential
research in terms of developing conceptual thinking skills and their impor-
tance in illustration education and practice, thereby proposing new approac-
hes.
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INTRODUCTION

In today' s rapidly changing world of images, as we strive to find our way in
communication, we are becoming societies where our waiting and concent-
ration spans are decreasing and our tolerance thresholds are becoming inc-
reasingly uncertain. In this rapidly changing universe, the semantic dimen-
sion of graphic design in terms of language and expression, the relationship
between form and representation, and new methodological approaches are
becoming increasingly important, while multicultural formations are influ-
encing visual communication forms and the design process. At this point,
the increasing number of designs that give the impression of being similar
to each other, imitating existing images with ready-made visuals, designs
based solely on aesthetic concerns of image and information, and instanta-
neous, temporary functional solutions reveal the shortcomings of superficial
production that lacks communication success and a ‘conceptual thought
composition’ in design. In this context, the discussions on design agendas
such as ‘conceptual thinking,” ‘the importance of the conceptual process in
illustration,” ‘dimensions of conceptual thinking,” etc. The fact that these
discussions are the subject of scientific research and academic studies, on
the other hand, the ‘illustration’ and ‘definitional dimensions of conceptual
thinking’ that form the axis of the research problem, and ‘creative concep-
tual thinking in illustration’ further highlight the necessity of this subject.
The important role of illustration in graphic design in creating identity, con-
veying messages and transforming concepts into forms is being questioned
today based on changing and developing methodologies. However, the focus
is on new developments in illustration due to its suitability for conceptual
thinking and definitional dimensions. In this context, the aim of the research
is to identify the existence of new contexts and interests by questioning con-
ceptual thought openings, primarily by addressing the ‘conceptual thinking
dimensions in illustration’ and the ‘definitional motivations of conceptual
thinking’ that form the axis of the research topic.

Based on the assumption that the integration of conceptual thinking fin-
dings with concept generation and the design process is of strategic impor-
tance in illustration, the research problem is defined as follows: the impor-
tance of illustration as a fundamental building block in the discipline of grap-
hic design, examining existing and potential problems both in illustration
and in the conceptual thinking process, based on different definitional app-
roaches, with a view to conceptual thinking being holistic and forward-loo-
king.
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ILLUSTRATION AS A NARRATIVE LANGUAGE

It is well known that following the industrial revolution and the rapid deve-
lopment of information technology, fundamental changes have occurred
both in the design process and in our forms of communication. This process
manifests itself in theoretical and practical areas of our way of life, particu-
larly in our means of communication. In such a dynamic process, graphic
language and forms of expression, with an increasing orientation towards
design science and philosophy, have begun to be re-examined within the de-
sign process through multidisciplinary (psychological, sociological, philo-
sophical, anthropological, etc.) pursuits and have become the subject of cur-
rent debates. In the digital world, where visual culture is becoming increa-
singly intense, illustration creates an inclusive and meaningful dimension in
communication processes. With a wide range of applications, from books to
digital media, from advertising to editorial publications, illustration is not
merely an element that supports information, but also a symbolic language
form in its own right. In this correlation, conceptual thinking in illustration
enables the message to be conveyed to transcend superficial visuality, facili-
tating intellectual interaction among audiences. Although illustration has
existed for centuries, it has only recently been defined as a distinct discipline.
In the United States, its importance and recognition were established with
the founding of the Illustrators Society in 1901. As a visual language and
medium, illustration has been defined in various ways over the years, inclu-
ding painting, engraving, commercial art, cartoons, book illustrations, and
drawings. Illustration is essentially concerned with conveying a specific cor-
relative message to an audience. It is based on an objective need, produced
by an illustrator or a commercially-based client to fulfil a specific task. The
scale and variety of these different tasks are the elements that make the dis-
cipline of illustration such an effective visual language (Male, 2007, p. 10).
Illustration is defined in the Visual Graphic Design Dictionary as ‘a pictorial
work intended to explain, exemplify or embellish,” enabling images, con-
cepts, texts and ideas to be conveyed in the shortest and most effective way
(Ambrose & Harris, 2014, p. 113). Indeed, the clear perception of illustrati-
ons by individuals and their role in enabling individuals to communicate and
be informed effectively and sufficiently are highly decisive issues. Illustra-
tion, primarily as a linguistic tool, is a common linguistic unity independent
of time and space, representing and expressing culture, spatial and concep-
tual expansions. On the other hand, illustration bears witness to historical
events, people, ideologies and social awareness beyond temporal limitations.
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As a primary style and form, it is important for an illustration to be compre-
hensible to the viewer. In line with this idea, illustrations contain purely dis-
ciplinary practices. For example, it appeals to target audiences as an art form
and design discipline that combines basic visual elements such as line,
texture and colour with design principles such as balance, visual hierarchy,
form and rhythm. In this way, illustration enhances its personality, message
and perceptibility while also triggering the impression it leaves on the vi-
ewer. When considering the early days of illustration (perhaps the first pa-
inting on a cave wall), it may seem that there was no aesthetic concern, and
that it was created solely for informational purposes. However, when loo-
king at the period defined as the ‘golden age’ of illustration, the emphasis
on conceptual expression and its contribution to society is striking (Ipek,
2021, s. 88).

Image 1. Adam Quest, conceptual illustration.

Reference: https://www.fubiz.net/en/2014/12/12/magazine-conceptual-illustrations-by-adam-quest-2/ (2009).
Looking at the process that spans from the earliest paintings that appeared
in the Lascaux caves in France around 30,000 BC to the present day, it can
be seen that painting still exists for the same purpose. For example, accor-
ding to research conducted in the Lascaux caves, it is suggested that there is
a universal belief that painting empowers human existence, providing a ba-
sis for the direct relationship between painting and the human spatial per-
ception and conceptual thinking dimensions (ipek, 2024). (ipek, 2024) sta-
tes that communication is a way for individuals to express their feelings,
thoughts, and experiences. Accordingly, communication allows individuals
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to express their inner journey and true identity and to express their relati-
onship with nature. At this point, illustration, as a primary language of com-
munication, makes the essentially invisible visible through images, making
them more enduring than the things they depict over time. Therefore, the
representation of existence through images directly touches upon the con-
ceptual dimension of illustration. On the other hand, images, which are
quite influential on belief systems, are known to have existed in the centu-
ries before and after the Common Era. Images that symbolise religious ritu-
als are emblems of many religions and visual representations of beliefs. At
this point, Baudrillard classifies images from four perspectives: they are ref-
lections of a reality in deep and layered thinking; they alter and conceal a
deep reality; they conceal the absence of a deep reality; and they are images
that have no connection to any kind of reality and are purely simulacra. Re-
gardless of the purpose of their categorisation, images are essentially the
most important witnesses of history, both in the interpretation of illustra-
tion and in the correct understanding of conceptual representations (Baud-
rillard, 2011). In illustration, the image constitutes the fundamental buil-
ding block. At this point, the image examines the pure image of an object or
individual beyond time, questioning the theme of visibility in the relations-
hip between visual thinking and the correlation of concepts in illustration.
On the other hand, the creator's unique perspective is also accepted as part
of the analysis, making the image something that records how Y sees X (Ber-
ger, 1995, s. 10). In this way, images narrated by artists and designers, who
are seen as representatives of society, are reinterpreted and enriched with
different dimensions of representation, conveying society to the individual
and the individual to society, thereby concretising the form of seeing. Indeed,
images are used as representations to construct and maintain the legitimacy
of the visible. The translation of images, which represent many cultures and
depths of meaning, into different forms of expression of the visible actually
means that they are conceptual/profound/multi-layered and that the images
are in parallel contact with each other (Burnet, 2007). While each image
embodies a particular way of seeing, they also reveal ways of seeing that are
historically, socially, and culturally unique to themselves, running parallel to
and conflicting with each other. At this point, the ‘interiority’ of images is
not merely a substitute for words; indeed, they contain and represent more
than words. In illustration, particularly in terms of revealing depth of tho-
ught and multi-layered dimensions, words provide communication, either
directly or indirectly, while images, being subjective, leave a different imp-
ression on each individual. Each individual's way of interpreting, analysing
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and perceiving concepts and images is different. From a temporal perspec-
tive, ‘illustration,” which has persisted from its initial emergence to the pre-
sent day, occupies a more specific position than other visual graphic pro-
ducts in terms of society and the individual. Indeed, the power of illustration
lies in its capacity to communicate in a way that leaves a mark through its
existence and paradigm, convincing society to see, and establishing itself on
both a national and international scale. Another important power of illust-
ration lies in its creators, the illustrators.

Illustrators, who contribute to the transformation of the content of society,
written texts, oral stories, and historical events into visuals, thereby gaining
new meaning, generally create through multiple forms of thinking rather
than individual thinking. Therefore, illustrators act in conjunction with so-
cial norms, the axis of digital culture, the economic situation, and various
ideologies. While an oral story or written text strives to convey the same
message to its audience, an illustration is reconstructed conceptually by both
the audience and the illustrator. These visuals, which gain new and deeper
meanings, provide a distinct narrative for each era and convey different mes-
sages to the masses. Illustration is not merely a form of expression found in
advertising platforms, museums, galleries, the digital sphere, or as part of
an exhibition; it is a primary form of language that gains meaning in every
universe encompassing humans, nature, and other living. Thus, as the indi-
vidual understands society, society can also understand the individual. This
process, which enables dynamic transformation, transcends time and varies
according to place. Images are said to be created to evoke things that were
not originally there, and it is understood that over time, the image becomes
more enduring than the thing it came to signify (Berger, 1995, p. 10). Ima-
ges, which are particularly effective in illustrations that visualise belief sys-
tems, are known to have persisted throughout history. Images that symbo-
lise religious rituals are the symbols of many religions and the visual pat-
terns of beliefs. At this point, various images such as the cat depicted in
Egypt, the Virgin Mary of the Christians, and Jesus crucified on the cross
have become icons of religious imagery. Therefore, it is believed that images
often possess an impressive and memorable power, and that a memorable
image comes to the fore with the dialectical power of re-enactment, which
presents the visible and perceptible aspects of reality. In this correlation, mo-
ving beyond the terminological expansion of illustration as merely depicting
and making images visible, it will enable a more accurate understanding of
illustration as a primary form of communication by addressing, from an epis-
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temological and ontological perspective, the conceptual foundations of visi-
bility and the multidimensional/multidisciplinary, layered, deep thought
structure that carries the role of constructing this foundation. will enable a
more accurate understanding of illustration as a primary form of communi-
cation.

CONCEPTUAL THINKING IN ILLUSTRATION

Illustration is not merely an aesthetic element in the discipline of visual com-
munication/graphic design, but also a powerful tool for intellectual expres-
sion. Conceptual thinking in illustration enhances the depth and multidis-
ciplinary dimension of visual narrative, establishing a stronger and more me-
morable context for the target audience. As discussed in this section, the
conceptual approach significantly increases the narrative power, critical po-
tential, and concept-based value of illustration. Illustration is not merely an
aesthetic element in the field of visual communication/graphic design, but
also a powerful tool for intellectual expression. The fundamental building
block of illustration lies in its ability to convey multidimensional reflections
of thoughts and complex dynamics through visual metaphors/analogies and
spatial practices. At this point, metaphor encourages the viewer's cognitive
participation and brings visual literacy to the fore through concept-based
thinking practices. Conceptually effective illustration supports a multi-laye-
red and profound spatial dimension of thinking rather than presenting a sin-
gular meaning. In this way, concepts transform the illustration from a static
visual object into an active abstract/spatial field of thinking. Conceptual
thinking brings illustrators to the fore not merely as practitioners but also
as designers who, as thinkers, bring images and representations of concepts
together in the right correlational balance. At this point, the illustrator be-
comes a subject who conducts proper research, questions, converses with
concepts, and brings together visual arguments with images, having acqui-
red the habit of multidisciplinary thinking practice. Consequently, the im-
portance of critical theory and conceptual thinking, visual analysis, and the-
oretical reading skills comes to the fore once again in illustration education.

Conceptual thinking in illustration is undoubtedly one of the fundamental
elements that determines the intellectual depth and multi-layered dimen-
sion of visual production. With the principle of conceptual thinking, illust-
ration is not merely an aesthetic object or ‘image’; it becomes a primary form
of expression that contains layered meanings, provokes questioning, leaves
an impression on the memory, establishes an intellectual and conceptual di-
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alogue with the viewer, and illuminates an imaginary journey. In this corre-
lation, illustration is positioned within contemporary dynamic visual culture
both on an artistic/design scale and as a conceptual disciplinary practice with
the content of a conceptual language.

Image 2. Adam Quest, kavramsal illiistrasyon.

Reference:https://www.fubiz.net/en/2014/12/12/magazine-conceptual-illustrations-by-adam-quest-2/ (2009).

THE ONTOLOGY OF CONCEPTS: EPISTEMOLOGICAL AND ONTOLOGICAL
EXPLORATIONS

Conceptual thinking, which is fundamental to creativity in the process of
transforming any idea into a design, is a flexible system of thought that, with
a holistic approach, conveys knowledge into a meaningful and multidimen-
sional context. The act of thinking, which is the fundamental learning ability
of humans, is reflected in conceptual thinking, particularly in managing the
process, experiencing, defining, making sense of, shaping, and creating con-
cepts to produce new contexts in design-oriented settings. The literature
contains various conceptual explanations and epistemological, ontological,
and theoretical approaches to conceptual thinking within the framework of
philosophical and scientific research. It is considered necessary to address
the etymological, epistemological, ontological, and theoretical dimensions
of conceptual thinking and concept formation in order to understand ‘con-
ceptual thinking,” which is related to many disciplines, and to position it
correctly in the graphic design process. Etymologically, a concept is a repre-
sentation of thought that represents the common ground of different images
and phenomena, finds meaning in our minds with each new experience, and
can undergo qualitative change. Accordingly, a thought that carries many
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meanings on a phenomenon is expressed as an abstract thought with a deep
content, a mental image. Concepts, as symbolic elements that embody the
fundamental characteristics of an object or phenomenon, are also a powerful
means of expression in terms of depth of meaning, through the grounding
of thought, the acquisition of meaning, and the facilitation of universal com-
munication. "A concept is a general opinion or thought that can be applied
to many things expressed in general terms. Philosophy and other disciplines
have made assessments about concepts in terms of logical relationships such
as reality, human, mind, reason, essence, matter, cause, motion, space, and
time. The concept is one of the oldest and most ambiguous terms in the
history of philosophy. This is because different approaches have different
needs. New disciplines that have emerged, especially in the last century,
have made this need clear" (Gardner, 2004). The concept, in general terms;
is defined as a system of thought representing a layered/deep content integ-
rity, encompassing many things and corresponding to various words, desc-
ribed as the most fundamental content of intellectual practice. The concept
is opposed to a specific name that denotes a singular thing. Singularities are
listed under concepts, and we speak about them through conceptualised
terms. Concepts emerge as a degree of generality. (Bunnin ve Yu, 2004).

From another perspective, the outdated view that concepts (relative mea-
ning) correspond to words (labels) and that words directly indicate their re-
ferents has been replaced by the view that meaning points to a complex
plane (mental representations) between the world and words (Saeed, 2005:
32). Accordingly, the semantic depth contained in concepts is much more
than a superficial relationship between appearance and representation, es-
pecially in design dynamics. Therefore, concepts are primarily mental de-
signs that carry semantic depth, incorporating both cultural and personal
experiences as well as multidisciplinary practices. According to Klausmeier
(1992), concepts are divided into three categories based on their characte-
ristics. These are intrinsic characteristics, functional characteristics, and re-
lational characteristics. Intrinsic characteristics are visible features present
in all instances of a particular concept, i.e., across all categorisations. Func-
tional properties, on the other hand, are based on how something works,
the meaning it corresponds to, and its usefulness. Relational properties are
concerned with how the intrinsic and functional themes are integrated and
how the semantic properties and usefulness are related. Accordingly, con-
cepts are divided into two categories: successive concepts and coordinate
concepts. In successive concepts, there is a taxonomy (classification) from
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top to bottom or bottom to top in terms of the common characteristics pos-
sessed by the concepts. For example, the concept of ‘flowering plants’ is su-
bordinate to the concept of ‘plants,” and the concept of “plants” is subordi-
nate to the concept of ‘living things’; these concepts are successive concepts
in terms of their common characteristics (cited in Bozkurt, 2018: 9). Accor-
dingly, concepts are essentially abstract expressions that encompass diffe-
rent possibilities and enable the creation of new meanings (Jormakka,
2012). On the other hand, the concept is positioned as a system associated
with comprehensive and semantic-holistic continuity, known as the deepest
content of thought. (Lakoff ve Johnson, 2015). In this regard, concepts for-
med through various systems create a thematic meaning system based on
the ability to solve problems, maintain meaning/content continuity, and es-
tablish cause-and-effect relationships. "Conceptualisation is essentially a
process of summarisation and abstraction and is directly related to general
cognitive functions such as learning, planning, and communication. The as-
sociation of similar aspects of new productions with previous experiences
and their inclusion in the same category is also a fundamental practice in the
use of language. Language also operates through generalisation, abstraction,
or category conditions. Epistemologically, concepts are also defined as men-
tal designs that reveal a dimension of deep thinking that presents multiple
meanings simultaneously (Bozkurt, 2018). At this point, the importance of
conceptual thinking also influences the process of shaping the individual's
ontological relationship with meaning and producing concepts. It is difficult
to consider the emergence of concept generation outside of the characteris-
tics of the individual. A person's structure is directly related to their ability
to learn and develop concepts. This situation can also be identified with in-
nate hereditary characteristics. However, a person's ability to learn concepts
cannot be entirely attributed to innate characteristics; experiences create
changes during the learning process. In the learning process, humans use
both mental representations, tendencies/abilities and the experiences they
have acquired in their lives, each filling certain gaps left by the other and
forming theories related to the concept formation process. Concepts are or-
ganised in the human memory according to a system. When communica-
ting, humans arrange concepts in a specific order by linking them to related
concepts. Similarly, if one wishes to reach the starting point of a linked con-
cept system, the system is analysed backwards, and the initial concepts of
thought can be reached. In the past of a layered thought structure, there is
always a defining concept that triggered the message. (Kizildemir, 2021).
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The characteristic of concepts having a more inclusive and layered intellec-
tual content than semantic depth is realised in the design, shaping and visu-
alisation process through the concept gaining meaning within a specific the-
matic framework. In this context, concepts can also be explained as mea-
ningful sequences organised in our minds according to a specific system and
content, possessing a deep scope. On the other hand, based on the idea that
concepts have an articulated structure, it is stated that conceptual thinking
enables semantic depth, rich content, and the communication of the correct
message through alternative methods (Hjorland, 2009). Accordingly, the
characterisation of concepts as an articulated structural unity is, in essence,
directly proportional to the dynamism of the concept and conceptual thin-
king. The basis of conceptual thinking is, at this point, associated with prag-
matism in the formation of the logic and thought system of concepts. From
an epistemological perspective, the pragmatic system, which is explained by
bringing together the reality contained in various symbolic representations
in a meaningful whole, is directly proportional to the foundation of concepts
(Hjorland, 2009). Derived from the term ‘pragma’ (benefit/utility), pragma-
tism is a philosophical movement based on a system of thinking that focuses
on practical results, utilitarianism, and action-oriented thinking, aiming to
derive benefit from a truth, situation, or phenomenon. Indeed, in terms of
understanding the fundamental dynamics of conceptual thought and con-
cept formation, pragmatic approaches exhibit a decisive character in terms
of meaningful correspondences in mental representations that gain reality.
Specifically, the cognitive production phase of the design process is the stage
at which concepts developed in relation to the design problem are developed
into a meaningful system. At this stage, concepts are the thinking that will
transform the semantic depth of the design into a useful design dynamic
(Uraz, 1993).

Concepts, in addition to their ontological nature bearing similarities to
knowledge production within a mental process schema, encompass the
power of imagination that forms the basis of form and shaping, as well as
the grammar of creative action. Accordingly, concepts that contain multiple
meaning components and qualities within a specific depth network are po-
sitioned on the axis of conceptual thinking through a kind of mental coding
based on the principles of usefulness and integrity. On the other hand, it is
stated that concepts are classified as ‘abstract concepts expressed imaginati-
vely’ and ‘abstract concepts expressed verbally’. This classification is impor-
tant in terms of understanding the conceptual system that will constitute
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the content of the design and performing a grammatical analysis of concep-
tual thinking (Uraz (1993).

When conceptual thinking is approached from an epistemological perspec-
tive, it is evaluated as the creation of a new communication universe, ideally
through the essential/internal meaning relationships of various images, be-
yond abstract generalisation. However, what concepts essentially signify and
the comprehensiveness of the basis of conceptual thinking are also associa-
ted with the concept of ‘contradiction’. When evaluated ontologically, the
concept of contradiction in conceptual thinking is seen as a purely subjective
illusion, but it is expressed as the logical form of thinking in the dialectical
logic system (Ilyenkov 1982).

According to Ilyenkov, the concept is universal. The universal does not sig-
nify a common feature among the members of a set, nor does it signify the
similarities or identities of these singularities, which are assumed to be in-
dependent of each other. Therefore, the attempt to obtain the universal by
listing these hypothetical commonalities, similarities, or identities ‘through
abstraction’ is inevitably doomed to failure. Following Marx, Ilyenkov states
that concepts can be compared to things (objects). A real concept (a genuine
thought) is not merely a fantasy existing in a person's mind or imagination,
but rather the form of activity of real people in their social nature. The con-
cept is a specific, historical tool of human activity that fills all the gaps assu-
med to exist between thought and reality (1982). Based on these explanati-
ons, it is possible to conclude that concepts form a profound connection
between the power of thought and reality. Furthermore, it is emphasised
that in the transformation of thought into reality, the images that occur in
our minds are converted into action through conceptual thinking and thus
come into existence in an objective manner.

Aquinas (1921), on the other hand, constructs the concept differently from
objectivity within the framework of conceptual thinking, drawing a distinc-
tion between comprehensible types and the act of perception, emphasising
that concepts can only be interpreted in the mind. The mind organises and
shapes the things it interprets towards a goal. In this system, according to
Aquinas, concepts are processed through symbols, icons, terms, representa-
tions, words and similar methods, evolving into mental reality as a repre-
sentation of knowledge. In this sense, concepts are decisive phenomena that
find representation in the mental process and enable access to a deeper di-
mension.
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In other words, various methods are proposed for conceptualising the men-
tal production process of knowledge as the production of concepts. ‘The first
of these is that knowledge, embodied in the form of scientific theories and
conceptual systems, is real and authentic to the extent that it is a theoreti-
cal/ideal reconstruction of the essential relationships between various phe-
nomena, in other words, to the extent that it rises from the abstract to the
concrete’ (Ilyenkov, 2012). The second emphasises the effect of the produc-
tion of real knowledge, which enables the re-examination of scientifically
produced thought through conceptual foundations, on the ‘general mind’.
In line with these explanations, in addition to paradigms related to the
theme of concepts and conceptual thinking, the inclusion of theories of be-
ing and various theoretical approaches constitutes a decisive representation
in terms of the correct positioning of conceptual thinking in the graphic de-
sign process.

CONCEPTUAL THINKING: THEORETICAL APPROACHES

In today's information age, all sciences and disciplines are fundamentally
structured around concepts and theoretical principles. This situation reveals
the importance of concepts and related theories through complex and inte-
ractive progress in multidisciplinary fields. As the building blocks of tho-
ught, concepts are positioned as abstract, iconological, and mental represen-
tations, serving as the foundation for reaching solutions and understanding
in many disciplinary practices (Vygotsky, 1997). When viewed in terms of
their ontological (metaphysical) representational integrity, concepts are also
found in the literature as mental representations, sensations, and psycholo-
gical entities. Accordingly, concepts classified as mental representations
constitute propositional entities within an internal system of representa-
tion/symbols/signs in the ontology of thought. At this point, propositional
thoughts are mental representations that occur in the context of representa-
tion as a functional type in the individual's mind, within the inclusiveness
between functional and mental representations, together with the characte-
ristic form of the realised semantic role. Theoretical approaches that desc-
ribe concepts as mental representations evaluate the content underlying
conceptual thinking as mental images. In contrast, according to modern rep-
resentation theory, conceptual thinking is not grounded in mental images.
According to the classical contemporary approach, the internal/semantic dy-
namics of representation are said to possess syntactic and combinatorial se-
mantics, like language. Thus, most thoughts are grounded in word-like men-
tal representations (Fodor 2008). Consequently, the semantic dynamics of
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representation are accepted as a layered dimension of thought and a theme
of variables within an internal system, beyond verbal qualities. While con-
cepts possess a defining quality in cognitive science as mental representati-
ons, the aforementioned statements in the philosophy of mind are accepted
by many theorists. At the same time, it is stated that mental representation
has a linguistic level in conceptual thinking, emphasising the syntactic and
compositional semantics of its semantic/content systems. This approach
creates an explanatory grammar for the mental representation approach and
the productivity of thought in correctly positioning concepts and conceptual
thinking.

In this regard, there are various theoretical approaches that constitute the
building blocks of conceptual thinking. The first of these is the classical the-
ory, in which conceptual analyses are positioned in opposition to possible
contents achieved through experience, while on the other hand proposing
semantic associations on a philosophical plane. In this theoretical approach,
conceptualisation is a phenomenon based on the quantities of unity and si-
milarity. In order to form concepts, the mind uses certain logical rules, gro-
unding these rules in two orientations. Firstly, concepts are represented in
the mental representation plane as various symbolic and iconic definitions.
Secondly, it provides sufficient and profound quantities that will be common
for semantic grounding (Murphy (2004). The classical theory approach de-
fends a system based on a generally accepted rule.

For example, if a concept contains attributes that are not reflected in the
definition, it is not included as a member of that category. In this case, the
“all or nothing” rule is emphasised, and whether a concept belongs to the
relevant category (classification) is evaluated based on the attributes it pos-
sesses. Therefore, at the point of conceptualisation, the qualities on which
the concept is based must be determined through accurate categorisation.

The prototype theory, on the other hand, highlights the developed thematic
analysis related to semantic depth by utilising similarities and the common
function of content components in the grouping process, where the classical
approach is insufficient. According to proponents of this theory, our minds
visualise many stimuli around us as visual codes and prototypes. This can
be defined as a process of prototyping, summarising, or categorising. There-
fore, prototyping essentially involves bringing together certain characteris-
tics belonging to categorisation and excluding those that do not belong to
the semantic content. The prototypical theoretical approach defines con-
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cepts with a list of quantities, as in classical theory, but classifies these cha-
racteristics according to the prototype. Thus, concepts are categorised accor-
ding to their common components, but since not all concepts are equally
similar in nature, it differs from classical theory in this sense (Bozkurt,
2018).

The theory of pluralism represents an approach based on the possibility of
realising a profound meaning of concepts through the processing of the con-
tent theme and different semantic functions in explaining the conceptual
structure in the principle of concept development and conceptual thinking.
Based on the fact that concepts contain many different representations from
a thematic perspective, this theoretical approach forms the basis of concep-
tual pluralism and semantic diversity.

Concepts are positioned within multi-layered thinking in relation to prototy-
pes. This quality can also provide openings for other approaches produced
within internal/semantic and cognitive processes. Indeed, concepts with dif-
ferent structures can play a thematic/narrative role by possessing various
semantic components. Accordingly, within the context of cognitive resour-
ces, the correlation between the concept and mental representations emer-
ges in its semantic description and category. Categorisation at this level must
carefully address the potential semantic relationships of the concept. In this
regard, pluralism theory argues that a concept has a multiple/layered struc-
ture in terms of its semantic components, that each structure must have its
own foundation, and that the ‘pluralistic’ structure of concepts exists along
this axis (Cetin, 2015).

CONCEPTUAL THINKING DIMENSIONS AND DEFINITIONAL MOTIVATIONS AS
COGNITIVE AWARENESS

The term cognitive refers to cognition/the ability to know and the entirety
of mental processes that occur through taxonomy, such as the acquisition,
processing, storage and perception of information within systematic neural
networks (Lauretta, 1938). This processing process of mental cognition is
essentially equivalent to the ability to think in terms of cognitive principles.
According to cognitive philosophy, concept formation is accepted as a power-
ful cognitive function that progresses independently of perceptible particu-
lars (parts), such as storing information, creating contexts, and reaching me-
aningful conclusions. In this sense, the dimensions of conceptual thinking
form a strategic interest with cognitive processes, which are gains/actions
specific to biological evolution. The beginning of the phenomenon of con-
ceptual thinking is based on concept formation and conceptualisation, but it
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occurs within the framework of perceptual patterns and depth of meaning.
In the cognitive process, there is a dynamic interaction between the need to
grasp the whole of a subject and the transformation of concepts into mental
representations with a depth of meaning for a phenomenon or situation. In
this context, it is known that mental representations are associated with a
stable unity of meaning, objectification, universalisation, and deep inclusi-
veness within the axis of conceptual thinking. The representational thinking
system is explained as the ‘image of thought’. Undoubtedly, making the
thinking process comprehensible requires focusing on the semantic depth
and thematic analysis in the dimensions of conceptual thinking. Conceptual
thinking presents multidimensional thinking and, consequently, profound
content from the same perspective. For example, as in the philosophical and
literary systems of thought, it brings with it the attainment of understanding
as a result of new correlational formations, the reaching of correct inferen-
ces, and the comprehension of the content-rich intensity of thought with
concepts in the space of new openings (Deleuze, 2000). Accordingly, Hus-
serl states that conceptual thinking cannot occur without ‘intuitive insight’
and argues that the value of conceptual thinking is proportional to a catego-
rical intuition of reality/meaning (1988). In line with this view, it can be
inferred that conceptual information is actually positioned on pre-existing
perceptual experience, and that the semantic structure and formation of con-
cepts are not limited to a static and linear plane. From another perspective,
considering that creative conceptual thinking is related to perception theory
and cognitive awareness, it can be seen that the validity of conceptual
knowledge lies beyond logical constraints, on the axis of intuitive, sensory
and layered thinking. Indeed, a static and superficial plane of logic that lacks
depth may be insufficient for understanding and positioning real knowledge.
Thus, intuitive and conceptual thinking is more meaningful and solution-
oriented than logical and static forms of thinking. On the other hand, atten-
tion is drawn to the primacy of perception as the insight-based foundation
of concept formation and conceptual thinking. Accordingly, the fact that our
mind can thematise what it perceives and transform it into mental represen-
tations directs the cognitive process towards a journey of semantic depth.
Here, answers are sought both to the needs of perception for meaning and
to the process of conceptual depth. Husserl (1980) states that concepts are
presented as empirical (experimental) or categorical perceptions, arguing
that rather than the empirical or categorical distinction, the symbolic/iconic
relationship of concepts with ideal objects should be emphasised.
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Due to their dynamic nature, concepts maintain their phenomenal existence
in multidisciplinary fields and exhibit a decisive, solution-oriented character
in many disciplines. In this regard, when examining the cognitive theories
and research proposed to elucidate conceptual thinking, it is seen that con-
cepts are categorised according to the universal interests, teachings, envi-
ronmental, cultural, and other disciplinary factors of societies.

Based on all these approaches, when we consider the position of conceptual
thinking in the literature, it is understood that various categorisations have
been made to explain the intrinsic dimension of meaning from a design pers-
pective and its reflection forms on the perceptual and cognitive planes. Add-
ressing the dimensions of conceptual thinking from this perspective may
provide new insights into the importance of the subject, as well as clarify its
interactive role with the graphic design process.

Semantic Inquiry:

Meaning/content depth; it forms a structure that is both paradoxical and
fundamentally explanatory in terms of the conceptual thinking dimension
and the content of the design. Undoubtedly, the quality of a design is directly
proportional to the depth, scope, clarity, and communicative integration
power of the meaning it contains. When we consider meaning in terms of
content, it is clear that the formal concept reflects the contexts that form the
thinking system aimed at the purpose of the design, based on the require-
ments of the conceptual thinking dimension, and that it creates an intricate
value with the semantic theme.

According to the behaviourist approach, thinking is explained by the asso-
ciative links between stimuli and responses. These associations are strengt-
hened or weakened based on experiences in the life process. Because the
behaviourist approach explains goal-directed problem-solving activity thro-
ugh a sequential mental-experiential process, it focuses on learning and the
acquisition of physical skills.

According to the Gestalt approach, thinking is defined as problem-solving
ability, which involves grasping all the structural relationships of the prob-
lem and reorganising these relationships with semantic depth. In this sense,
the ability to grasp conceptual relationships, patterns and the whole depends
on the semantic questioning of thinking. In the cognitive approach, psycho-
logists have stated that information is actively reorganised in memory and
acquires a new structure. The most distinctive feature of cognitive psycho-
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logy's approach to the phenomenon of thinking is the acceptance of the exis-
tence of a managerial-supervisory function. This process also allows the phe-
nomenon of design to be explained as a mental stage. This is because, thro-
ugh this function, the designer can shift their attention from one point of
the problem to another, thereby reanalysing the semantic dimension (Ertiirk
1981). In this case, the designer's thought process will be active, establishing
new conceptual interests, creating patterns and conducting semantic
inquiries with them, and focusing on conceptual relationships to achieve a
theme that provides depth. Therefore, developing a method of thinking with
concepts in design is quite important. Indeed, when faced with a design
problem, it is possible to reach multidimensional depth of thought through
semantic questioning by looking at the design subject from a different angle
and developing a conceptual thinking method that guides the design. By ad-
hering to design principles and using a conceptual thinking approach, de-
signs with a strengthened semantic/content dimension will also achieve
their intended purpose in terms of content and theme through their formal
structures. However, semantic inquiry also brings with it the analysis-synt-
hesis process that ensures the rational integrity of design dynamics. Indeed,
in the design process, content deepened by conceptual thinking-based se-
mantic inquiry progresses through stages such as analysis, synthesis, aware-
ness, and alternative development. At this point, analysis and synthesis cre-
ate a necessity for transforming the findings reached through semantic
inquiry into deep mental representations within the correct context. For
example, Marcus and Maver's diagram of the design process shows the sta-
ges of analysis, synthesis, evaluation, and conclusion integrated with con-
tent inquiry.

Image 3. Marcus ve Maver kavramsal tasarim semasi.
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Reference: https://kapable.club/blog/thinking-skills/conceptual-thinking-skills/ (2020).
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Another example is the design process theory that focuses on the internal
dynamics of the variables group (Naukri Content Team), which includes
analysis and synthesis stages that generate interest in the semantic quality
of design activities. The focus of this scheme, defined in the literature as a
multi-variable method, is the creation of content depth and the analysis-
synthesis relationship (Tasgtizen, 2010). In this method, diagrams showing
the stages of formation of relationship elements (synthesis-combination)
are presented, in which the designer's semantic inquiry dynamics are reali-
sed. Thus, the mind seeking meaning will be able to reach the correct conc-
lusion in analysing the relationships based on conceptual thinking and the
content in this integration.

Image 4. Naukri Content Team tasarim siireci semast
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Reference: https://www.naukri.com/blog/conceptual-skills/ (2025).

However, the concept of deconstruction, proposed by philosopher Derrida
in the 1960s, is also a critical method of questioning the structure of mea-
ning in design; it involves questioning the existence of meaning and const-
ructing content and conceptual depth. Accordingly, a more intuitive depth
of meaning is created through the deconstruction and analysis of the existing
composition. In a sense, the concept of deconstruction refers to the semantic
questioning of the structures that constitute the whole, analysed from a dif-
ferent perspective, thus encompassing the formal and conceptual analyses
that constitute design (Bachelard, 2008). Thus, it is thought that there is an
intricate reflection between semantic questioning, one of the dimensions of
conceptual thinking, and deconstruction. From another perspective, it is ar-
gued that conceptualisation is also decisive in reaching accurate information
in design experiences where the Cartesian perspective is fundamentally pre-
sent.
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Conceptualisation:

Conceptualisation is etymologically derived from the Latin word ‘concepta’,
meaning ‘conceptual’. Conceptualisation, which is multidisciplinary in na-
ture and considered essential as the fundamental dynamic of thinking in
many fields, has various synonyms in the literature, such as abstraction, con-
templation, perception, representation, and multidimensional thinking.
Conceptualisation and concept formation essentially mean developing, dee-
pening and organising ideas derived from the experience and understanding
of the equipment surrounding the design. By consistently conceptualising
ideas in design practice and forming concepts, it is possible to define pos-
sible relationships and outcomes with an original and meaningful theme.
Concepts are the characteristics of processes, objects, or phenomena, or they
are symbolic and abstract elements that represent entities or objects. Con-
cepts can convey ideas or present specific perspectives, or they can serve as
a tool for explaining a generalisation. Concepts are important in terms of
ideas because they are the basis of thoughts and communication. Concepts
enable people to know what others think and allow them to share this in-
formation. Concepts, which are used to establish communication between
cognitive and intellectual knowledge and the emotional world, are also tools
of expression used in communication and narration. Therefore, concepts
have been used as communication tools in this study. ‘In the design process,
the stage where the problem is defined and the necessary information and
relationships are discovered is “analysis”; the stage where all this data is
brought together, relationships are established, and solutions to the problem
are proposed is “synthesis”” (Uraz, 1993). "Concepts enable both design and
analysis. In the design environment, analysis occurs through the perception
and filtering of stimuli, and synthesis occurs through their interpretation
and expression; in this process, knowledge is produced. In this sense, every
work consists of the stages of analysis and synthesis and the process of rest-
ructuring" (Uraz, 1993). Concepts are abstract expressions that can contain
more possibilities than any given situation. At this point, conceptual thin-
king requires comprehensive thinking based on the common characteristics
of objects and progressing in this manner. As can be understood, conceptu-
alisation, which is based on the foundation of human comprehension and
thinking, involves steps such as perception, differentiation, selection, integ-
ration, composition, and analysis (Klausmeier, 1992). In this sense, it can be
said that conceptualisation is a type of abstraction method. The importance
of conceptual thinking lies in its ability to shape human approaches to exis-
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tence. In the context of design, conceptualisation can be explained as ‘thin-
king’ that integrates various elements such as ideas, intuition, images, mea-
ning, observation, and representation into a whole. However, it can also be
defined as a specific approach or methodology in which the rationale for the
design process is combined with philosophical foundations of content and
context (Dewey, 1997). On the other hand, it is stated that abstraction, per-
ception and thinking are the most fundamental common features of the de-
sign process, as perception and cognition are the starting points for concep-
tualising form and formative quantities. Abstraction processes also parallel
information processing processes. The perception of sensed data is already
the first abstraction, and as the process progresses, the data is further simp-
lified and conceptualised.

The act of conceptualisation also takes place in the mental imaging process.
In particular, the mental image of a phenomenon is stripped of detail and
objectified (Uraz, 1993).

Aristotle, on the other hand, goes beyond the relationship between concep-
tualisation and objects, evaluating it from an epistemic perspective and
drawing attention to the nature of scientific knowledge (episteme). Accor-
dingly, although conceptualisation is another type of concept formation in
an epistemic context, the quality and meaning of scientific knowledge are
equivalent to the nature of the concept. According to Aristotle, scientific
knowledge consists of principles in the context of universals, necessary
things, and truths with deep meaning (Aristotle 2007).

Image 5. Naukri Content Team tasarim siireci semast
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(2024).
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According to Baudrillard (2010), cognitive and sensory domains are simula-
ted by being conceptualised as thoughts formed or developed through stages
such as perception, observation, awareness, interpretation, intuitive unders-
tanding, and concept formation. Thus, conceptualisation gains a profound
meaning in the intellectual stage through various simulations, transforming
into mental representations while also shedding light from a different angle
and creating a more comprehensive perspective through intuitive unders-
tanding.

Intuitive Comprehension:

The articulation of a thought through concepts in order to render a message
intelligible constitutes a determining character in terms of both the princip-
les of conceptual thinking and the intuitive dimension. Intuitive comprehen-
sion, particularly within the design process, demonstrates an analytical qu-
ality with respect to the grammar of the conceptual thinking dimension. The
intuitive dimension, which is addressed within the content of multiple dis-
ciplinary fields, is positioned in the literature through various interpretati-
ons not in relation to linguistic or literary representations, but rather thro-
ugh its correlation with perception, semantic inquiry, concept formation,
and intellectual depth within the practice of conceptual thinking.

Especially when intuitive comprehension is considered as a representation
of the subject within the design process, it may be characterized as uncons-
cious and instinctive; at the same time, it can be classified as a strategic met-
hod that enables accurate understanding when aligned with a rational pers-
pective focused on object representation. In this sense, addressing different
definitions of intuition will provide a clarifying foundation for its position
within the design experience, grounded in axes of insight-based and multi-
dimensional depth of thought. Intuitive behavior (intuition) refers to the act
of approaching or responding to a given situation through semantic inquiry
and insight-based reasoning without engaging in causal, evidential, or rati-
onal evaluation. Due to the ambiguity inherent in its representational
expression, intuition and intuitive comprehension are generally discussed
within the framework of intellectual and cognitive processes, imaginal con-
tent, and the search for meaning in design discourse.

The definition of intuition has been primarily addressed within the discip-
line of psychology, which examines human emotions and insight-oriented
processes. Jung (1943) categorizes intuition among the fundamental psyc-
hological functions of the human mind, while defining other mental stages
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apart from intuition as emotion, thought, depth of meaning, concept, comp-
rehension, and sensation. Accordingly, emotion functions as a subjective
evaluative faculty, whereas thought constitutes a competence that enables
mental cognition and the formation of logical inferences. Sensation univer-
sally represents perception through the sensory organs, whereas intuition is
defined as the interpretation of unconscious foundations and their transfor-
mation into mental representation and conceptualization through insight.
In contrast, Ilyenkov (2012) examines intuitive comprehension within the
neurological cortex and conceptualizes it as a form of subconscious informa-
tion-processing mechanism. From this perspective, intuitive comprehension
is situated within stages that precede linguistic and literary development and
is addressed in terms of insight, instinct, depth of meaning, conceptual rep-
resentation, and inspiration.

In line with these approaches, intuition can be understood not only as dis-
tinct from rational reasoning but also as an unconscious and insight-based
mode of comprehension. For instance, Dewey (1997) categorizes the mind
into two domains: insight-driven behaviors rooted in the unconscious, and
secondary processes that encompass conscious reasoning and goal-oriented
action. He characterizes unconscious processes as free and insight-based as-
sociations.

On the other hand, intuitive behavior-defined as a representation of the sub-
ject-is significant from a meaning-oriented perspective, particularly beyond
contexts grounded in objectified reasoning and logic within concept-based
modes of thought. For example, associations established through memories
and accumulated experiences in the mind are often explained within a for-
mal and rational framework. Experiences that are stored in the mind and
have acquired representational equivalents can, in this sense, be regarded as
the outcome of a subject definition that has evolved into an objective repo-
sitory. Neufeldt and Guralnik (1994) similarly define intuition as the ability
to clearly perceive the internal structure of images and to access semantic
depth. Beyond a rational perspective, intuitive comprehension—through the
direct learning and understanding of images—constitutes a form of ordinary
information. However, when intuition is approached as an unconscious pro-
cess, its verbal or written articulation remains insufficient.

From another perspective, images cannot be perceived without intuitive
comprehension; objects cannot be conceived without meaning, and intuiti-
ons cannot attain semantic depth without concepts. In this respect, intuitive
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comprehension is situated within representations of consciousness and rea-
son. There exists an effort to access what lies beyond perception that is gro-
unded in the conditions of empirically stored experiences in the mind, na-
mely, an attempt to reach pure data. At this point, concepts—through intu-
itive thinking—enable access to insight-based, pure knowledge by facilita-
ting semantic inquiry without the necessity of empirical experience.

Accordingly, intuitive comprehension and the experiential conditions antici-
pated by conscious rational thought together offer a comprehensive capacity
for carrying knowledge toward semantic depth. As stated by Rifat in the An-
notated Dictionary of Semiotics (2013), the totality of the “concept” or “con-
cepts” represented by a sign or a universe of signs is located within semantic
depth. Thus, semantic content can be readily expressed through a word or
signifier that symbolizes an object, emotion, meaning, or context, via the
concept it evokes. According to Deleuze (2000), intuitive comprehension is
defined as the intellectual dimension of philosophical thought grounded in
conceptual thinking. Conceptual thinking, in this sense, is inspired not only
by Plato’s theory of Ideas but also by doctrines concerned with semantic
depth. The critique of rational thought is therefore associated not merely
with an epistemological perspective, but also with the nature of conceptual
thinking as a whole, particularly the speculative logic of concepts. In this
framework, Bergson emphasizes an attempt to deepen knowledge and carry
it into a layered dimension through a new mode of conceptual thinking.

The integration of knowledge through intuitive comprehension within the
domain of conceptual thinking generates new concepts and semantic depth
beyond logical constraints, much as it does in the resolution of philosophical
problems. This process simultaneously involves the creation of a form of
illusion and the attainment of internalized meaning and conceptual depth
beyond the limits of the mind. For this reason, it is necessary to focus on the
intuitive process and to construct mental representations along the axis of
conceptualization.
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CONCLUSION

In illustration, conceptual thinking should not be regarded merely as an ob-
ject- or image-oriented approach based on the act of creation. Rather, when
examined in terms of semantic depth, multidimensional intellectual practi-
ces, and spatial foundations, conceptual thinking emerges as a fundamental
intellectual ground that determines both its significance and the capacity for
creative production in design. Conceptual thinking transforms illustration
from a field of visual production limited to formal aesthetics into a critical
expressive practice situated within cultural, social, spatial, multi-theoretical,
ontological, and multilayered contexts.

Within this framework, illustration is evaluated not only as a form of visual
representation but also as a powerful and effective language that structures
thought and conveys it to the viewer through a dimension of profound me-
aning. Based on thematic theories such as conceptual thinking, metaphor,
analogy, intuition-based explanations, symbols, and visual narrative correla-
tions discussed within the scope of this research, it can be argued that the
most influential building block underlying the intellectual interaction
between illustration and the viewer is grounded in the foundations and mo-
tivations of conceptual thinking.

Indeed, an illustration with a strong conceptual foundation does not produce
singular or artificial meanings; instead, it opens up a multilayered and depth-
oriented mode of thinking, inviting the viewer into an active process of in-
terpretation. At this point, conceptual thinking transforms illustration from
an ordinary visual object into a communicative language that requires intel-
lectual engagement. This research further demonstrates that conceptual
thinking, as a disciplinary practice, redefines the experiential dynamics and
intellectual positioning of illustration.
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ABSTRACT

Sir John Tenniel's illustrations of the White Rabbit for Alice's Adventures in
Wonderland (1865) occupy a defining position in 19th-century line-based
visual culture, both iconographically and narratively. Tenniel's refined line
work, allegorical narrative strategies, and the representational aesthetic
codes of Victorian humor have transformed the White Rabbit into a sym-
bolic vehicle for concepts of time, authority, and escape. With the emergence
of Al-powered visual production tools (DALLE-3, Midjourney, Stable Diffu-
sion) in the 21st century, a striking area of comparison has emerged between
this classic form of representation and contemporary digital aesthetics. Al-
gorithmic production processes, variations in color and light intensity, pic-
torial surface textures, and synthetic detail patterns transport the White
Rabbit figure to a different plane, both formally and semantically.

Tenniel's original illustrations have been approached as a historical reference
within the context of the cultural codes of the period and visualization prac-
tices in children's literature. In contrast, contemporary White Rabbit images
produced by DALLE-3 have been analyzed in detail as two separate sections:
classical illustrations and digital illustrations, in terms of formal, aesthetic,
and semiotic characteristics. The analysis process, situated at the intersec-
tion of visual culture theory, semiotic analysis, and comparative art history
approaches, encompasses line, composition, color, and texture relationships,
stylistic continuity, and aesthetic transformation.

The findings clearly reveal the foundational role of Tenniel's illustrations in
cultural memory, while showing that AI productions expand traditional ico-
nography with new technical and aesthetic interpretations without trans-
forming it. While human-made classical illustrations maintain a clear supe-
riority in terms of originality, stylistic consistency, and narrative intensity,
Al-based productions occupy an important place in contemporary visual cul-
ture in terms of visual diversity, stylistic variations, and digital interpretation
capacity. Ultimately, the White Rabbit figure makes visible the interactive,
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multi-layered, and transformative relationship established between the clas-
sical illustration tradition and algorithmic aesthetics.

INTRODUCTION

In 1865, Lewis Carroll's Alice's Adventures in Wonderland was a turning
point not only in children's literature but also in visual culture and art his-
tory. One of the elements that made Carroll's text timeless was Sir John Ten-
niel's original illustrations. These images, which embody the Victorian
drawing aesthetic of Tenniel, are more than just images accompanying the
text; they have become powerful representations that shape the world of the
work, establish the atmosphere of the narrative, and define the images of
the characters in the minds of readers. The fact that the first visual represen-
tations that come to mind when the character Alice is mentioned are still
based on Tenniel's illustrations is the clearest indication of this (Rackin,
1973, p. 4).

Tenniel's illustrations, while evaluated within the illustration tradition of the
period, also bear the influence of the artist's background as a political carto-
onist. Known for his work in Punch magazine, Tenniel effectively brought
techniques such as linear delicacy, use of facial expressions, perspective, and
caricatured realism to the world of Alice. Characters and scenes shaped by
an unconventional grotesque aesthetic for children's fairy tales reveal Ten-
niel's original contribution to visual narrative. This contribution is not only
technical but also has a structure that can be interpreted on a cultural and
ideological level.

21st-century technologies are significantly transforming the conceptual fra-
mework surrounding art and artistic works. The rapid development of digi-
tal technologies, along with computer-based systems, has led to a gradual
change in the criteria for defining and perceiving art and artworks. This
transformative process, defined as digital art or digitalization in art, has sig-
nificantly increased the speed of production, circulation, and communica-
tion of art and visual design products thanks to the opportunities provided
by new media technologies. (Ozderin, 2024, p. 200). Artificial intelligence
(Al)-based visual generation systems such as DALL-E, Midjourney, and
Stable Diffusion have the capacity to reproduce classical artworks with dif-
ferent aesthetic approaches ( Klingemann, 2019, pp. 347-352). In this con-
text, the redesign of Tenniel's Alice illustrations using artificial intelligence
is not merely a matter of technological curiosity, but also points to an area
that should be discussed in terms of visual narrative, aesthetics, originality,
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and cultural representation. Artificial intelligence-powered visual generation
systems enable users to create new images through textual descriptions.
These systems can generate images that mimic previously non-existent or
existing images, styles, compositions, or themes through models trained on
massive visual datasets. This carries the capacity to reproduce or transform
historical references and aesthetic codes in art. For example, a description
such as “Alice and the Hatter's tea party in the style of John Tenniel” can be
transformed by artificial intelligence into a scene that mimics Tenniel's aest-
hetic. However, the important question here is to what extent this new pro-
duction remains faithful to Tenniel's visual world, which elements it trans-
forms, and ultimately what kind of aesthetic experience it offers the viewer.
This study focuses on the reproduction of John Tenniel's original Alice illust-
rations by artificial intelligence and the comparative analysis of these repro-
ductions. The primary aim of the research is to reveal the similarities and
differences between classical illustrative narration and Al production at the
formal and conceptual levels. In this context, the study aims not only to pro-
vide a technical comparison but also to offer a critical perspective that ques-
tions the artistic meaning and concept of originality in Al-generated crea-
tions.

Furthermore, considering the historical and cultural context of Tenniel's
works, the extent to which AI productions adhere to these contexts or rein-
terpret them also presents an important area of study. How are the symbols,
character typologies, and spatial arrangements found in Tenniel's illustrati-
ons represented in Al productions? Do these representations preserve the
social norms and narrative strategies of the period, or do they evolve into a
different dimension with modern aesthetics and algorithmic interpretati-
ons? Such questions will be examined throughout the study using formal
analysis, visual narrative analysis, and iconological reading methods. Artifi-
cial intelligence systems are essentially production tools that operate thro-
ugh algorithmic models based on statistical probability calculations. There-
fore, in such productions, the artist's personal experience, intuition, or cre-
ative decision is not directly involved. Instead, it is a system that works with
patterns selected from a vast data pool, guided by a “prompt,” or textual
command. This raises the question of the extent to which the creative pro-
cess, described as the artist's hand, is represented in artificial intelligence.
How does the manual labor, technical mastery, and stylistic integrity in Ten-
niel's illustrations differ from the neutrality of algorithmic production? Are
Al productions an imitation, a reinterpretation, or a new narrative form in
an aesthetic context?
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In light of all these questions, it will examine the encounter between the
classical and the digital, hand drawing and algorithmic production, historical
context and contemporary technology. The aesthetic, narrative, and cultural
differences between Tenniel's Alice universe and versions produced by arti-
ficial intelligence offer important clues not only in terms of visual analysis
but also in terms of the transformation of contemporary art and visuality.

Therefore, the study will present a multi-layered analysis that questions
both the contemporary representational possibilities of the classical illustra-
tion tradition and the limits of artificial intelligence technologies in the field
of art. This comparison, conducted through the historical depth and visual
evolution of a cultural text such as Alice in Wonderland, aims to show not
only how Alice has transformed, but also how art and visual narrative have
undergone a transformation.

The Historical Role of Visual Culture and lllustration:

Illustrations play an important role in shaping the ways readers experience
and interpret literary works. They are often positioned not only as a visual
complement to the text, but also as an extension that broadens the narrati-
ve's horizon of meaning. Book illustration integrates visual art with litera-
ture, enriching the narrative with multiple layers and facilitating readers' de-
eper connection with characters, themes, and conceptual structures. This
interaction is particularly evident in the context of children's literature; il-
lustrations contribute to children's readers' easier comprehension of the text
while also stimulating their imagination, reinforcing the aesthetic and peda-
gogical functions of the text (Sabirov, Sultanov, & Ismatov, 2020, pp. 3529-
3533).

In the Middle Ages, illustration played a critical role, particularly in the
transmission of religious texts. Gospels, prayer books, and commentaries
were visually supported by miniatures added alongside the text, serving an
educational function for the large illiterate masses. The detailed decorations
used in the Gothic period were not only an aesthetic element but were also
seen as symbols that reinforced the sanctity of the text. The use of color in
miniatures, iconographic arrangements, and figurative narration reflect the
religious and social values of medieval society (Camille, 1992, p. 176).

The Renaissance, with the rise of a human-centered perspective, brought
illustration to the forefront in both scientific and artistic fields. Leonardo da
Vinci's anatomical drawings are pioneering examples that combine scientific
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observation with artistic creativity. Andreas Vesalius' work De Humani Cor-
poris Fabrica (1543) demonstrates how important anatomical illustration
was for scientific accuracy. During the same period, botanical illustrations
also gained great importance in medicine and pharmacy. These images cont-
ributed to the classification of plants and their use for therapeutic purposes.
Thus, illustration during this period became not merely a decorative tool but
a scientific method for visualizing, verifying, and disseminating knowledge
(Ghosh, 2015, p. 175).

The development of the printing press and the invention of lithography in
the 18th and 19th centuries facilitated the dissemination of illustrations to
the masses. During this period, newspapers and magazines used illustrati-
ons to visualize social events. Drawings in caricature and humor magazines
became powerful tools for political and social criticism.

The emergence of modern advertising in the late 19th century led to illust-
ration being repositioned as a communicative tool rather than purely aest-
hetic. The growing consumer culture following the Industrial Revolution
increased the demand for visually striking and easily readable images, lea-
ding illustrators to take on a central role in poster, catalog, and packaging
design. The color lithography technique developed by Jules Chéret in Paris
enabled inexpensive production and made illustration the most powerful ad-
vertising medium of the era (Iskin, 2013, p. 278). Thus, illustration has be-
come a fundamental tool for both artistic expression and mass communica-
tion. The development of computer technology in the late 20th century has
brought about a radical transformation in the production process of illustra-
tion. Software such as Adobe Illustrator and Photoshop has provided desig-
ners with unlimited creative possibilities; vector-based production has inc-
reased the scalability and flexibility of illustration. With the rise of three-
dimensional modeling (3D) and animation software, illustration has moved
beyond being merely a two-dimensional visual to take on an interactive and
dynamic structure. The gaming industry uses digital illustration as a funda-
mental element in character design and world-building, while cinema, par-
ticularly in the fantasy and science fiction genres, has made extensive use of
illustration-based visualizations.

With the second quarter of the 21st century, Al-powered visual production
tools (e.g., DALL-E, Midjourney, Stable Diffusion) have revolutionized the
production processes of illustration. These tools produce visuals and illust-
rations based on text-image pairings guided by the artist. This evolving
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structure, particularly on social media platforms, has enabled the rapid cir-
culation of illustration, making it one of the most dynamic components of
global visual culture. Today, illustration has a strong presence in advertising,
fashion, social media content, digital games, print media, and the film in-
dustry, both aesthetically and communicatively.

Alice in Wonderland's Place in Literature and Visual Culture:

The historical context in which Alice in Wonderland was written corre-
sponds to the reign of Queen Victoria, the longest-reigning monarch in Brit-
ish history, spanning from 1837 to 1901. This period was a phase of social
transformation marked by the acceleration of the Industrial Revolution, the
establishment of England as a global power both economically and politi-
cally, and the spread of technological innovations and communication net-
works. The increase in industrial production not only strengthened the
country's economic power but also fundamentally reshaped the social class
structure.

The transition to an industrial factory system led to the emergence of a new
working class and the perpetuation of this class under increasingly harsh
and unhealthy working and living conditions. In contrast, the economic and
cultural position of the bourgeoisie strengthened, and the gap between the
classes deepened significantly. This class divide became one of the funda-
mental parameters defining the socio-economic structure of the period.

As Urgan (1991, p. 173) puts it, the Victorian era was a historical period
marked by contradictions, inconsistencies, and at times absurdities. On the
one hand, tradition, custom, religion, and moral values were excessively ex-
alted in order to preserve social order; on the other hand, these values were
transformed into a mechanism of intense discipline and pressure, particu-
larly on women and children. This moral rigidity and normative pressure
made itself strongly felt in the cultural productions, literary texts, and visual
representation practices of the period.

Alice in Wonderland is considered a seminal work not only in children's lit-
erature but also in the transformation of modern visual culture. As Ustiin-
dag Ozel (2017) puts it, it contains language games, logical paradoxes, and
identity questions in an unusual way for children's literature and therefore
serves as a text that expands the boundaries of the genre. Carroll's narrative
redefines the relationship between childhood and reality through fantastical
and surreal elements, while also making implicit references to the norms of
Victorian society. It has formed both an aesthetic and intellectual foundation
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for Lewis Carroll's work; Victorian social realities are indirectly reflected in
Alice's narrative universe, woven with opposites, illogicalities, and authority
figures.

Tenniel's linear style, reminiscent of engraving aesthetics, the dramatic lig-
hting arrangements used in the compositions, and the deliberately exagge-
rated gestures of the figures stand out as key elements that reinforce the
absurd structure of the text on a visual level. The artist's illustrations not
only transform the irony in the text into a visual language of humor, but also
significantly influence how Carroll's text is perceived and interpreted by the
reader. In this context, Tenniel's visual style intersects with the Victorian tra-
dition of political caricature, creating a representational space within the
text-image relationship that produces multi-layered and double meanings
(Vredevoogd, 2013).

The work's impact on visual culture is particularly evident through the orig-
inal illustrations created by John Tenniel. Tenniel's drawings have shaped the
iconographic identity of the characters, thereby defining the visual memory
of the text. Indeed, Eyigor Pelikoglu and Karaca (2019, p. 665) state that
Tenniel's illustrations “represent a visual language integrated with the work”
and provide an aesthetic reference point for all subsequent adaptations.

The work has been reproduced not only in the field of literature but also in
many types of visual media. The Alice theme has been interpreted in differ-
ent contexts in cinema, animation, theater, video games, and contemporary
digital illustration; it has undergone various aesthetic and narrative transfor-
mations in cultural adaptations. Therefore, Alice in Wonderland has created
a multi-layered impact on visual representation, cultural imagery, and con-
temporary media practices, in addition to its literary value, becoming a cul-
tural icon that has been reinterpreted in both historical and contemporary
productions.

The Victorian Era and Tenniel's Alice lllustrations:

The Victorian era was the golden age of illustration, thanks to advances in
printing techniques. Wood engraving techniques enabled books to reach
wider audiences while facilitating the integration of illustrations with the
text (Brigham Young University, 2014). During this period, illustration evol-
ved from being merely a decorative element of literature to becoming a tool
that enriched the layers of meaning in a story and guided the reader's imagi-
nation.
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John Tenniel was an artist who worked as the chief political cartoonist for
Punch magazine for many years. His background as a cartoonist is the source
of the satire and symbolic intensity in his drawings. In his illustrations for
Alice, Tenniel combines realistic details with fantastical elements, reflecting
both the realist sensibility of the era and the surreal nature of Carroll's nar-
rative. This approach presents a visual synthesis of Victorian society's dis-
ciplined, orderly structure and Carroll's absurd, rule-breaking world (Morris,
2005).

Lewis Carroll's narrative Alice's Adventures in Wonderland was first publis-
hed alongside John Tenniel's iconic Victorian-era illustrations. Tenniel mas-
terfully blended realism with imagination in these illustrations, creating
powerful representational tools that shaped the characters' mental images,
going beyond simply supporting the literary narrative with the visual world
of the work. Victorian-era illustration, particularly with contributions from
artists like Tenniel, is considered a defining stage in the evolution of book
illustration. In this context, the Victorian era is a historical process that not
only enriched the visual narrative of literature but also saw illustrators play
a key role in establishing the interaction between text and image (Brigham
Young University, 2014).

Tenniel's illustrations for Alice's Adventures in Wonderland are particularly
renowned for their detailed and imaginative representation of Lewis Car-
roll's world. These illustrations are deeply connected to Victorian sensibili-
ties, combining stylized elements with realism to convey the surreal nature
of the stories. Furthermore, illustrators of that period moved beyond trea-
ting illustrations as mere decoration, making them deeply connected to the
text and an integral part of the story (Tangestani and Sahin Ceken, 2025, p.
3).

Lewis Carroll's work holds a unique place in literary history not only for its
literary fiction but also for John Tenniel's illustrations, which reflect the aest-
hetic sensibilities of the period. Tenniel's drawings bear the distinct traces of
Victorian illustration, while also reflecting the influence of the artist's backg-
round as a political cartoonist. For this reason, the Alice illustrations are
important examples that both transform the visual narrative of literature and
shape Victorian visual culture.

Tenniel's illustrations, integrated with Carroll's text, have permanently
constructed the mental images of the characters. For example, characters
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such as the White Rabbit, the Hatter, or the Queen have become iconic fi-
gures in the cultural memory beyond the literary text thanks to Tenniel's
visualizations (Rackin, 1973, p. 4). In this respect, Tenniel most powerfully
represented the role of Victorian illustrators in visualizing literature and gu-
iding the reader's perception.

Tenniel's Alice illustrations are both a product and a transformer of the Vic-
torian illustration tradition. The artist's caricaturist identity and his style,
which blends realism and imagination, have made these works not merely
visual accompaniments in literary history, but integral parts of the story.
Thanks to Tenniel's contribution, the Alice illustrations have created a las-
ting cultural heritage at the intersection of literature and visual art. The ori-
ginal illustrations prepared by Tenniel played a decisive role in the formation
of the text's visual memory. Characterized by Tenniel's linear style, the White
Rabbit figure is depicted as a kind of “royal messenger” with his Renais-
sance-style collared clothing, heart-patterned costume, and the horn in his
hand. This depiction, embodying the visual codes of Victorian fairy tale aest-
hetics, cemented the character's iconographic identity; thus, the White Rab-
bit became the fundamental reference point for all subsequent interpretati-
ons and adaptations.

Following Tenniel, the White Rabbit has been reinterpreted within different
aesthetic traditions. Particularly in contemporary children's book illustrati-
ons, the character is depicted as more endearing, with rounded features and
childlike facial expressions. In this context, formal softening strategies are
employed to enhance the character's accessibility and emotional appeal.
There is also a meaningful transformation in the use of color. Tenniel's pa-
lette of saturated primary colors such as red, yellow, and blue has evolved
into more pastel, calm, and low-contrast tones in modern interpretations.
This color transfer is an important indicator that reinforces the emphasis on
innocence, fragility, and warmth in the character. Thus, the White Rabbit
has become a multi-layered visual representation that both maintains its
connection to historical images and adapts to the aesthetic expectations of
contemporary children's literature.

Artificial Intelligence and Visual Production:

Artificial intelligence (AI) plays a decisive role in the transformation of not
only the field of computing, but also the disciplines of visual arts and design.
The increasing influence of Al in visual production processes is redefining
the boundaries of creative practice on both technical and aesthetic levels.
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Generative Al systems such as DALL-E, Midjourney, Stable Diffusion, and
RunwayML can generate visual outputs through textual inputs, giving rise
to a new form of collaborative production between artists, designers, and
algorithms. However, although artificial intelligence creates products with a
new language, it lacks elements such as consciousness, intention, or subjec-
tive experience emphasized in human-centered definitions of creativity (As-
lan, 2019, p. 234; Mutlu, 2024, p. 427).

The rapid advancement of artificial intelligence technologies is prompting a
re-examination of traditional notions of creativity, opening new avenues for
discussion regarding the ontological foundations, boundaries, and meaning
of the creative process. The proliferation of Al-based applications, particu-
larly in the disciplines of art and design, raises the question of whether cre-
ative production is solely the result of cognitive and intuitive processes
unique to the human mind, or whether it is also a phenomenon that can be
produced through algorithmic systems and data-driven learning models.

The ability of artificial intelligence systems to produce outputs that claim
originality, are formally innovative, and aesthetically compelling signals a pa-
radigm shift that broadens and transforms the definition of creativity.
However, the fact that these productions lack human-specific qualities such
as consciousness, intention, and emotional depth raises philosophical and
ethical debates about whether Al-based creative practices can be considered
real or subjective creativity. In this context, artificial intelligence should be
approached not as an element that replaces creativity, but as a tool that re-
defines human creativity and makes its limits visible.

In this context, the creativity of artificial intelligence is evaluated not only as
a technical production capacity but also as a multi-layered phenomenon add-
ressed in the fields of art philosophy, aesthetic theory, and communication.
This situation paves the way for both the questioning of human-centered
creativity models and the reshaping of ontological debates concerning the
essence of art (Mutlu, 2024, p. 424).

As Sénmez (2019) emphasizes, the contribution of artificial intelligence to
visual production processes is primarily related to the development of a data-
driven aesthetic understanding. In this context, Al automates processes such
as pattern recognition, style analysis, and formal synthesis by processing
large-scale visual data sets, thereby introducing a new aesthetic paradigm in
both the creation and evaluation stages of design. These systems learn from
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large-scale visual data sets and reconstruct patterns of form, color, composi-
tion, and style. However, this raises questions about the meaning of origina-
lity and creativity. This is because the visual content produced by Al arises
not from human experience and emotion, but from statistical probability
and pattern recognition processes. Therefore, although the resulting product
is aesthetically impressive, it differs from human production in terms of sub-
jective intent and emotional depth (Dilmag, 2023, pp. 243-244).

On the other hand, the ethical and ontological boundaries of Al-based visual
production are also increasingly being debated. Issues such as copyright, the
artist's claim to originality, and the source of visual data trained by machine
learning are emerging as important problem areas in contemporary art and
design. The relationship between human creativity and Al is now being eva-
luated not in terms of “replacement” but through a paradigm of collaborative
production. This situation is also leading to the rise of a collaborative aest-
hetic understanding in the fields of graphic design and illustration (Mutlu,
2024, p. 424; Kantiirk, 2022, p. 1008).

In conclusion, the relationship between artificial intelligence and visual pro-
duction represents a period that brings back to the forefront the philosophi-
cal questions that technology poses about the essence of art, the nature of
creativity, and the formation of aesthetic values. The participation of artificial
intelligence in the visual production process is seen not as an element that
replaces human creativity, but rather as a potential that multiplies, trans-
forms, and offers new contextual interpretation possibilities. In this context,
artificial intelligence systems construct art not so much as a direct reflection
of human emotional and cognitive experiences, but rather by developing a
new formal and conceptual language based on commands (prompts) given
by the user. Thus, Al-based production presents a creative field that operates
with an aesthetic logic distinct from human-centered forms of expression,
without entirely excluding them.

In this context, the White Rabbit illustrations prepared for Lewis Carroll's
work Alice in Wonderland have been redesigned by providing specific
prompts to artificial intelligence-based visual production models. Within the
scope of this study, four alternative interpretations produced by artificial in-
telligence are presented below, following the original illustration, for the
purpose of comparative analysis.
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White Rabbit:

The White Rabbit is a character who exists both on the surface and in the
depths, enabling Alice to realize herself by facilitating her passage undergro-
und. His white gloves, the watch he pulls from his waistcoat pocket, and his
fan allude to an aristocratic personality. He represents personalities who are
content to serve their kingdom and care for no one else. At the beginning of
the novel, Alice follows a white rabbit, surprised by its speech, and when the
rabbit disappears into a hole, she follows it and falls into the depths of the
underworld. At the end of her fall, she finds herself in a low, long hall, illu-
minated by a series of lamps, with doors on all sides. This hall and its doors
are reminiscent of Victorian furniture. The emphasis on the hall, the doors,
and the golden key that will allow Alice to pass through the doors, placed
on a three-legged glass table, highlights the idea that it refers to the wealth
of the country, its commercial and industrial resources. Although Alice has
not yet passed through the doors and has not yet fallen down the rabbit hole,
she continues to exist within her traditional environment (Eyigor Pelikoglu
and Karaca, 2019, p. 666).

Figure 1 The White Rabbit Figure 2 The White Rabbit (Dalle-3)

Referance: http://www.gercekalice.com/ (2025)

In Tenniel's illustration in Figure 1, the White Rabbit figure is placed at the
center of the composition and on its vertical axis, positioning the character
as the focal point of the scene. The figure's standing posture is supported by
the body leaning slightly forward; this body language concretizes the themes
of “hurry” and “anxiety about delay” that the rabbit carries throughout the
narrative on a visual level. The rabbit's gaze is controlling and focused on the
clock. The background is limited to a pastoral nature depiction, stripped of
detail density. The softened yet clear line details of the plant textures and
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the simple color application obscure the visual space, allowing the figure to
come to the fore; thus, the viewer's attention is intended to be directed solely
to the rabbit's action.

The watercolor-style coloring applied to Tenniel's engraving-based line dis-
cipline creates the characteristic visual texture of Victorian-era book illust-
rations. The predominant use of yellow and brown tones on the waistcoat
and jacket lends the character an elegance specific to the bourgeoisie of the
period, becoming a symbolic representation of an orderly and measured li-
festyle. The modeling of the rabbit's white fur with subtle shading brings the
figure closer to realism while also positioning it within a fairy-tale atmosp-
here.

The illustration generally reflects Tenniel's line engraving aesthetic: sharp,
controlled, and repetitive lines build volume, texture, and a sense of move-
ment. Clothing folds, checkered fabric textures, and fine details transform
Victorian bourgeois clothing culture into an iconographic reference and re-
inforce the figure's human qualities.

The pocket watch held by the White Rabbit is the most prominent symbol
of the theme of time, which forms the main axis of the narrative. This object
is not merely a chronological marker; it also refers to the strict discipline of
time management in the Victorian era, the rising culture of rationality, and
the daily pressure of time created by the process of modernization. The coat,
waistcoat, and other human-like clothing elements elevate the character be-
yond that of an ordinary animal, granting it an allegorical and social identity.
Thus, the White Rabbit serves both as a figure that shapes the progression
of the fantastical narrative and as a cultural symbol reflecting the social
structure of the era.

Figure 2 shows a digital illustration generated by artificial intelligence that
reproduces Tenniel's classic drawing in terms of form and composition,
while distinctly diverging from it in style and emotion. Tenniel's engraving-
based, harshly linear, and satirical language gives way in the Al image to a
more pictorial, softer, and more aesthetically focused narrative. This is an
important example of how the historical and ideological context of classic
illustration is stylized and popularized in the digital age. The Al production
softens Tenniel's critical tone and transforms the character into a sweeter,
more inviting figure while translating the classic text into a contemporary
visual language.
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The illustration generated by artificial intelligence has significantly diverged
from Tenniel's classic drawing style, acquiring a pictorial character found in
today's children's book visuals. In the Al interpretation, contours lose their
distinctiveness, becoming softer and more textured, while digital brushstro-
kes create a more organic, painterly surface effect, particularly on fur surfaces
and botanical elements in the background. Overall, the form is constructed
through soft value transitions and digital light modeling rather than line
density, differing from Tenniel's linear definition. Therefore, the Al produc-
tion has a distinctly painterly quality, contrasting with the classical engraving
aesthetic. The use of color has also undergone a similar transformation: the
palette appears much more saturated, warm, and digitally balanced; the
brightness of the yellow-orange coat, in particular, gives the figure a stronger
sense of volume. The warm golden tones in the background lend the scene
both a nostalgic and modern atmosphere. The use of digital lighting enhan-
ces the three-dimensional feel of the composition. The figure's form is roun-
der, softer, and almost toy-like in appearance; the volumetric modeling is
more pronounced, and the rabbit's body is depicted as fuller and smoother.
Although the overall form remains faithful to Tenniel, the body language is
calmer, the gestures more controlled, and the dramatic tension is removed.

The character's facial expression appears softer, more neutral, and even slig-
htly melancholic, in contrast to Tenniel's slightly panicked and anxious lines.
This softening of emotion, through the general lighting and color choices
used in the digital illustration, has created a more endearing, more naive
character. The accessories used in Tenniel's illustration, particularly the poc-
ket watch, cane, and cut of the classic coat, are indicators that suggest the
rabbit is conceived as an elderly, mature, and aristocratic character. These
accessories carry symbolic meanings associated with age, status, and serio-
usness in Victorian visual culture. Therefore, in Tenniel's drawing, these ob-
jects are not merely decorative but function as narrative codes that define
the character's age, class, and social position. In contrast, in the modern di-
gital illustration generated by artificial intelligence, while the same accesso-
ries are preserved in form, they have largely lost their narrative weight and
appear more as aesthetic complementary elements. While the cane serves
more as a decorative accessory, the pocket watch has transformed from a
signifier of the character's status or age into a detail that supports the visual
integrity of the scene. This situation demonstrates how digital illustration
has stripped the figure of symbolic codes, steering it toward a more univer-
sal, endearing, and rejuvenated character form. Furthermore, while Tenniel's
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illustration depicts a more mature, experienced, and slightly anxious charac-
ter through the rabbit's facial features, posture, and linear harshness, the Al
interpretation features a smoother face with more neutral or soft expressi-
ons. This smoothness and anatomical roundness distinctly make the charac-
ter appear younger. Therefore, the fundamental difference between the two
works lies in the semantic depth conveyed by the accessories and the trans-
formation of the figure's representation of age: in Tenniel's work, age and
status codes carry a distinct social meaning, while in the Al production,
these codes have been aestheticized, and age indicators have evolved into a
visual language that appears younger. The smooth surfaces and idealized
forms prominent in artificial intelligence production cause Tenniel's satirical
and ironic tone, with its linear harshness, to recede significantly. Neverthe-
less, the composition is largely preserved: fundamental elements such as the
sideways stance, cane, pocket watch, and coat are inherited from Tenniel but
reinterpreted within a modernized visual language. Thus, while the narrative
core remains fixed, the Al illustration softens the critical tone of the classic
text, transforming it into a more aesthetically modern digital interpretation.

Figure 3 White Rabbit, Messenger of the Queen of Hearts Figure 4 White Rabbit, Messenger of the
Queen of Hearts (Dalle-3)

Referance: https://uk.pinterest.com/pin/alice-in-wonderland-white-rabbit-art-print--
1094726621905858154/

In Tenniel's illustration in Figure 3, the White Rabbit is placed at the center
of the composition; despite being depicted slightly from the side, it is desig-
ned to establish a direct and powerful visual connection with the viewer by
directing its gaze towards them. The figure's balanced posture and firmly
planted feet give the character a kind of official, journalistic quality. The rab-
bit's ceremonial costume makes it the dramatic focal point of the scene and
enhances the figure's representational power.
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This illustration is characterized by soft watercolor shading, which differs
slightly from Tenniel's traditional line engraving technique. The red heart
motifs directly connect to the character's cup symbol in the card deck; they
also evoke connotations of love, passion, and emotional intensity. The yel-
low background creates a sense of warmth and vibrancy while giving the
figure a ceremonial appearance. Contrasting color elements, such as the blue
ribbon, balance the rhythm of the composition and add an aristocratic refi-
nement to the costume. This rich color palette can be considered an impor-
tant visual strategy that places the White Rabbit in a fairy-tale and ceremo-
nial setting.

The wide collar on the costume evokes the sartorial aesthetics seen among
Renaissance nobility, conferring historical and social status upon the figure.
This feature supports the rabbit's identity as a noble servant or a messenger
affiliated with the court. The two primary objects held in the figure's hand—
the horn and the parchment—concretize the character's role as a mediator
in the narrative. The horn, as an instrument characteristic of figures who
initiate ceremonies or make announcements in fairy tales, produces mea-
nings of summons, proclamation, and the voice of authority. The parchment,
meanwhile, indicates that the White Rabbit is a carrier of bureaucratic and
ritualistic mechanisms within the story's universe.

The technical characteristics of the illustration include clear contour lines,
characteristic watercolor shading, and a simple background application that
provides a balanced composition. The background is deliberately kept neut-
ral, reducing visual depth to bring the figure to the forefront and presenting
the rabbit's identity with iconographic intensity.

In the digital illustration generated by artificial intelligence shown in Figure
4, the contours are almost invisible; the form is created using digital painting
techniques, with soft edges and tonal transitions. The pictorial surface do-
minates over the line; this texture is particularly evident in the fur, fabric,
and background textures, creating a soft and organic effect. This technique
places the character within a more modern, more decorative aesthetic. The
colors are much more saturated, warm, and bright. The yellow costume and
red hearts stand out strikingly, enhancing the formal contrast. Digital light
modeling makes the figure more voluminous; the face, sleeves, and folds of
the clothing appear more three-dimensional. The overall tone creates a
warm-filtered, nostalgic yet modern atmosphere. The form is fuller, rounder,
and almost as soft as a children's book character. The rabbit's face appears
smoother, younger, and more sympathetic. In Tenniel's illustration, the
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White Rabbit's gaze is directed at the viewer and evokes a slight feeling of
unease, while in the Al-generated composition, it has lost its expressive
power and become dull; thus, the direct relationship the figure establishes
with the viewer has weakened, and the gaze has taken on a disconnected
quality. The slightly critical and ironic adult attitude in Tenniel's work has
been replaced by a cute, toy-like character. The modeling is volumetric and
distinct; the character appears both younger and more fairy-tale-like. The
costume carries the same symbolic elements, but their appearance is softer,
cleaner, brighter, and more decorative. The large blue bow and heart motifs,
in particular, are closer to a toy aesthetic; the narrative weight is reduced.
The pipe and tobacco pouch appear more like a fantastical accessory than a
symbol of the official state functionary's irony in Tenniel's illustration. The
background is minimal and does not provide a strong atmosphere beyond
placing the character on the stage. Linear light shading leaves the space am-
biguous, which enhances the theatrical centrality of the figure. The emotio-
nal tone is distinctly softened and romanticized. The figure carries a more
charming, innocent, and harmonious aesthetic. The clarity of any critical or
ironic subtext is diminished.

Although both images share a similar composition and symbolic elements,
they produce two visual languages that are entirely different in terms of aest-
hetic, narrative, and ideological context. Tenniel's illustration carries the cul-
tural codes of the period with its linear harshness, theatrical irony, and dra-
matic characterization; the Al production, on the other hand, transforms the
same scene into a softened, romanticized, rejuvenated visual identity within
a modern digital aesthetic. Thus, the humorous critical tone in Tenniel's il-
lustration gives way to an aestheticized, decorative, and fairy-tale-like interp-
retation.
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Figure 5 The rabbit running away Figure 6 The rabbit running away (Dalle-3)

Referance: https://www.gettyimages.co.uk/detail/

In Tenniel's illustration in Figure 5, the White Rabbit is positioned at the
center of the composition and slightly toward the upper rear axis. The de-
piction of the figure with its back turned to the viewer directs the narrative
focus of the scene directly toward the character's action. This positioning
allows meaning to be conveyed through the character's physical movements
rather than facial expressions. The posture seen from behind makes visible,
through body language, the themes of rushing, striving to keep up, and un-
controlled panic that the White Rabbit symbolizes throughout the narrative.
In this sense, the illustration creates a classic snapshot effect, making the
viewer a witness to a moment in time. The viewer intuitively senses that the
character is bending over something quickly or is about to rush away from
where they are.

The White Rabbit's movement, running with its arms spread wide, reinfor-
ces the feeling of panic and disarray. The slightly forward-leaning body posi-
tion creates a tense line of movement and places the figure in a context of
action flowing through time. The feet pressing in different directions show
that the character is in a state of continuous movement, supporting the sce-
ne's atmosphere of agitation. The objects scattered on the floor behind the
figlire playing cards, small ribbons or pieces of paper, and a fan in shades of
red and yellow add a chaotic layer to the narrative. These objects are both a
visual reflection of Carroll's bureaucratic, hierarchical, and absurd order es-
tablished through playing cards, and a hint that the character may have drop-
ped their belongings while moving hastily. These scattered elements can be
interpreted as a visual representation of time pressure and the anxiety of not
being able to keep up.
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The illustration employs a coloring technique that combines watercolor and
engraving effects. The warm yellow and orange tones concentrated in the
background create a strong visual foundation for the figure, while the yel-
low-brown tones used for the rabbit's coat evoke the Victorian bourgeois
fashion culture. The blue-green textures in the background create contrast
with the figure, adding depth to the composition. This color scheme reinfor-
ces the dynamic nature of the scene, intensifying the sense of movement and
excitement.

Technically, the illustration can be defined by its clear contour lines, volume
created using a hatching technique, soft watercolor transitions, and a mini-
mal yet textured background. The combination of these elements lends the
scene both a fairy-tale and dramatic character while preserving the atmosp-
here characteristic of Victorian-era children's book illustrations.

In the digital illustration generated by artificial intelligence in Figure 6, the
lines are distinctly receded; the forms are modeled with soft digital brush
strokes. A pictorial surface aesthetic prevails; contours are almost absent.
The texture transitions are tonal, light-centered, and possess a digital clarity,
transforming the character into a more modern and aesthetically polished
form. The color palette is warm, bright, and saturated; a yellow-blue lumi-
nous area not present in the original image has been added. The jacket glows
with a more pronounced golden-orange tone and has gained volume. The
soft glow of digital light radiating from the center adds a nostalgic yet cine-
matic atmosphere to the scene. The form is rounder, fuller, and toy like. Di-
gital volumization has transformed the figure into a softer, younger charac-
ter. The emphasis on maturity in Tenniel's character gives way here to a more
charming, youthful figure. The same objects are preserved but presented in
a more orderly, decorative arrangement. Rather than conveying dramatic
chaos, the objects become visual elements that complete the scene. The at-
mosphere of panic and disorder in Tenniel's work is softened here. The
background is a sphere of light created with softer tone transitions, giving
an almost pastel painting effect. The depth is more pronounced. The same
scene is presented in a storybook aesthetic. The dynamism of the movement
has diminished, and the emotion has become softer and more fairy-tale-like.
The figure has been transformed into a charming visual archetype. The detail
lines and clarity in the drawing have been reduced, and more pastel, transi-
tional lines have been used. The angle of the body's posture differs from the
compositional approach seen in Tenniel's illustration, and the spatial orien-
tation of the figure has been consciously reimagined with a change in angle.
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Both images are reproductions of the same scene; however, a distinct trans-
formation is observed in terms of style, emotion, symbolic structure, and
aesthetic approach. Tenniel's linear, harsh, ironic, and dramatic narrative has
been reinterpreted with a soft, digital, decorative, and rejuvenated aesthetic
in artificial intelligence production. Thus, the historical context and narra-
tive intensity of Tenniel's illustration has evolved into an aestheticized fairy-
tale quality in digital illustration culture.

Table 1 Below contains a comparative analysis of illustrations of white rab-
bits.

Table 1. Comparative Analysis of White Rabbit Illustrations

Feature John Tenniel Illustrations Digital Illustration Dalle-3 (2025)
. Engraving, fine screening, black and Digital vector drawing, clean con-
Technical ; A :
white printing (post-coloring) tours
. . - . Minimal, thly transitioni
Line Style Detailed, sharp, realistic proportions Iirllgl\iq;lues,s:;(i)ze dyforzml foning
. . Bright, rich, high- 1 -
Use of Color Limited, matte, natural pigment tones 1e1:tge 4, rich, high-contrast color pa
Representation Serious, anxious, realistic rabbit ana- Cute but neutral expression, child-

of the Character

tomy

ren's book aesthetic

. Heart-patterned  heraldic costume Heart motifs preserved, bright and
Clothing . .. .
(Cup Queen's herald) graphic interpretation
Background Detailed scene (forest, garden) quiglmahst forest, clean backgro-
General o . Fantastic yet contemporary, mo-
Victorian seriousness .
Atmosphere dern design language

Tenniel Illustrations;

The engraving, watercolor, and ink techniques used produce detailed lines,
textured surfaces, and subtle shading. More realistic proportions are parti-
cularly evident in the rabbit's face and fur details. The color palette features
natural pigment tones such as matte, pastel brown, beige, red, and blue. The
colors are muted, reflecting the limitations of period printing techniques.
The white rabbit illustration is serious, anxious, and close to realistic anato-
mical proportions. It is interpreted with a Victorian style and a slightly gothic
and dramatic atmosphere. The background and setting are generally detailed
and clear. Gothic scenes are featured in the forest, meadow, and garden
drawings, and the print and line values and paper texture are distinct. Nature
is rendered in a more realistic manner, closer to the aesthetic of engraving.
In the context of the period, Tenniel ironically points to the transformation
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of time obsession and punctuality into a class value by dressing this figure
like a Victorian middle-class man. In terms of symbols and meaning, the
White Rabbit is the symbolic figure that causes Alice to embark on her ad-
venture. The pocket watch he uses represents time anxiety, the rush to keep
up, and the effects of modernization on everyday life. It can be said that the
rabbit's human-like characteristics also allude to the class structure and hie-
rarchy of the period.

Digital illustration generated by artificial intelligence (Dalle-3);

Clean, crisp vector lines have been used. Color transitions are achieved with
soft digital shading, and the drawing is more stylized; it contains a caricatu-
red simplicity, digital rendering, and brightly colored stylizations. The
bright, saturated, and graphic high-contrast color palette, supported by the
vivid green and blue tones used in the forest depictions in the background,
lends visual dynamism to the composition. This use of color has been bro-
ught closer to contemporary illustration concepts with a narrative language
reminiscent of children's book aesthetics; thus, the scene is constructed wit-
hin a fairy-tale atmosphere in harmony with contemporary visual trends.
The rabbit figure designed by Dalle-3 is presented with a cute and child-
friendly aesthetic through rounded forms and softened lines. Figiiriin kalp
motifli kiyafeti, While visually referencing John Tenniel's classic interpreta-
tion, it has been simplified and stylized in a manner appropriate to contem-
porary children's book aesthetics. Facial expressions have been stripped of
dramatic emphasis, adopting a neutral narrative. The resulting holistic de-
sign establishes a synthesizing link between the traditional illustration heri-
tage and contemporary digital aesthetics. Minimal and stylized drawing ele-
ments come together in harmony with the visual language of today's child-
ren's books. In digital design, the clarity of lines and textures has given way
to a more decorative approach, detached from realistic details, and has been
constructed with simpler forms and a simplified composition. The atmosp-
here created is fantastical, dominated by a bright color palette and the use
of space. In this context, the illustration created by artificial intelligence has
been transformed into a narrative structure that preserves John Tenniel's
dramatic and detailed drawing style while breaking away from it. It offers a
visual interpretation updated with stylization, high color saturation, and mi-
nimal background preferences in line with contemporary graphic design
principles.
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CONCLUSION

Alice in Wonderland is one of the earliest and most compelling examples of
the permeability between literature and visual culture. Lewis Carroll pushed
the boundaries of language in literary terms, while visually establishing the
iconography of the imagination. This visual legacy, stretching from Tenniel
to Dali, Disney to Burton, proves that Alice in Wonderland is not just a no-
vel, but a multi-layered symbol of modern culture. Comparing images gene-
rated by artificial intelligence with classic illustrations concretely reveals the
technological transformation of art production. The White Rabbit example,
in particular, bridges the gap between classical and modern aesthetics, ope-
ning up new areas of discussion on the relationship between art and tech-
nology. Tenniel's linear precision, Rackham's atmospheric narrative, Disney's
colorful cinematography, and DALL-E 3's algorithmic synthesis show how
the same icon has been reshaped in different eras.

When examining the representations of the White Rabbit in art and design
history, it becomes clear that the figure has undergone a highly layered evo-
lution. From Tenniel's original drawings, which embody Victorian serious-
ness, humor, and social commentary; to Disney's interpretations, lightened
by animation aesthetics, fun and adapted to popular culture; from there to
its transformation in the postmodern era into a symbol of themes such as
the unconscious, perception of time, and fragmentation of identity; to its
reproduction in today's digital art as a multifaceted, perceptual, and concep-
tual metaphor. These multiple representations demonstrate that the White
Rabbit has become an iconographic figure that is constantly redefined in cul-
tural memory, going beyond being merely a fairy tale character.

Artificial intelligence-based visual generation systems often tend to reinterp-
ret the White Rabbit figure by presenting the character in a more endearing,
softened, or overly stylized manner. This stems from the fact that the data-
sets used to train artificial intelligence are saturated with contemporary po-
pular culture aesthetics. AI models either exaggerate or simplify clothing
details, losing them altogether, because they cannot fully resolve the histo-
rical, cultural, and cartoonist nuances that are defining features of Tenniel's
illustrations. In particular, Tenniel's visual style, based on Victorian humor,
subtle irony, and allegorical references, cannot be captured at a semantic le-
vel by algorithms, causing the narrative layers of the character to fade. In
terms of expression, gaze, exaggerated gestures, detail, and color, the narra-
tive has become simpler and more direct. The figure's form is shaped by ro-
unded and soft lines; these characteristics have led to the object acquiring a
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visual character approaching a toy aesthetic. With the emergence of volu-
metric modeling, the figure, especially the rabbit's body, has been rendered
in a fuller, more cohesive, and smoother manner; the surface arrangement
has adopted an approach that emphasizes the plasticity of the form.

These observations reveal that the aesthetic strategies Tenniel employed in
his depiction of the White Rabbit are not merely formal or technical choices;
they are also grounded in an ideological foundation that incorporates the
cultural codes, social satire, and narrative structures of the period. Given
that artificial intelligence systems have limited capacity to comprehend and
reproduce this multi-layered semiotic structure, Al-generated interpretati-
ons of the White Rabbit are mostly superficial, style-focused, and lacking in
narrative depth.

Artificial intelligence-generated works transform illustrators' individual sty-
les within the framework of style transfer logic, producing new and hybrid
visual forms. While drawings produced by human hands directly reflect the
social, cultural, and emotional contexts of their respective eras, Al-based
productions tend to construct a more universal, abstract aesthetic realm.
However, this universality repositions these concepts on a different plane,
distinct from originality or the artist's intent.

In Al-supported digital designs, multiple modes of thinking and the coexis-
tence of styles belonging to different periods and artistic identities are trans-
forming into a hybrid narrative form unique to today's visual universe. In
this context, anatomical roundness, soft forms, and a smooth surface un-
derstanding are among the defining characteristics of contemporary digital
aesthetics; figurative expression is evolving into a generalized and stylized
visual language rather than individual expression.

In this context, artificial intelligence can be seen not as a production method
that directly replaces traditional illustration, but rather as a tool that serves
to reproduce, interpret, and archive it. The visual narrative that began with
Tenniel's pen gains continuity through data sets and algorithms; the interac-
tion between human imagination and machine productivity paves the way
for the emergence of a new narrative form in contemporary visual culture,
moving away from artist-centered interpretation.
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KEYWORDS

Artificial Intelligence: The ability of a computer system to mimic human-like cogni-
tive functions such as learning and problem solving.

Iustration: Picture, decoration. A picture or design that accompanies a text in a prin-
ted manuscript or digital publication (magazine, book, newspaper, etc.), exp-
laining, concretizing, or embellishing it.

Indicator: Representation that creates meaning; semantic unit.
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ABSTRACT

This study examines the contributions of digital illustration to the gameplay
experience in narrative-driven games, particularly within the point-and-click
genre. The use of digital painting techniques in game graphics has brought
about a significant transformation in the form and content of visual story-
telling. This transformation directly affects the ways in which players engage
with the game, comprehend the flow of the narrative, and perceive both the
environment and the characters. The study discusses the functions of digital
illustration in relation to visual storytelling, atmosphere creation, and inte-
ractive elements, and critically evaluates its contribution to the artistic iden-
tity and player experience of point-and-click games through an applied
example.

INTRODUCTION

Digital game design is currently considered both a field of entertainment
that carries cultural traces and a form of aesthetic and technological expres-
sion. The visual structure of games is not only composed of aesthetic ele-
ments, but also constitutes part of a multi-layered communication process—
spanning from narrative delivery to perception of space, from directing the
player’s attention to determining points of interaction. Therefore, illustra-
tion-based graphics used in games should not be regarded merely as visual
embellishment or decorative elements. On the contrary, they are a funda-
mental design component that establishes narrative integrity, conveys emo-
tional atmosphere to the player, and shapes the experience of interaction.

Graphic production and implementation techniques used in games have ad-
vanced in parallel with technological developments, and hardware limitati-
ons have directly affected game graphics. However, as game development
tools have become more comprehensive along with developing technology,
they have paved the way for enhanced visual quality in games with 2D and
3D graphics. While the development of game graphics is often measured by
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the concept of “realism” relative to the technology of their era, new possibi-
lities offered by game development tools have also enabled the emergence
of richer, more original, and more aesthetic game graphics from an artistic
standpoint. As a result, new game genres have emerged based on graphic
style and gameplay mechanics.

Another directly affected area by technological advancements is the art of
illustration. With the migration of graphic production techniques to digital
environments, traditional illustrative practices have been reinterpreted
using digital tools, transforming both the aesthetic language and production
processes of illustration art. Thanks to the possibilities offered by digital to-
ols, a created work can be transferred internally or externally, and can be
easily edited or transformed—opening the way for interdisciplinary work.
Thus, alongside classic and conventional game graphics, it has become pos-
sible to use artistically rich game graphics formed by the artist’s unique vi-
sual style in games.

The widespread adoption of digital illustration features such as layer-based
editing, parametric control over light and color, and 2D-3D hybrid modeling
has placed illustration at the very center of game design—from its initial
stages to the end-user experience. This transformation has turned digital il-
lustration from merely a production method into a strategic design domain
that defines games’ aesthetic identity.

In this context, narrative-focused game genres rank among those where il-
lustration’s role is most visible and decisive. Especially the point and click
genre relies to a large extent on environmental illustration, object design,
scene composition, and visual cues for storytelling. In this genre, players are
driven to read visual elements, establish meaningful connections between
scenes, and interact with objects in order to progress. Consequently, illust-
ration is one of the core elements in terms of both narrative functionality
and interactional guidance. The game world’s atmosphere, the construction
of character personalities, the dramatic impact of environments, and puzzle-
solving mechanisms are all directly related to the visual narrative style of
illustration.

This study aims to examine the impact of digital illustration on narrative and
gameplay experience in the point and click genre. It is observed that research
into how illustrative techniques construct narrative, structure spatial inte-
ractions, and guide player experience in this genre remains limited. Altho-
ugh illustration is known to be used both as an artistic and functional tool,
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there is a need for this use to be systematically evaluated in theoretical
terms.

Accordingly, the following sections of this study are structured to address
the topic in a holistic framework. First, the conceptual foundations of digital
illustration will be discussed, followed by an explanation of how visual story-
telling is established in narrative-focused games. The next section will
examine the structural features of the point and click genre and discuss its
relationship with illustration. Subsequently, how digital illustration is used
in this genre, including subcomponents such as scene design, object interac-
tion, atmosphere creation, and composition approach, will be evaluated
through an exemplary case study. Within the context of player experience,
how visual elements function in terms of guidance, readability, emotional
impact, and interaction design will also be discussed in light of literature and
sample analyses.

The Conceptual Framework of Digital lllustration:

Digital illustration is a form of creation that emerged through the redefini-
tion of traditional visual production techniques in a computer environment.
The main goal is to produce images not on a physical surface, but on a digital
canvas via computers and tablets, working with layers and brushes through
software. In this process, the designer simulates the sense of color, light,
texture, and brushwork in a digital medium. Computers attempt to mini-
mize the margin of error by incorporating a variety of application software,
allowing people to more quickly overcome the issues encountered before
production (Giiler, 2024, p. 55). Although it encompasses the same artistic
process as traditional techniques, digital painting is an experimental form of
production that is reversible and tolerant of mistakes.

Although digital painting technologies, which are widely used today, seem
like a modern technique, their developmental process reveals a deep-rooted
history. The system called sketchpad, developed by Ivan Sutherland in 1960,
paved the way for the idea of creating images and drawing in a digital envi-
ronment. Subsequently, the experimental research of Leon Harmon and Ken
Knowlton at Bell Labs demonstrated that the computer could become not
only a technical calculator but also a tool for aesthetic creation (Buffalo AKG
Art Museum, 1967). This period marks a critical threshold that established
the conceptual foundation of digital art through studies focused on the vi-
sualization of numerical data. A work with a symbolic place in the history of
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digital art is Computer Nude (Studies in Perception I). This 1966 experi-
ment by Harmon and Knowlton reinterpreted the human body as computer
output by converting numerical data into pixels. The abstraction of the
image, the deliberate transformation of resolution into an aesthetic tool, and
the use of the computer as an “art production tool” have all become impor-
tant approaches shaping both the technical and conceptual aspects of digital
illustration. Computer Nude is a critical example as it was the first to show
that the concept of the pixel—now fundamental to digital illustration—co-
uld be a form of aesthetic expression.

By the 1980s, the development of personal computers made digital graphic
production more accessible. One of the most striking events of this period
was Andy Warhol’s digital portrait created with graphics software during the
launch of the Commodore Amiga 1000. Warhol’s digital painting of Debbie
Harry’s photograph can be considered a turning point for both the art world
and computer technologies (Figure 1). This event was an early sign that the
digital tool had moved beyond being merely a technical innovation to beco-
ming a means of artistic creation. The Amiga 1000’s color palette, resolu-
tion, and advanced drawing capabilities for its time made a significant cont-
ribution to the popularization of digital illustration.

Figure 1. Andy Warhol and Debbie Harry with the Amiga 1000, 1985.

Referance: computerhistory.org (2013)
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Today, with the widespread use of graphic tablets and the advancement of
digital pen technologies offering pressure sensitivity, it has become possible
for artists to experience a creative process in the digital environment that
closely resembles traditional painting. The layer structures provided by
software such as Adobe Photoshop, Procreate, and similar programs, along
with the variety of digital brushes and editing tools, have turned digital il-
lustration into an independent discipline. These tools and programs make it
possible to create visuals by combining elements such as color, form, and
texture in the digital realm (Topbasan, 2013, p. 34). They allow for quick
experimentation with aesthetic decisions, uninterrupted revisiting of visual
arrangements, and the production of works adaptable to multiple media for-
mats (Figure 2). As a result, working across disciplines has become possible.

Figure 2. Stages of a digital illustration, 2015.

Referance: www.deviantart.com (2015)

Today, digital illustration is not only a technique for artistic production but
also one of the most important tools of contemporary visual culture. Thanks
to its layer-based structure, a composition can be easily revised, adapted to
different media, and integrated into dynamic narrative constructions. For
this reason, it is preferred in fields such as game design, animation, graphic
novels, the advertising sector, and digital publishing. At this point, the flexi-
bility and visual diversity offered by digital illustration play a decisive role,
especially in game design. Aesthetic needs that vary by genre, concept design
processes, and the creation of the visual atmosphere are the areas where
digital illustration directly contributes to game narratives. From character
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designs to spatial arrangements, from cutscene illustrations to user interfa-
ces, many elements are created with digital tools to strengthen the game’s
emotional tone and storytelling. Accordingly, digital illustration has become
a fundamental component that visualizes the narrative structure of modern
games and deepens player experience.

Visual Narrative in Narrative-Focused Games:

In narrative-focused digital games, visual narration appears not only as a
supporting element of the story, but also as a foundational component of the
narrative itself. The illustrations used in game design serve not only as an
art form, but also as a guide that directs the player's experience (Cevik &
Calis, 2024, p. 191). In these types of games, the narrative goes beyond text
and audio elements and is shaped directly through visual storytelling. In
many cases, games give meaning solely through environmental designs, cha-
racter appearances, color palettes, and scene components without any
textual explanation (Figure 3).

Figure 3. A scene from the game Limbo, 2010.

Referance: www.playdead.com (2010)

At the heart of visual narrative lie clues about the represented world. The
formal features of a space, the intensity of light usage, the emotional impact
of the color palette, and the arrangement of objects within a scene all convey
structural information about the game's narrative. Visuals are much more
effective in conveying a story than dialogue or text because up to 80% of
human interaction is transmitted through the sense of sight (Solarski, 2017,
p. 113). These elements are not merely aesthetic choices but also determine
the tempo and rhythm of the narrative. The way an artist perceives the
world, their experiences, and their mood play a decisive role in shaping their
art. Similarly, each viewer approaches art differently. Some seek aesthetic
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beauty in a work, others search for deep meaning, while some simply want
to capture a feeling (Sezer, 2025, p. 385). For example, a dark and low-cont-
rast scene can create a sense of tension in the player, while brightly colored
and highly saturated scenes reinforce feelings of safety and familiarity. Thus,
visual narration serves as a tool that regulates the player’s psychological per-
ception.

Visual storytelling operates not only through space but also through charac-
ter design. The facial expressions, postures, silhouettes, and costume details
of characters provide direct information about their personalities. In narra-
tive-focused games, the depiction of the character often serves as a form of
communication that guides the player. This communication continues even
in scenes where the character does not utter a single word. The player largely
follows what the character feels, their situation, and the mood of the scene
through visual cues (Figure 4). Accordingly, illustration-based character de-
sign plays a critical role in the continuity of the narrative.

Figure 4. In-game view from the game “Gris,” prepared in watercolor style, 2018.

Referance:: Nomada Studio. (2018)

Another important element is the relationship established between space
and character. The background of a scene is not merely a decorative surface.
Architectural space is not just a physical structure; it is also a multi-layered
field of social production shaped by user experiences, and it harbors memory
and identity within itself (Oztiirk, 2025, p. 485). It contains clues about the
past of that scene, hidden information, and the expected forms of interaction
from the player. The arrangement of objects, levels of accessibility, choices
in lighting, and atmosphere design determine the dramatic structure of the
scene. The correct placement of visual cues directs the player's attention. In
narrative-focused games, this guidance is achieved not through explicit inst-
ructions but through the environment itself. Instead of “reading” a story, the
player discovers it by seeing.
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The defining characteristic of visual narrative in digital games is its adapta-
bility to non-linear narrative models. The narrative in games may not pro-
ceed in a fixed chronology. How the player accomplishes given tasks can lead
to different experiences, depending on the strategies they choose within the
limits of game mechanics (Yayalar, 2023, p. 129). The flow of the story may
change with the player’s choices, or alternative interpretations may be pos-
sible through different exploration sequences. In this case, visual narration
must possess a flexible structure that maintains its coherence across all pos-
sible scenarios. Environments where players’ freedom of choice is restricted
and only a limited number of designer-determined options are allowed are
called linear environments. In non-linear environments with multiple star-
ting and ending points, players who determine the order of their actions can
reach a different ending each time (Bostan & Tingdy, 2015, p. 17). Environ-
ment illustrations and scene designs provide consistency for players who
progress in different ways. For this reason, in the art of games, visual narra-
tion serves not only an aesthetic function but also a structural integrity.

In narrative-driven games, the relationship between visual storytelling and
interaction holds a theoretically prominent position. A visual element does
not serve only a representational purpose; it also carries an interactive func-
tion. The visibility, form, and color contrast of an object on the scene deter-
mine its potential for interaction. When the player interacts with these ob-
jects, the story progresses or new information is revealed. Thus, visual story-
telling is an interaction strategy serving the narrative. In this context, visual
storytelling design becomes a layer that works simultaneously with game
mechanics.

All these elements reveal that visual storytelling in narrative-driven games
possesses a structure too comprehensive to be reduced to a single dimen-
sion. The meaning conveyed through environmental design, character
drawing, atmosphere creation, and visual cues collectively forms a holistic
story in the player's mind. This integrity not only provides an aesthetic ple-
asure but also directly contributes to the functioning of the game. Reading
game narrative on a visual level thus lies at the heart of both player expe-
rience and the design discipline.

At this point, it becomes important to consider in which game genres visual
storytelling plays a particularly prominent role. The point and click genre is
one of the most characteristic examples in this respect. This is because, in
this genre, narrative is conveyed to the player through space, object, and
visual cues. The next section will discuss the structural features of the point
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and click genre and examine in detail why this genre forges such a strong
connection with visual storytelling.

Overview of the Point and Click Genre:

The point and click genre occupies a unique position in digital game history
both in terms of narrative transmission and the shaping of spatial interac-
tion. The rise of point and click adventure games is directly related to the
rapid development of computer technology in the 1980s. The proliferation
of color displays, higher resolutions, and the standardization of mouse usage
made the emergence of this genre possible (Jarratt, 2019, p. 5). The funda-
mental structure of this genre is based on the player interacting with certain
objects on the scene by pointing at them. The interaction system operates
directly through visual literacy. In text-based games, since the game world is
conveyed only through written descriptions, the visual integrity of the envi-
ronment and the functional relations of objects are largely left to the player's
imagination. While this clarifies the limits of interaction, it also posed sig-
nificant constraints in narrative transmission.

In systems lacking graphical elements, the construction of the game world,
the communication of spatial relations, and the tracking of plot all take place
entirely through verbal explanations. This approach offered an experience
that guided players through textual input and left the creation of meaning
largely to the imagination. Examples such as Colossal Cave Adventure
(Crowther & Woods, 1976) and The Hitchhiker’s Guide to the Galaxy
(Adams, Meretzky, and Infocom, 1984) characteristically illustrate this tra-
dition, making the player-imagination relationship and command-based in-
teraction clearly visible (Figure 5).

Figure 5. Game screen from the text-based adventure game Colossal Cave Adventure, 1976.

.run adven

WELCOME TO ALDWENTURE!'! WOULD ¥OU LIKE INSTRUCTIONS?
yes

SOMEWHERE NEARBY IS COLOSSAL CAVE, WHERE OTHERS HAVE FOUND FORTUNES IN
TREALSURE AND GOLD, THOUGH IT IS RUMORED THAT SOME WHO ENTER LRE NEWER
SEEN AGAIN. MAGIC IS SAID TO WORKE IN THE CAWE. I WILL BE YOUR EYES
AND HANDS. DIRECT ME WITH COMMANDS OF 1 OR 2 WORDS. I SHOULD WARN
¥OU THAT I LOOK AT ONLY THE FIRST FIVE LETTERS OF EACH WORD, SO YOU'LL
HAVE TO ENTER "NORTHEAST" A5 "NE" TO DISTINGUISH IT FROM "NORTH™
(SHOULD ¥OU GET STUCK, TYPE "HELP"™ FOR SOME GENERLL HINTS. FOR INFOR-
MATIOM ON HOW TO END YOUR ADVENTURE, ETC., TYPE "INFO".)

THIS PROGRAM WAS ORIGINALLY DEVELOPED EY WILLIE CROWTHER. MOST OF THE
FEATURES OF THE CURRENT PROGREAM UERE ADDED BY DON WOODS (DOM @ SU-4I).
CCOMTACT DON IF ¥OU HAVE WY QUESTIONS, COMMENTS, ETC.

¥OU ARE STANDING AT THE END OF A ROAD BEFORE A SMALL BRICE BUILDING.
AROUND YOU IS A FOREST. A SMALL STREAN FLOWS OUT OF THE BUILDING AND
DOWN L GULLY.

east

YOU LRE INSIDE & BUILDING, A WELL HOUSE FOR A LARGE SPRING.

THERE LRE SOME KEYS ON THE GROUND HERE.

THERE IS A SHINY ERASS LAMP NEAREY.

! THERE IS FOOD HERE.

Referance: Crowther & Woods. (1976).
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With the gradual inclusion of graphics in games, the genre entered a new
phase. In the early 1980s, works such as The Pawn, The Hobbit, and Mystery
House combined text parsers with simple graphics, producing the first
examples of the graphic adventure genre. The combination of graphics and
text both created a more immersive atmosphere and enabled players to solve
puzzles using visual cues (Figure 6).

Figure 6. The Hobbit, a game with text and graphic-based gameplay, 1982.

Referance: Mitchell, P, & Megler, V. (1982).

As technology advanced and the hardware capabilities of game consoles and
computers increased, this brought about a significant transformation in di-
gital game graphics. Thanks to this progress, games could now feature hig-
her-resolution, more detailed, and stylized visual narratives; as a result, es-
pecially in the point and click genre, narrative structures that progressed so-
lely through visual cues, without the need for dialogue or text, became pos-
sible. Background scenes created by traditional or digital illustration met-
hods, character animations, and atmosphere designs gained much more
depth and artistic quality with the advancement of hardware. For example,
as in the game Machinarium (Amanita Design, 2009), the characters’ facial
expressions, postures, and the illustrative design of the environment alone
can convey the story, allowing the player to follow the game’s flow by rea-
ding these visual details (Figure 7).
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Figure 7. Machinarium game scene, 2009.

Referance: Amanita Design. (2009).

When evaluating a scene, the player is not simply faced with an aesthetic
image. At the same time, they encounter clues vital to progress, puzzles to
be solved, and the dramatic narrative of the scene. Therefore, the structural
characteristics of the point and click genre are based on a game logic groun-
ded in visual storytelling. This genre’s most distinctive structural feature is
that space becomes the main carrier of the narrative. The game world is ge-
nerally constructed from background scenes illustrated from fixed angles.
Far from serving only as decorative surfaces, every detail in these scenes has
a meaning directed at the dramatic function of the scene. The environment
contains not only a framework that determines the player’s movement area
but also narrative information. Objects on the walls, clutter on the table, the
position of light sources, and the atmosphere of the environment all convey
messages about the narrative to the player. As a result, environment illust-
ration in point and click games is both an aesthetic and a structural compo-
nent.

Interaction mechanisms are among the fundamental defining elements of
the point and click genre. By clicking on objects in a scene, the player can
examine, collect, or combine them, and these actions are often aimed at
puzzle-solving (Figure 8). Accordingly, object design becomes more than
just a visual element; it transforms into a functional feature that directly af-
fects game mechanics. The shape of the object, its position within the scene,
and its level of visibility are critical for the player to distinguish it. For this
reason, the readability of scene illustrations becomes a core criterion directly
affecting how the genre functions.
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Figure 8. Tails Noir, character and object interaction, 2021.

Referance: EggNut. (2021).

Unlike action-centered genres, point and click games feature a slow-paced
gameplay structure independent of time pressure. The player can scrutinize
scenes in detail, evaluate visual clues, and proceed by making logical infe-
rences. This demonstrates that the core progression of the game unfolds
through visual literacy rather than textual or auditory narrative. As the pla-
yer advances in the game world, they interpret the environment as a narra-
tive space and set the game's tempo themselves according to their pace of
exploration.

The narrative structure of this genre is also directly grounded in the visual.
The story is mostly revealed piece by piece through dialogues, inter-object
relationships, and visual cues placed within the environment. Instead of a
linear progression, the narrative presents a scene-based, exploration-orien-
ted, and segmented structure. Jenkins expresses this openly: “Game desig-
ners do not simply tell stories; they design worlds and create spaces” (2004,
p. 121), emphasizing that narrative is constructed through spatial arrange-
ment. For the player to follow the story, spatial and semantic coherence
between scenes must be preserved; this coherence is most often ensured
through the consistency of illustration.

When examining the historical development of the genre, it is clear that il-
lustration has been an inseparable part of the point and click identity from
the very beginning. Game environments are a significant area of design, as
they create the atmosphere that guides the player’s experience and contri-
bute to the narrative of the game (Eker, 2025, p. 1303). In early examples
from studios such as LucasArts and Sierra On-Line, drawing-based backgro-
unds, hand-animated characters, and distinctive object interactions formed
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the aesthetic structure of the genre. Today, studios like Amanita Design re-
interpret this tradition through digital illustration techniques and a stylized
graphic approach. This continuity clearly demonstrates that at the founda-
tion of how players interpret the game world lies illustrative design.

Therefore, the structure of the point and click genre is based not only on
interaction mechanics but also on a holistic logic of visual storytelling. Every
scene bears both narrative and functional meaning. Each object serves a spe-
cific role within the language of the environment, and every composition is
designed to guide the player's attention. This structure clearly illustrates
why digital illustration is an indispensable tool for the genre.

In this context, the next section will examine in detail how digital illustra-
tion is used in the point and click genre, considering aspects such as scene
composition, atmosphere creation, object interaction, and visual readability.

Designing an Example Game Scene Using Digital [llustration Techniques:

This practical study was conducted to demonstrate how an exemplary scene
for a point and click game is designed using digital illustration techniques.
In this work, both the formal and narrative components of the scene were
considered together, and the contribution of visual storytelling to the game
experience was evaluated through a practical example. The constructed
scene was designed as a narrative space in which, at a particular point in the
game’s story, a key piece of information is discovered, the player explores
the environment to gather clues, and atmosphere-based cues are brought to
the fore. The initial step involved determining the concept design of the
scene, defining its place within the game, its narrative function, and the
emotional atmosphere it is intended to evoke for the player. The designed
environment was treated not merely as a backdrop but as a space that carries
the story.

Before the study, contemporary point and click games were examined.
Among these, Dark City: Kyiv, featuring game graphics designed using digi-
tal illustration techniques, was considered in terms of its technical and nar-
rative approach. Developed by Friendly Fox Studios and released on Septem-
ber 22, 2023, Dark City: Kyiv offers a detective and mystery-themed narra-
tive, progressing through scene-based point and click interactions. By com-
bining digital illustration and photobash techniques, atmospheric and rea-
listic environments were created in the game’s graphics, and the narrative
was largely conveyed through environmental visual clues (Figure 9).
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Figure 9. In-game image from Dark City: Kyiv, 2023.

e,

Referance: Friendly Fox Studios. (2023).

Following the example game analysis, the theme of detective work and mys-
tery was chosen for the practical study. The concept for the example game
to be used was constructed around a detective story set in the atmosphere
of the 1950s. In this context, a scenario was adopted in which the player
assumes the role of a detective investigating different cases, uncovering the
mysteries behind incidents by following clues in scenes such as crime scenes
and offices. Before proceeding to the example scene, research was conducted
on noir detective narratives and period-specific environmental visuals, and
based on this research, sketch studies were created to form the foundation
of the scene design (Figure 10).

Figure 10. Detective office image in noir style, 2023.

Referance: Muzhaidov, B. (2023).
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After determining the concept, the first sketch of the scene was created and
the basic layout of the composition was established. During the sketch stage,
spatial hierarchy within the scene, guiding lines determining the player’s
field of view, and the locations of key interaction points were all taken into
account. In line with the understanding that visual arrangement serves as a
guide directing the player’s attention to specific regions of the scene, com-
positional principles were consciously applied. The relationships between
the foreground, middle ground, and background were clarified, and a sense
of depth facilitating the player’s reading of the space was maintained. At this
stage, the distinguishability of object silhouettes—critical in point and click
games—was also considered. Additionally, fixed background elements and
objects with which the player can interact were created on separate layers,
and their differentiation was achieved in the sketch phase using different
colors (Figure 11).

= A T e #

Referance: (Created by the author.)

After the sketch study, maintaining the established composition, the process
advanced to digitally painting the scene. At this stage, the fundamental com-
ponents forming the environment were reinterpreted in the digital medium,
considering their volume and forms, and clarified through surfaces, materi-
als, spatial depth, shading, and color values. To enhance the readability of
the scene, a visual hierarchy between the foreground, middle ground, and
background layers was created, with an emphasis on ensuring that objects
expected to be interactive were distinguishable among environmental ele-
ments. The tonal transitions and surface details employed during the digital
painting process were carefully controlled to support the narrative function
of the scene, resulting in a visually consistent structure that maintained both
spatial coherence and narrative integrity (Figure 12).
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Figure 12. Digital painting of the scene and other components, 2025.

Referance: (Created by the author.)

One of the most decisive stages in establishing the scene’s atmosphere is
designing the arrangement of light and shadow. The type, position, and in-
tensity of the light sources directly impact the dramatic structure of the en-
vironment, determining the overall narrative tone of the scene. In this res-
pect, light was considered not merely as an element that illuminates the
space, but also as a tool that guides the player’s emotional perception and
supports the narrative. Through the contrast between illuminated and sha-
dowed areas within the scene, a visual rhythm was established, aiming to
focus the player’s attention on certain points.

In particular, the desk lamp positioned above the detective’s desk was trea-
ted as the scene’s primary light source, used to emphasize the workspace at
the center of the narrative. This light naturally draws the player’s focus to
interactive items such as notebooks, documents, and clues on the desk by
highlighting them. Similarly, a secondary light source on the wall board was
used to illuminate notes, photographs, and connections representing the
mental dimension of the investigation, thus supporting narrative continuity.
The hierarchical relationship established between these two light sources
both created spatial depth within the scene and made the focal points of the
narrative more distinct.

After arranging the light and shadow, the scene’s color palette was determi-
ned, and the emotional tone of the atmosphere was reinforced through this
palette. In selecting colors, a low saturation and limited color range was pre-
ferred to reflect the dark and somber structure characteristic of the noir nar-
rative. Warm and cool color contrasts were intentionally used to strengthen
the emotional nature of the interior: warm tones were concentrated around
light sources to define focal areas, while cool and neutral tones were used
throughout the rest of the space to evoke a sense of isolation and tension
(Figure 13).
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Figure 13. Game scene after light-shadow detailing, 2025.

Referance: (Created by the author.)

In this context, color and light have been approached not merely as aesthetic
choices, but as fundamental design tools that guide the narrative structure
of the scene and shape the player experience. Through these layers of visual
narration, the aim is not for the player to passively observe the scene, but to
read and explore the space, thereby becoming part of the narrative. In the
final stage of the scene, certain objects have been made interactive in order
to support player interaction. In this sense, the file placed on the table has
been designed as a key interaction point for advancing the narrative. When
the player hovers the cursor over the object, a magnifying glass icon appears
along with the word “examine,” clearly signaling the possibility of interac-
tion (Figure 14).

Figure 14. Opened view of the interacted object, 2025.

Referance: (Created by the author.)
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When the relevant object is clicked, the scene shifts to a close-up view of the
file or notebook, allowing the player to examine its contents in detail. This
interaction structure supports the exploration and investigation-based ga-
meplay unique to the point and click genre, while also functioning as a tran-
sition that maintains continuity between visual narration and game mecha-
nics.

CONCLUSION

In this study, the role of digital illustration in narrative-driven digital ga-
mes—particularly in the context of the point and click genre—was examined
with a multi-layered perspective focusing on the relationships among visual
narration, player experience, and interaction. The review process revealed
that visual narration in games is not just an aesthetic element, but plays a
decisive role in constructing the narrative, guiding the player, and unders-
tanding the game’s mechanics. It was observed that the need for text and
dialogue in narrative-driven games can be significantly reduced through a
strong visual language. The point and click genre stands out as one in which
visual narration is most intensely experienced, owing to its scene-based
structure and exploration-focused gameplay. In this genre, environment il-
lustrations, character designs, and interactive objects become the carriers of
the narrative, and the player experiences the story visually and through
exploration rather than simply reading it. The case studies and theoretical
approaches reviewed in this work support the view that visual narration
holds a central position in generating narrative continuity and atmosphere.
The sample scene design developed as part of the practical work aimed to
concretize the function of digital illustration within the point and click
genre. The scene, constructed around a noir detective theme, was structured
with spatial and visual elements reflecting the atmosphere of the 1950s. The
stages of sketching, digital painting, light-shadow arrangement, color pa-
lette, and interactive object design were handled as an integrated process.
This process demonstrates that digital illustration is not merely a result-ori-
ented production, but also a design practice that progresses simultaneously
with narrative and gameplay.

Particularly through choices in lighting, color usage, and composition, the
player’s attention is directed, while the narrative unfolds piece by piece via
interactive objects like the file, notebook, and board on the table—revealing
the relationship between visual narration and game mechanics. Interface ele-
ments such as cursor design and close-up examination screens have been
evaluated as important components supporting the interactive dimension of
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visual narration. In this context, visual narration has evolved from a passive
presentation of the narrative into a structure that encourages active player
participation.

In conclusion, this study demonstrates that digital illustration in narrative-
driven games is not only a means of artistic expression, but also a funda-
mental design component that structures the narrative, shapes the player
experience, and directly connects with game mechanics. This examination,
conducted within the scope of the point and click genre, contributes to the
academic field on the relationship between game art and visual narration,
and offers a practice-oriented roadmap for designers who wish to produce
works in this genre. Considering the interdisciplinary nature of visual nar-
ration in digital games, it is anticipated that new studies in this area will
build deeper connections among game design, illustration, and interaction
design.
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KEYWORDS:

Digital Illustration : A contemporary illustration production method encompassing
the processes of drawing, painting, and visual composition, created through
digital tools and software.

Graphic Design : The process of organizing visual elements for communication pur-
poses within a specific context and problem framework, according to aesthe-
tic and functional principles.

Visual Expression : The transfer of thoughts, emotions, or information through a
non-verbal language by means of image, composition, color, and form relati-
onships.

Game Graphics : The visual design elements in digital games that establish space,
character, interface, and atmosphere, supporting player interaction.

Player Experience : The perceptual, emotional, and cognitive relationship the player
establishes with the elements of graphics, interaction, narrative, and feedback
during the gameplay process.
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ABSTRACT

Illustration is a fundamental form of visual expression in graphic design. It
is a creative way to express content without using words. This research
examines various student projects executed for packaging design education.
The study investigates how illustration, when combined with visual ele-
ments such as form, photography, and typography, can uniquely reflect the
product’s content. Furthermore, it emphasizes the importance of artistic
expression that illustration can bring to packaging design and its potential
to transform packaging into a design product. Using a qualitative research
method, this study analyzes the applications of illustration, a significant vi-
sual means of expression in packaging design, through design inquiry. Data
collection methods primarily include practical applications from projects in
the “GRA 318 Packaging Design” course conducted at the Department of
Graphic Arts, Faculty of Fine Arts, Anadolu University; open-access acade-
mic literature sources (e.g., ResearchGate, Google Scholar, and Zotero); on-
line databases; and printed materials. The analyses conducted within the re-
search focus on the practical applications of illustration as an artistic expres-
sion in packaging design. The importance of this research lies in classifying
visual expression methods for content and integrating these methods with
illustration in packaging design. This research aims to demonstrate how il-
lustration can be integrated with other methods of conveying content. The
research findings are illustrated with examples from student works analyzed
under these classifications. These methods of expression can be used to cre-
ate meaning and content in a wide variety of ways, from realism to abstrac-
tion, in packaging design.
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INTRODUCTION

The concern for conveying content has been a significant issue in design
since the emergence of marketing in the early 1900s. This concern has con-
tinuously shaped the development of visual solutions and remains a central
focus in design. The transmission of verbal content through images and the
expression of meaning through visual elements such as form, photography,
typography, and illustration are essential for a design product to function
effectively. Packaging design, in particular, exemplifies how design and con-
tent intersect: for packaging to fulfill its purpose, it must protect, carry, and
clearly present its contents. These fundamental functions of protecting and
containing the product should work in harmony with conveying the content
to define the overall functionality of the packaging. When these functions
are thoughtfully integrated with conveying the content, they enhance both
the clarity and effectiveness of communication. Without conveying content,
packaging serves merely as a basic container for the product. In this way, the
success of packaging design depends on a seamless interplay between the
methods of conveying the content (Figure 1).

Figure 1. A selection of packaging from 1900s on display at the museum.
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Referance: https://www.labelsandlabeling.com/news/journey-through-time

Problem and Aim

The central question of this research context is: What are the advantages
and disadvantages of using illustration as a method of conveying the content
along with form, photography and typography based packaging designs? If
so, what impact does this integration can create on visual communication?
Exploring these questions not only encourages creative experimentation but
also highlights the potential of illustration to transform design outcomes.
By encouraging design students to use illustration as an alternative tool for
conveying content, the aim is to generate new perspectives on creative visual
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solutions. With its capacity for interpretation, abstraction, and emotional
resonance, illustration is a uniquely powerful and interdependent means of
expression; it can redefine how messages are visually conveyed and expe-
rienced. By clarifying these parameters, the research aims to offer practical
insights relevant to packaging design education and practice.

Importance

The significance of this practice-based research lies in the examination and
comparison of the various methods of conveying the content in packaging
design. The findings reveal that illustration offers limitless possibilities for
creative conceptualization, allowing designers to explore abstract ideas,
symbolism, and artistic interpretation. In addition, other methods, such as
form, photography and typography based methods, can provide a more im-
mediate and direct form of visual communication that clearly represents the
product and its features to the consumer. By juxtaposing these approaches,
the research demonstrates that each offers distinct advantages: illustration
can stimulate greater imagination and emotional engagement, while form-
based, photographic, and typographic methods provide greater clarity and
transparency. Understanding the strengths of these methods can lead to
more informed and effective packaging design choices and ultimately pro-
vide a strong foundation for future design practices.

Scope and Limitation

This research provides a comparative analysis of various methods of conve-
ying the content in packaging design, focusing on their conceptual strategies
and communicative effectiveness. The scope encompasses practice-based
inquiry, drawing on selected case studies and experimental projects to illu-
minate the unique strengths and potential applications of each visual app-
roach in conveying the content. Notably, the study is confined to projects
undertaken within the context of the “GRA 318 Packaging Design Project”
course and specifically examines the surface design aspects of packaging, rat-
her than structural or interactive elements. While these boundaries neces-
sarily limit the generalizability of the findings, they also allow for a more
focused and in-depth examination of how illustration can conceptually en-
hance the communicative power and creative potential of packaging design.

Literature review

Based on the literature review, packaging design books such as Calver’s
“What is Packaging Design?” offer a general overview and description of the
subject, while “Packaging Design: Successful Product Branding From Con-
cept To Shelf” by Klimchuk and Krasovec provides practical examples and
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outlines the entire design process from concept to completion. The research
conducted by Mohebbi (2014), “The Art of Packaging: An Investigation into
The Role of Color in Packaging, Marketing, and Branding” addresses the sig-
nificance of color in packaging design. Additionally, several key graphic de-
sign and typography books were consulted to provide a foundation for prac-
tical evaluation, including Robert Bringhurst’s “The Elements of Typograp-
hic Style”, Jan Tschichold’s “The New Typography”, and Philip meggs and
Rob carter’s “Typographic Design: Form and Communication.” Based on
these reviews, this study distinguishes itself by classifying different methods
of conveying the content in packaging design and exploring the integration
of illustration in packaging design as a conceptual strategy for conveying
content. Furthermore, along with illustrative approaches in packaging de-
sign this study examines form, photography and typography based executi-
ons to analyze the respective advantages and challenges of illustrative rhe-
toric in packaging design. By conducting this comparison, the research offers
valuable insights into how illustration effects visual communication and can
be as creative expression in packaging design.

Methodological Approach

This research is based on descriptive analysis and data collection. Data col-
lection used academic databases such as ResearchGate, Zotero, and Google
Scholar, and examples of various packaging design executions from the
“GRA 318 Packaging Design Project” course, offered by the Graphic Arts
Department at Anadolu University Faculty of Fine Arts. The learning outco-
mes of the course aims design students to express their personal creativity
while ensuring that their works adhere to essential design concerns. The
sample visuals comprise packaging graphics created by students in this co-
urse. The data analysis method is also a qualitative approach. The current
state of the subject was evaluated by analyzing the information and visuals
collected through the data collection method. Following a descriptive analy-
sis, the topic was organized into four main sections, each focusing on a dif-
ferent visual method for conveying the content of packaging design. Using
these categories and relevant case studies, the effectiveness of illustration as
a conceptual strategy in packaging design was evaluated, considering its role
within creative ideation and visual rhetoric.
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METHODS OF CONVEYING THE CONTENT WITH ILLUSTRATION IN PACKAGING
DESIGN

In graphic design, content refers to the information, ideas, emotions, and
even physical materials that a design aims to communicate. This content
may also include the materials used in packaging itself such as food, drinks,
toys, stationery, or tools, (Carter, Day, Meggs 2012: 3). Thus, packaging de-
sign not only protects and transports these items but also serves as a me-
dium for conveying the content both visually and conceptually. The commu-
nication of content in packaging design can be visualized through various
methods. These include the designing the packaging form to reflect the es-
sence of the contents, the direct representation of the product via photog-
raphy, the use of expressive typography to convey verbal meaning, and the
application of illustration to introduce concepts through metaphor, symbo-
lism, and/or narrative. As Klimchuk and Krasovec (2012) emphasize,
effective packaging design is a critical component of successful product
branding, bridging the gap between concept and shelf. Each of these
methods can provide a visual representation that gives the viewer an idea of
the product’s appearance. However, each approach has its own limitations.
For instance, the packaging’s form is subject to technical constraints, while
typography is constrained by readability and legibility. Photography,
although it can offer a more personal and immediate connection, is often
tied to a realistic depiction of the product. Illustration, on the other hand, is
sometimes seen as a limited means of conveying content, but it actually
provides the artist with a greate freedom of expression. Through thoughtful
and creative integration of illustration to other methods, content can be
visualized using metaphor, narrative, and/or artistic interpretation.

Conveying The Content Through Form and lllustration

Form, as an independent design element, plays a crucial role in communica-
ting the content of a packaging design. Techniques such as simulated win-
dows, transparent sections, or distinctive structural shapes can serve as vi-
sual cues that reveal or suggest what lies inside the packaging (Figure 2).
lustrating window motifs around the simulated transparent window evo-
kes the atmosphere of Italian rural houses, reinforcing the impression of na-
turally produced pasta.
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Figure 2. Simulated windows and transparent sections can serve as visual cues.

Referance: Taylan Arican, Gusto Fresco Pasta Packaging, 2025

By thoughtfully employing simulated windows to give the illusion of trans-
parency and reveal the contents, designers can enhance both the functional
and communicative aspects of packaging, and enable consumers to quickly
grasp the product’s identity even before reading any text or label. This stra-
tegic use of form and illustration not only attracts attention but also reinfor-
ces the overall message and appeal of the packaging design. Another
example from the student project featured pasta pieces illustrated symboli-
cally, with the packaging form also designed to reflect the same symbols rep-
resenting the different pasta types. (Figure 3). Even if the form does not
precisely express the content, it is sufficient for it to evoke the intended fee-
ling.

Figure 3. Even if the form doesn’t exactly express the content, it’s enough for it to evoke the intended
feeling.

Referance: Ayse Zeynep Duran, Gusto Fresco Pasta Packaging, 2025
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Conveying The Content Through Photography and lllustration

A picture is worth a thousand words and photography serves as an efficient
way to describe and publicise products, or to communicate specific messa-
ges. Photography used on packaging designs often serves a descriptive func-
tion, offering consumers a clear visual representation of the product inside.
In this example, simple photography is combined with creative illustration
inspired by iconic Italian architectural structures. As a result, the addition of
illustration transforms the straightforward photographs into conceptual
images (Figure 4).

Figure 4. llustration can transform a tangible product into an intangible idea through compelling visual
messages.

GUSTO
FRESCO

Referance: Baturay Cakir, Gusto Fresco Pasta Packaging, 2025

Moreover, one of the key advantages of photography is its ability to provide
an accurate representation of the product, helping to build trust and elimi-
nate uncertainty for the viewer. By showcasing the actual product, photog-
raphy not only conveys essential information but also appeals to consumers’
senses and expectations, making it a widely used approach in packaging de-
sign. When illustration is integrated with photography, it can further en-
hance the visual experience and even allows abstract elements like sound
and rhythm to be visually expressed. However, it is important to maintain a
balance, as compelling storytelling can enhance connection and memorabi-
lity; excessive or overly elaborate illustration may risk overshadowing the
core product message or confusing the audience. In this example of headset
packaging, the illustrative elements are so dominant that they begin to
overshadow the actual product, making them appear as the primary focus of
the content. This, in turn, hinders the product’s perceptibility (Figure 5).
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Figure 5. Excessive or overly elaborated illustration can compete with the primary message.

Referance: Baturay Cakir, AERA Headphone Packaging, 2025

Conveying The Content Through Typography and lllustration

Typography occupies a unique position among these methods, as it serves
as an essential explanatory element that supports and enhances the effecti-
veness of form, photography, and illustration. In this context, however, the
focus is on using illustrative typography as a primary means of expressing
the content. Illustrative typography can convey meaning, emotion, and
brand identity, making the text itself a powerful visual and communicative
tool in packaging design. In this example of student work, the typographic
form is illustrated and transformed into an image resembling flowing text,
visually expressing the meaning of the phrase “go with the flow” (Figure 6).
The form and surface texture of the product become visually unified through
their harmonious shapes. While this approach may compromise readability,
it enhances the design’s overall attractiveness.

Figure 6. Expressive typography can turn text into a visual tool.

Referance: Dilan Erdur, AERA Headphone Packaging, 2025
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Illustrative typography stands as one of the most immediate and effective
means of communicating a product’s content, allowing messages to be con-
veyed with clarity and precision. When thoughtfully integrated into packa-
ging design, typography can express brand personality, evoke emotions, and
differentiate products in a crowded marketplace than simply inform.
However, achieving this impact requires designers to achieve a careful ba-
lance: typography should be applied with creativity and originality “with wit”
while maintaining readability and legibility. In this way, typography not only
conveys essential information but also enhances the packaging’s visual ap-
peal. As shown in this example, the softness of the headset’s structure is il-
lustrated through the typographic letterforms, creating a connection between
the product’s physical form and the brand name “AERA” (Figure 7).

Figure 7. Typography should be applied creatively while maintaining readability and legibility.

Referance: Eylul Senol, AERA Headphone Packaging, 2025

Readability: It refers to how well readers are able to comprehend the
language and sentence structures used in the text. Readability is the degree
to which a page (or computer screen) is easy and comfortable to read and is
inviting to the eye (Meader, B. I, 2011).

Legibility: It refers to how well readers can understand the visual design of
the text, including typeface choice, it’s size, letter spacing, and background
contrast. Legibility is the degree to which typography is large and distinct
enough so a reader can easily discriminate individual letters and words
(Meader, B. I, 2011).

Clear communication in typography depends on both readable content and
legible visual presentation, with the ultimate goal being the “greatest
possible clarity” (Tschichold, 1995: p. 65). In order to communicate
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effectively with typography, the letterforms of the message should be clear,
and the message itself should be easily distinguished from other visual
elements. This clarity ensures that the text is immediately recognizable and
that the intended information is conveyed without ambiguity or distraction.
In this example of student work, the typeface choice is clear and the text
"aera" remains legible due to sufficient contrast with the background. The
illustration of water drops is well integrated, with their magnifying effect
distorting and enlarging specific areas of the letters. This enhances visual
unity and creates a strong overall impact (Figure 8).

Figure 8. Typographic clarity ensures the text is recognizable and the information is conveyed without
ambiguity.

Referance: Cansu Turan, AERA Headphone Packaging, 2025

Conveying the Content Through lllustration Only

Packaging design is not only about protecting and containing a product, but
also about communicating its identity, values, and appeal to the target au-
dience. The visual elements and packaging structure work together to influ-
ence purchasing decisions and brand perception (Calver, 2003, pp. 6-7). Il-
lustration can play an evocative role; rather than directly depicting the pro-
duct, creative illustrations may be used to amaze, inspire, or evoke an emo-
tional response, thus creating a deeper connection with the consumer. This
emotional use of illustration focuses on deeper meanings and concepts and
appeal rather than simple product identification. Building on this, illustra-
tion becomes a powerful tool for communicating more abstract concepts,
narratives, and emotional qualities in packaging design. By using illustration
as a visual rhetoric, designers can transform tangible products and intangible
ideas into compelling visual messages that inform and capture viewers’ at-
tention, ultimately enhancing the packaging’s communicative power. Some
narratives and concepts cannot be fully conveyed through photography, ty-
pography, or form alone. The personal artistic style of illustrative rhetoric
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acts like a unique fingerprint and serves as the artist’s signature enabling the
expression of unconventional ideas. For example, in this student project, the
animal characters of a wolf and a bear are imagined as cooks holding bowls
of pasta, visually reflecting the satisfying and fulfilling effect of the product
inside the packaging (Figure 9).

Figure 9. Illustration enables compelling narratives and unexpected connections.

Referance: Ayse Sude Yildirim, Gusto Fresco Pasta Packaging, 2025

Conveying the Content Through Al Generated lllustration: Al has undoubtedly
had a significant impact on illustration artists. The integration of artificial
intelligence tools into packaging design has become increasingly common,
offering new methods and creative possibilities. However, relying too heavily
on Al can sometimes distance viewers from the work, drawing attention to
unnatural or distracting details rather than enhancing the overall design. Al-
driven illustration may or may not lead to innovative solutions. Striking a
balance between human creativity and Al-generated elements is essential to
ensure that the packaging remains engaging and authentic. Regardless of an
artist’s personal illustrative style, Al-generated work often carries a stereoty-
pical, recognizable quality that can be immediately identified. Thus, exces-
sive use may result in an unoriginal impression. As shown in this example
of student work, the idea of incorporating Renaissance period art into the
packaging brand is unique. Referencing and reinterpreting well known ar-
tists’ paintings with food items adds an intriguing dimension. However, the
stereotypical illustrative rhetoric generated by Al weakens the overall impact
of the concept (Figure 10). Mastering the art of crafting prompts enables the
creation of images that are both consistent and predictable, ensuring greater
control over the visual outcomes produced by Al systems (Figure 11).
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Figure 10. The stereotypical visual language of Al-generated images can undermine the conceptual depth
of content, often prioritizing style over substance and limiting genuine creative expression.

Gusto Fresce

Referance: Okan Demirbas, Gusto Fresco Pasta Packaging Labels, 2025

Figure 11. The stereotypical visual language of Al-generated images can undermine the conceptual depth
of content, often prioritizing style over substance and limiting genuine creative expression.

Referance: Ali Baran Bayar, “Dost” Cat & Dog Food Packaging Labels, 2025.
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CONCLUSION

Effective packaging design goes beyond simply containing a product; it plays
a crucial role in successful packaging design by bridging the gap between
concept and shelf, engaging consumers both visually and emotionally. Pac-
kaging not only informs but also resonates with viewers on multiple percep-
tual and emotional levels through its conveyance of content. As illustrated,
the content of the packaging design can be presented functionally in various
ways, for example, by showcasing the physical product through form,
photography, typography, and illustration. Each of these methods for
conveying content in packaging design can be applied separately or
combined with illustration to capture the essence of the product and express
unique creative visions. Illustration and form should be conceived as a
unified execution, both conceptually and visually. When integrated with
photography, illustration should add meaning and introduce new concepts,
rather than simply decorating the image. In illustrative typography,
readability and legibility must be preserved—even if they are intentionally
compromised for expressive effect, the balance between expression and
clarity should be carefully managed. While illustration alone can serve as a
highly expressive means of communication, its communicative function
must remain a priority, with visuals designed to evoke feelings and ideas
through a unique artistic style. Al-generated illustrations, with their often
stereotypical visual impact, should be used thoughtfully, ensuring that the
underlying concept remains dominant and the design communicates
effectively. The key is to integrate these approaches thoughtfully,
maintaining both clarity and expressiveness. The aim of this research is to
demonstrate how illustration can be integrated with other methods of
conveying content. The methods that are classified in this research are to
ensure that packaging is designed functional and meaningful, ultimately
creating a memorable and impactful experience. When these methods are
skillfully combined, packaging becomes more than just a protective
container; it becomes a medium that communicates the essence of its
contents. By balancing clear communication with creativity, the message
remains accessible, while expressive visuals capture attention and help the
packaging stand out on the shelf.
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Ilustration: An artwork developed by an artist to visually explain or represent infor-
mation, helping to clarify and deepen understanding through creative expres-
sion.
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regulatory details, and supporting elements to produce packaging that is att-
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with viewers.
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SUMMARY

In today's competitive market dynamics, the concept of a brand is being re-
defined as a set of perceptions, images, and feelings formed in the minds of
consumers rather than a tangible product or service. Illustration, which
stands out as a strategic tool in building visual identity, has gone beyond
being merely an aesthetic element supporting the text to become a powerful
language of communication that visualizes the brand's “voice” and establis-
hes a deep emotional connection with the target audience. This study exami-
nes the role of illustration in the branding process from a broad perspective,
covering its historical development to its dynamic applications in today's di-
gital ecosystem.

This study addresses the interpretive flexibility and potential for originality
offered by illustration, in contrast to the reality-based nature of photography.
It discusses how illustration, used in early advertising to idealize the pro-
duct, gives brands a human and distinctive character in the digital age, co-
untering the risk of homogeneity created by stock images. The functions of
illustration, such as concretizing brand personality and transforming abst-
ract concepts into visual metaphors, are detailed. The integration of illustra-
tion into branding strategies is evaluated in light of various global case stu-
dies. The visual narrative is examined in terms of how it adds emotional
depth and cultural meaning to the brand at touchpoints ranging from phy-
sical product packaging to digital interfaces. The findings reveal that illust-
ration is not merely a decorative element. On the contrary, this visual langu-
age is defined as a distinctive visual identity asset that enables the brand to
differentiate itself in a competitive market, supports corporate credibility
and consistency, and ultimately strengthens consumer loyalty.

INTRODUCTION

The concept of a brand has evolved beyond being a physical object and is
now defined as the totality of images, feelings, and perceptions that arise in
consumers' minds. While visual identity elements play an important role in
shaping the mental connection consumers establish with a product or ser-
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vice, illustration is positioned not merely as a decorative element that comp-
lements text, but as a communication tool that visualizes the brand's voice
and constructs meaning. Unlike photography, which is based on reality, the
interpretive power of illustration allows brands to tell their stories in a
unique way. Examining the journey of illustration in the history of branding
reveals that it was used primarily in advertising and packaging design, espe-
cially in the early days before the widespread use of photography. During
this period, illustration was used to convey the product and the lifestyle it
promised in an idealized language, adding timelessness and reliability to
brands and setting a reference for today's strategies. Today, the impact of
digitalization and changing market dynamics have redefined the role of il-
lustration, turning it into a multi-layered and dynamic identity component.
Brands can opt for the unique forms of expression offered by illustration to
counter the risk of visual similarity and mediocrity created by stock photos;
because illustrations have a unique ability to embody the brand's personality
and transform abstract concepts such as reliability, sustainability, or belon-
ging into visual metaphors.

THE ROLE OF ILLUSTRATION IN BRAND IDENTITY

A brand is not so much a tangible object as it is the sum of the emotions
that arise within consumers when they see the brand's logo or hear its name,
the images they conjure up, and the perceptions they form in their minds
about the brand. In fact, a brand is something that appears in every corner
of our lives; it is how a product, idea, or belief is presented to us and the
atmosphere in which it introduces itself to us. This outward expression,
which allows us to form an opinion about the brand, constitutes its visual
identity (Giirgan and ilhan, 2018). Illustration is defined as the expression
of a thought, concept, or narrative through a visual interpretation. In the
context of graphic design, illustration is a collection of visual elements pro-
duced using linear, digital, or traditional techniques to support text, rein-
force meaning, or create an independent message. In this sense, illustration
has gone beyond being merely an accompanying element to text and has
become a meaning-creating and guiding tool in contemporary visual com-
munication. The positioning of illustration in branding processes is also sig-
nificant in this context; it stands out with its potential to create a unique
language in the formation of brand identity.

This meaning-creating and unique potential of illustration has been the
main carrier of advertising and packaging design, especially in periods when
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photographic technology was not widespread. In early branding efforts, il-
lustration was used to convey the product's benefits, quality, or usage scena-
rios in an idealized language. Classic illustrations, influenced by the art mo-
vements of the time, added timelessness, reliability, and aesthetic value to
brands. These old/classic illustrations are still used today as a reference po-
int for strategies that emphasize a brand's heritage and roots. For example,
the Santa Claus illustrations used by Coca-Cola in its holiday campaigns
since the 1930s are one of the strongest examples of how illustration can
transform a brand's cultural perception. This figure (Figure 1), drawn by ar-
tist Haddon Sundblom starting in 1931, was transformed from traditional,
stern depictions of Santa Claus to the warm, cheerful, chubby, white-and-
red-clad image popular today, in line with Coca-Cola's brand strategy. These
illustrations ensured that Coca-Cola was associated not only with a summer
drink but also with family warmth, cheerfulness, and the holiday spirit. The
illustration reinforced the brand's emotional market positioning and served
its strategy of encouraging year-round consumption of the product.

Figure 1. Example of an illustration of Santa Claus, Haddon Sundblom, 1931.

V Y H.-\'I‘S OFF lo-
the pause that refreshes”

Referance: Coca-colacompany.com (2025)

Throughout the 1950s and 1960s, airlines such as Air France utilized the
power of illustration in their travel posters (figiire 2). The work of artists
like Bernard Villemot depicted travel destinations in a romantic and appea-
ling style. Villemot's works often used minimalist lines, bold color blocks,
and stylized figures to capture the essence and magic of the destination.
These illustrations served Air France's strategy of emphasizing that it was
not just a means of transportation, but also a brand offering cultural disco-
very and a luxury travel experience. The artistic and exaggerated nature of
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the illustrations transformed an ordinary airplane journey into a desirable
adventure and a symbol of prestige.

Figure 2. Illustration example belonging to Air France Airlines, Bernard Villemot, 1950.

Referance: galerie123.com (2025)

The decisive role that illustration has played in early branding processes and
the reliability and heritage value it has provided to visual identity continue
to serve as a fundamental reference point in contemporary branding strate-
gies; however, today illustration has been redefined as a multi-layered, dy-
namic communication tool and is considered not only an aesthetic element
but also a strategic identity component. Visual communication elements
must be considered holistically in the formation of brand identity. Illustra-
tion, among these elements, is positioned as a strategic tool in conveying the
symbolic, emotional, and cultural layers of the brand. The role of illustration
in branding manifests in various dimensions, such as the construction of
corporate identity, the concretization of brand personality, the establishment
of an emotional bond with the target audience, and the achievement of vi-
sual differentiation. With the proliferation of digital media in recent years,
illustration has become a preferred communication method for making the
visual world of brands unique. Today's markets are flooded with numerous
brands offering similar products and services. In this context, illustration
has gained importance due to its capacity to create a unique visual language
for brands. Veksner (2010) states that visual distinctiveness is a fundamen-
tal component for brands to secure a lasting place in the consumer's mind.
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Illustrative narratives go beyond photographs or ready-made stock images,
offering a unique expression for the brand. Brands use illustrative language
when conveying abstract concepts such as mission, vision, or values to their
target audience. In this respect, illustration facilitates the understanding of
complex concepts through metaphorical images.

Henderson and Cote (1998) emphasize that visual metaphors are particu-
larly effective in consumers' mental processes in understanding brand per-
sonality. For example, brands that emphasize environmental awareness are
seen to develop illustrative languages that identify with nature figures. Pa-
tagonia, a brand that sells outdoor clothing, equipment, etc., visualizes its
sustainability narrative in its nature conservation-themed communications
by using hand-drawn mountain silhouettes and organic lines (Figures 3 and
4). This demonstrates the power of illustration to convey brand values on
an intuitive level.

Figure 3, 4. Examples of nature-themed illustrations by the Patagonia brand.

patagonia

PATAGONIA

Referance: logoutdoor.com (2025); Jobly (2025).
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Illustrations strengthen the brand's positioning in the mind by their capacity
to create an emotional impact on the target audience. Various studies have
shown that emotional imagery is decisive in brand loyalty (Schmitt, 1999).
Brands targeting children in particular use the emotional appeal of illustra-
tions to engage with users.

Today, brands are not only product and service providers, but also story-
tellers. Illustrations facilitate the visual integration of this narrative into the
corporate identity and ensure the continuity of the brand's symbols and cha-
racters. Fog, Budtz, and Yakaboylu (2005) state that brand stories are
strengthened by visual support and become more memorable in the consu-
mer's mind. One successful example of this process is the cartoon character
named “Freddie” that the Mailchimp brand has used for years (Figure 5).
The character embodies the brand's creative, sincere, and user-friendly iden-
tity, giving a warm and human appearance to a brand that offers abstract
products in the service sector.

Figure 5. Mailchimp logosu ve Freddie.

mailchimp

Referance: webdesignerdepot.com (2018)

When examining Aaker's (1997) brand personality framework, it is evident
that brands identify with certain human characteristics: sincerity, excite-
ment, expertise, sophistication, and reliability. Illustration is an important
tool for visualizing these personality traits. Symbolic characters, mascots,
comic book language, or stylized figures are particularly effective in conve-
ying the brand's personality to the target audience. For example, Pringles
represents the fun and accessible side of its brand personality with the “Mr.
P” character, while M&M's anthropomorphic’ characters also contribute to

Anthropomorphism is a philosophical and cognitive term derived from the Greek words
anthropos (human) and morphé (form, shape). In its most general definition, it means
attributing human characteristics, emotions, or intentions to entities other than humans,
such as objects, gods, or supernatural forces (Epley, Waytz, & Cacioppo, 2007; Guthrie,
1995, cited in Sonmez, E, & Nart, S. (2022).
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establishing an emotional connection with the product. These examples de-
monstrate how illustration takes brand personality out of an abstract fra-
mework and transforms it into visual reality.

Within the scope of brands' strategies for connecting with local culture, il-
lustration's power to convey cultural codes also stands out. Smith (2009)
states that cultural visual codes serve as a bridge between universality and
locality in brand identity. The use of traditional motifs, miniature aesthetics,
or local folk narratives in illustrative forms in Turkish-speaking regions
strengthens brands' sense of cultural belonging. Turkish Airlines' visual nar-
ratives, reminiscent of miniature aesthetics, can be cited as an example of
this. Furthermore, illustrative approaches based on Anatolian culture are
frequently adopted by gastronomy brands and cultural-art institutions.

WHAT MAKES AN ILLUSTRATION UNIQUE?

The unique role of illustration in the branding process can be approached on
a profound and emotional level that transcends the boundaries of visual
communication. Illustration is positioned as a strategic tool that goes be-
yond being merely an aesthetic element; it strengthens the brand's narrative
identity, concretizes abstract concepts, and establishes an emotional connec-
tion with the target audience. Illustration thus contributes directly and
powerfully to the brand narrative. Thanks to its ability to reflect a specific
tone and atmosphere that text or photography cannot convey, the brand's
core values, philosophy, and history can be expressed indirectly. This visual
language allows a brand to create a lasting and distinctive image in the con-
sumer's mind by clearly emphasizing personality traits such as playful, tra-
ditional, minimalist, or futuristic (Lupton, 2017).

Incorporating illustration into a corporate identity requires a systematic and
holistic approach. In this process, it is essential that the illustration is con-
sistent with the color palettes, line weights, stylistic approaches, and com-
position rules defined in the brand guide. Illustration should be applied con-
sistently not only on final output surfaces but also in user experience design,
social media content, and internal communication materials. Indeed, “Con-
sistency reinforces the perceived credibility of the brand, and the contribu-
tion of illustration to this consistency serves to strengthen the identity by
ensuring the brand speaks with one voice across all communication chan-
nels” (Wheeler, 2017, p. 121). Illustration, as the visual representation of
the brand's voice, should be integrated in a way that creates an organic unity
with all other identity elements. Furthermore, illustration has a unique abi-
lity to transform abstract concepts that brands seek to communicate, such
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as reliability, innovation, or sustainability, into visual metaphors that the tar-
get audience can easily understand. This symbolic language makes even
complex or technical messages accessible. By engaging sensory perception,
it facilitates the processing of the message not only cognitively but also vi-
sually.

Finally, perhaps the most important contribution of illustration is its poten-
tial to establish an emotional connection with the consumer. Illustrations
featuring human figures, warm colors, and soft forms often evoke a more
intimate and approachable feeling than photographs. In contrast to the rea-
lity-based nature of photography, the interpretive and artistic quality of il-
lustration facilitates the attribution of personality to a brand (Aaker, 1997).
For this reason, many organizations, in their quest to create originality and
relatability among audiences, show a tendency to turn to illustration in ad-
vertising and digital media activities. Visual designs that incorporate ele-
ments such as hand-drawn illustrations rather than digital production allow
the target audience to perceive the brand as more authentic and thus facili-
tate the formation of an emotional bond. This humanistic touch offered by
illustration increases loyalty and emotional attachment by making the target
audience feel included in the brand's world.

BRANDING PROCESS AND VISUAL IDENTITY CREATION

Branding is a strategic discipline that not only makes a product, service, or
organization distinguishable in the market, but also creates a unique mea-
ning and value system in the minds of the target audience. The most tangible
and perceptible output of this process is visual identity. Visual identity is
considered a critical tool that expresses the brand's philosophy and promise
in an aesthetic language. In branding literature, the distinction and relati-
onship between three fundamental concepts is essential to understanding a
brand's success in the market: brand identity, brand image, and brand per-
sonality. Brand identity represents what the brand aims to be. Brand identity
is the sum of internal and controllable elements defined by management or
the creative team regarding how they want the brand to be perceived by con-
sumers, such as values, promises, mission, and visual language; it encom-
passes the visual system that forms the basis of the brand and includes its
logo, typography, and colors (Aaker, 1996). Brand image, on the other hand,
is how the brand is perceived in the consumer's mind. This is an uncontrol-
lable, external perception and is formed as a result of the consumer's expe-
riences with the brand, communications, and the opinions of others. It is a
reflection of whether the brand identity is being communicated correctly to
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the market. Identity is a goal, while image is a result. Brand personality is
the attribution of human character traits to a brand; for example, traits such
as “friendly,” exciting, sophisticated, or tough. Aaker (1997) states that
brand personality plays a fundamental role in establishing an emotional con-
nection with consumers and humanizing the brand. Visual identity elements
are the carriers that most powerfully convey brand personality. It is essential
that fundamental conceptual frameworks such as brand identity, image, and
personality are concretized through visual identity elements. The bridge
between the brand's internal philosophy (identity) and external perception
(personality and image) is established through the detailed and functional
components of this defined visual system.

Components of Visual Identity

The brand's visual identity is a complex system consisting of consistent and
harmonious elements that provide the target audience with their first and
most lasting interaction with the brand. These components include the logo,
typography, color palette, illustration/visual style, and graphic elements,
each of which plays a specific strategic role in the brand's communication.

The logo, as the brand's fundamental distinguishing symbol or signature, is
the most concentrated expression of the visual identity and is considered the
foundation of the entire system. The logo ensures instant recognition across
all brand communication surfaces and forms the basis of the identity recog-
nition process. The selected typefaces serve to visualize the corporate voice
by reflecting the brand's tone and personality (serious, playful, modern,
etc.). The consistent hierarchy between headings, body text, and supporting
typefaces is a structural element that determines the readability, accessibi-
lity, and professionalism of corporate communication. In this context, typog-
raphy is a strategic carrier that clarifies the emotional weight of the message
and the brand's tone of voice. Colors provide the brand's instant emotional
engagement by carrying psychological connotations and cultural meanings.
The systematic use of primary, secondary, and accent colors strengthens
brand perception by clarifying the brand's mood and category. Color selec-
tion evokes a quick and prejudiced feeling about the brand in the target au-
dience's mind and, in this respect, supports the positioning strategy. Recur-
ring graphic elements such as patterns, lines, shapes, textures, and layout
rules also form the supportive and distinctive structure of the visual identity.
These elements function as systematic constraints that add rhythm, flow,
and recognizability to communication materials, enabling the brand to speak
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a unified language across all surfaces. In addition to these fundamental com-
ponents, the visual style used to convey the narrative depth and emotional
dimension of brands is embodied in the brand's use of photography and il-
lustrative language. The overall style of visual elements such as photography,
illustrations, iconography, or image processing rules creates the brand's
unique aesthetic language and storytelling. These components enable the
brand to concretize abstract concepts and present a narrative that differenti-
ates it from its competitors. Illustrations play a critical role, particularly in
emphasizing the brand personality (playful, corporate, artistic).

The success of visual identity in the branding process depends on these com-
ponents being approached holistically rather than individually, and on two
fundamental principles: consistency and originality. Consistency refers to
the meticulous application of visual rules, colors, and tone across all brand
communication channels (digital, print, packaging, physical spaces). This is
achieved through the brand guide, which increases the brand's recognizabi-
lity for consumers and strengthens their trust in the brand over time. The
consistency of the visual language creates the perception that the brand is
professional and reliable. Originality, on the other hand, means that the
brand stands out from its competitors and reflects its own unique story, va-
lues, and personality. A successful visual identity will avoid imitation and
present a new and fresh visual language that is true to the brand's inner es-
sence. Originality enables the brand to stand out in the market and capture
the attention of its target audience, forming the basis of brand loyalty.

ILLUSTRATION TYPES AND ALIGNMENT WiTH BRAND STRATEGIES

The success of branding strategies critically depends on the harmony
between the chosen illustration type and the brand's message, personality,
and target audience. Illustrations have evolved beyond being mere decora-
tive elements to become a strategic part of corporate identity and marketing
communication.

Character llliistrations

Character illustrations are considered one of the most powerful tools for hu-
manizing a brand's identity and establishing a direct emotional connection
with consumers. These illustrations can take the form of mascots, icons, or
symbols, embodying the brand's personality, values, and promise. The align-
ment of characters with the brand strategy is measured by their consistency,
recognizability, and longevity in marketing communications. Characters
enable consumers to establish a personal, emotional connection with the
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brand, which is an abstract entity, because human-like figures trigger em-
pathy and trust. Character illustrations play a critical role in achieving these
goals. A visually unique character makes it easier for the brand to be quickly
noticed and remembered in a crowded marketplace. Seeing a mascot directly
triggers associations with the brand. The character's design (colors, expres-
sions, body language) instantly reflects the brand's personality, whether it is
cheerful, serious, expert, or playful (Aaker, 1997). Mascots play a profound
role, especially in interacting with young or family-oriented target audiences.
For example, the Michelin Man (Bibendum) (Figure 6), belonging to the
Michelin brand, has been recognized as a global symbol representing the tire
brand's reliability, durability, and road safety since the late 19th century. This
character is a successful example of a strategy to add warmth and personality
to an abstract product. The figure itself, made of tires, metaphorically ref-
lects the product's core material and, consequently, its quality.

Figure 6. The Michelin Man is the mascot of the Michelin brand.

Referance: Clermont-Ferrand, (2018).

Another example is Mr. Clean (Mr. Proper), the mascot of the Procter &
Gamble brand, which is used exclusively as a cleaning agent or melamine
foam cleaner. Mr. Clean (Mr. Clean) is depicted as a muscular, dark-skinned,
completely bald man wearing earrings and a clean white T-shirt. He is usu-
ally seen with his arms crossed or holding cleaning supplies in his hand (Fi-
gure 7).
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Figure 7. Mr. Clean (Mr. Proper).

Referance: Vikipedi (2024).

Mr. Clean's baldness and muscular build visually embody the product's pro-
mise of being “powerful” and “effortlessly cleaning.” His white outfit repre-
sents “perfect cleanliness” and “purity.” In terms of brand personality, the
mascot conveys competence, reliability, authority, speed, and a solution-ori-
ented approach. He is positioned as a kind of superhero of cleanliness. He
guarantees consumers that his products will do the job quickly, effectively,
and effortlessly. He reinforces the brand's qualities of reliability and superior
performance. Mr. Clean reflects the brand's strategy of “easy cleaning,
powerful solutions for tough stains.” The character's appearance metapho-
rically represents the chemical power of the product by emphasizing physical
strength. Its consistent use over many years supports the brand's longevity
and leadership perception in the market.

Mascots are one of the oldest and most effective illustrative tools used to
visualize corporate identity and establish an emotional connection between
the brand and its target audience. The sports industry has also placed these
tools at the heart of its branding strategy, with world-famous basketball te-
ams providing some of the most striking examples of this practice. For
example, a mascot for a basketball team transforms an abstract logo or name
into a physical, animated, and emotional character. The mascots of teams in
global leagues such as the NBA typically reflect the team's name, regional
characteristics, or cultural heritage (e.g., the team name being an animal or
referring to a regional legend) (Figure 8). These characters embody the
team's values, energy, and fighting spirit in the minds of fans.

The fundamental goal of branding is to establish a long-term emotional con-
nection with consumers. Mascots serve as brand ambassadors in this pro-
cess. Through their interactions in the stands on game days, social media
content, and presence at community events, they become a figure of loyalty
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for fans—especially children. The mascot's performance and personality are
an integral part of the fan experience and strengthen brand loyalty.

In addition to functions such as establishing emotional bonds, the use of
mascots is also vital for the commercial aspect of branding. Mascots are one
of the key elements of licensed products. Illustrations and caricatured versi-
ons of mascots appear on T-shirts, toys, posters, and digital content, provi-
ding teams with a significant source of additional revenue. This demonstra-
tes how critical the illustrative design of a mascot is in terms of its commer-
cial potential.

Figure 8. The Chicago Bulls (NBA) mascot is Benny the Bull.

Referance: Wikipedia (2025).

Product / Packaging lllustrations

Product and packaging illustrations are the most critical point of physical
contact between the brand and the consumer and have a direct and powerful
influence on the consumer's purchasing decision. In this context, illustrati-
ons are strategic tools that support brand positioning and manage perceived
value, rather than being merely decorative elements. Illustrations on packa-
ging, especially in product categories such as food and cosmetics, are desig-
ned to reflect the brand's origins, authenticity, and quality assurance. These
illustrations establish an emotional connection with the consumer by visu-
ally supporting the product's story (e.g., handmade production process, so-
urce of organic ingredients). For example, when a brand wants to position
itself with a natural, handmade, or retro identity, illustration techniques that
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involve a high level of craftsmanship and emotional appeal, such as water-
color, engraving, or botanical drawings, are often preferred. These tech-
niques create an image of sincerity and reliability that contrasts with indust-
rial production.

In highly competitive retail environments, unique and eye-catching illustra-
tions enhance the packaging's ability to grab attention. This visual appeal
enables the brand to be quickly recognized in a crowded space, shortening
the consumer's cognitive decision-making process and increasing the likeli-
hood of the brand being chosen.

For technical and assembly-required products, the role of illustrations shifts
from aesthetics to factors such as functionality and usability. Schematic
drawings and technical illustrations in user manuals simplify complex sets
of instructions for the user, step by step, in a visual language. This is a direct
part of the strategy to improve the User Experience in the branding process.
Clear illustrations ensure the product is used correctly, reducing user frust-
ration and product return rates. Thus, the brand not only offers quality pro-
ducts but also reinforces an identity that is easy to use and customer-focu-
sed.

lllustration in Digital Environments (Web, Social Media, Application Interfaces)

In the digital marketing and communication environment, illustrations have
spread across a wide range of areas, from websites to mobile application in-
terfaces and social media platforms, becoming the dynamic visual language
of brands. Illustrations used in application interfaces support a user-centric
approach, filling error messages, success notifications, and idle screens with
a human and playful tone; this serves the brand's strategy of strengthening
its accessible and supportive identity. Large-scale concept illustrations on
websites define the brand's main theme and atmosphere, while on social
media, they create quickly consumable and shareable content that increases
attention rates. Animated illustrations, in particular, reduce cognitive load
by explaining the functioning of complex digital services or software features
in a dynamic and memorable way through animation. Ultimately, illustrati-
ons in digital environments demonstrate flexibility by creating a consistent
visual language with the brand's overall identity, achieving the goal of estab-
lishing fluid and meaningful interactions with consumers at every touchpo-
int.
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ILLUSTRATIONS THROUGH GLOBAL BRAND EXAMPLES

In today's digital visual culture, despite the homogenizing effect created by
stock photos and generic/clichéd graphics, illustration positions itself as a
strategic tool that strengthens brand narratives by offering the warmth and
flexibility that photography cannot convey. Global brands, in particular, aim
to achieve both visual differentiation and emotional depth by developing
their own illustrative languages. This section examines the relationship
between illustration, brand, and target audience through global examples
such as Absolut, Starbucks, Google Doodles, and Airbnb.

ABSOLUT: FROM THE BOTTLE TO THE CANVAS

Absolut Vodka has maintained its “bottle” shape as a fixed icon since the
1980s, while adopting a strategic approach that transforms this shape into a
canvas for artists. The artist collaborations that began with Andy Warhol in
1985 have become part of both art and advertising history as a series that
reinterpreted the Absolut bottle with pop-art aesthetics (Figure 9). The later
“Absolut Blank” campaign (figures 10, 11, 12) left only the bottle's outline,
filling its interior with lines, collages, graphic patterns, and moving images
created by illustrators and artists from different disciplines. Thus, the brand
positioned creativity and individual freedom of expression through the me-
taphor of “bottle = blank canvas” (Harpers, 2011).

Figure 9. Absolut-Andy Warhol collaboration illustration example.

Referance: National Galleries Scotland (2020).
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Figiire 10, 11, 12. Absolut Blank campaign bottle illustrations.

Referance: AdsoftheWorld (2011).

The fundamental dynamics of the relationship between illustration, brand,
and target audience are briefly summarized in the table below to clearly de-
monstrate how Absolut uses illustration as a strategic tool.

Brand: Absolut

Alignment with brand identity/strategy: Absolut combines illustration with a limited num-
ber of products and an artistic collaboration strategy. Each illustration reinforces the brand's
open-minded, artistic, and global personality by associating it with a specific cultural con-
text. Thus, the illustrations sell the cultural value and lifestyle of the product rather than
its content. Absolut never abandons its characteristic bottle shape, instead placing the il-
lustration within this form; thus, formal continuity is created across every changing cam-
paign, while unlimited variety is achieved in content. This strategy makes the brand both
“classic” and “experimental,” keeping it constantly current (Clark, 2025).

Relationship with target audience: Absolut-artist collaborations position the brand as an “art suppor-
ter” and cultural actor, particularly in the eyes of the creative class, urban young adults, and culture
consumers. Illustrations bearing the artists' signatures become collectibles; the bottle is no longer just a
beverage container, but a status and taste symbol.

The role of illustration: Here, illustration is not a didactic tool that explains product features, but rather
serves as an artistic language that enhances the brand's cultural capital and multiplies its layers of
meaning.

According to a study on the use of illustration by the Absolut brand, the role
of illustration in the branding process has evolved from its traditional didac-
tic functions to the creation of cultural capital. While maintaining the formal
continuity of the bottle shape, Absolut has positioned this form as a blank
canvas and used illustration as a strategic tool for content diversity on this
canvas. Artistic collaborations, beginning with iconic artists such as Andy
Warhol and expanding with campaigns such as “Absolut Blank,” have moved
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the brand beyond being merely a beverage producer, associating it with abst-
ract values such as open-mindedness, creativity, and individual expression.
Thanks to this strategy, illustrations sell not the physical qualities of the
product, but its cultural value and lifestyle. By using the language of illust-
ration as an “art language,” the brand has become a status symbol and col-
lectible item among its target audience of creative professionals and culture
consumers, which in turn elevates brand loyalty and perceived premium va-
lue in the long term. Therefore, the Absolut example proves that illustration
is a critical strategic marketing tool that serves brands' goals of differentia-
tion and cultural depth in the digital age.

STARBUCKS: THE ILLUSTRATIVE STORY OF AN EVERYDAY OBJECT

Starbucks makes extensive use of illustrations on paper cups, particularly for
seasonal products and special occasions (such as Christmas). Simple, linear
illustrations, sometimes cartoonish or hand-drawn in appearance, feature on
packaging and in-store displays. Starbucks uses its illustrative language, de-
veloped primarily through cups and mugs, as a powerful “emotional touch-
point” in its branding process. Patterns with a hand-drawn effect, snowfla-
kes, typographic motifs, and warm interior scenes, frequently seen in seaso-
nal “holiday cup” designs, associate the brand with a sincere and ritual-fo-
cused lifestyle. The 2025 Red Cup design (Figure 13), conceived as a hand-
drawn illustration that evokes the feeling of stepping inside from the cold,
continues this approach.

Figure 13. Starbucks 2025 Red Cup
.

Referance: Trangle (2025).

The brand also uses cups as a “participation platform”; for example, it has
invited young illustrators to design cups through competitions such as the
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“Starbucks Cup Design 2025” held in Turkey. The competition has establis-
hed three categories: local motifs (Figure 14), main category, and hand
drawing, and has also involved its consumers in this inspiring journey.

Figure 14. Starbucks Cup Design 2025, Local motifs category winning design, designer: Kenan Yigit

Referance: Trangle (2025).

Brand: Starbucks

Alignment with brand identity/strategy: The illustrations used support the brand's promise of warmth,
belonging, and creating special moments. While the green siren logo remains constant, the cups are
dressed in different illustrative stories each season. In this way, Starbucks promises an experience that
is “always familiar, yet different every season,” demonstrating both the brand's continuity and its power
to reinvent itself. Holiday-themed illustrations, in particular, trigger feelings of nostalgia and belonging
in consumers, establishing an emotional connection with them. The sincere nature of the illustrations
softens the brand's corporate structure and makes the brand more accessible.

Relationship with the target audience: Young, socially active users, in particular, can produce personal
content by photographing the cup illustrations; the illustrations combine with social media aesthetics to
become organic brand content. The fact that the cups become a “collectible item” can be considered
another element that strengthens emotional attachment.

The role of illustration: In the Starbucks example, illustration is a tool that visually translates the
sensory experience associated with coffee (smell, temperature) into atmosphere. At the same time, it
creates an open “co-production space” for user participation.

Starbucks' use of illustrations demonstrates that illustrations are not merely
an aesthetic element in branding, but also an emotional tool and a commu-
nity-building mechanism. Starbucks maintains the formal continuity and fa-
miliarity provided by its fixed and iconic green siren logo while simultaneo-
usly implementing a strategy of content renewal through seasonal and holi-
day-themed cup illustrations. These illustrations soften the corporate iden-
tity and make the brand more accessible to consumers by visually reinforcing
not only the moment of consumption but also the brand's promise of
warmth, nostalgia, and a sense of belonging. Furthermore, Starbucks illust-
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rations serve as a “sharing catalyst,” especially for young, social media-focu-
sed target audiences. Consumers photographing and sharing cup images in
line with their own social media aesthetics turns the illustration into organic
brand content and a collaborative production space, which increases brand
loyalty and engagement. Ultimately, Starbucks uses the illustration not me-
rely as packaging decoration but as a strategic communication channel that
transforms the coffee experience into a visual atmosphere and enhances the
brand's emotional depth.

GOOGLE DOODLES: FLEXIBLE LOGO AND NARRATIVE ILLUSTRATION

Google Doodles are creative variations of the Google logo used to draw at-
tention to special occasions. The first Doodle appeared in 1998, and Google
soon began using Doodles to celebrate the anniversaries or birthdays of ar-
tists and innovators (Ryan, 2015). Generally speaking, Google Doodles are
temporary visual variations of the search engine's logo created to honor im-
portant historical events, pioneering figures, achievements, or special occa-
sions. While preserving the brand's basic logo (letter arrangement and color
scheme), Doodles transform the surrounding area or the shape of the letters
into an illustrative narrative. Today, Google Doodles have become an impor-
tant tool for depicting the lives of artists, pioneers, and scientists who helped
shape history in their fields but are now outside the radar of our generation
or the new generation (Khan and Kumar, 2019). Each Doodle is the result
of extensive research on the subject, sophisticated visual and digital design,
unique creativity, and the high creativity of the world's best minds, making
it possible to compress a detailed story into a picture or a short video (Be-
lova, 2021).

Studies on the brand power of Doodles emphasize that the logo has evolved
from being an “untouchable” element to a flexible, fluid identity element;
this flexibility makes the brand both relatable and culturally sensitive (Giirel
and Arslan, 2021). The strategic power of Google Doodles lies not only in
its sensitivity to global events but also to the local cultural heritage and im-
portant milestones of each country it serves. This demonstrates the brand's
ability to maintain its flexibility on a global scale while establishing a direct
emotional and cultural connection with its local target audience. Figures 15,
16, and 17 show examples of Google Doodles created to connect with users
in Turkey and commemorate national values, which are noteworthy for their
artistic narrative and local identity.
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Figure 15. Nasreddin Hoca Festivities (2008), Figure 16. 123rd Birthday of Asik Veysel Satiroglu, Figure
17. 96th Birthday of Sabiha Gokgen.

Referance: Trangle (2025).

Brand: Google Doodles

Alignment with brand identity/strategy: Google associates its technology company identity not only
through its functional interface, but also through Doodle illustrations that connect it to culture, art,
science, and social memory. The Google logo transforms from a fixed symbol of authority into a narra-
tive surface that is “reinterpreted” every day. Doodle illustrations reflect the brand's fun, innovative,
culturally aware, and human-centered personality. These artistic interpretations on the logo reinforce
the perception of Google as a global citizen and cultural ambassador rather than just a serious techno-
logy company.

Relationship with the target audience: Through Doodles, users are presented with a small surprise each
time they log in; this surprise sometimes takes the form of gamification (interactive Doodles) and so-
metimes becomes a learning opportunity. Thus, the brand positions itself not only as a search engine but
also as an “educational, entertaining” figure that accompanies the rhythm of everyday life (Giirel and
Arslan, 2021).

The role of illustration: Google Doodles is the practice of temporarily replacing the search engine's logo
with an illustration or animation to commemorate special days, historical events, artists, or scientists.
Here, illustration functions less as a single campaign and more as a constantly updated “micro-story
ecosystem,” visualizing the brand's capacity for empathy and its claims of diversity and inclusivity.

Google Doodles exemplify how illustration can play a groundbreaking role
in brand identity through flexible logo design and continuous narrative cre-
ation. The continuous reinterpretation of the corporate logo, traditionally
considered untouchable, through illustration and animation has enabled
Google's transition from a serious technology company to a culturally aware,
human-centered global citizen.

Here, the role of illustration is to create a constantly updated micro-story
ecosystem rather than serving a single marketing campaign. This ecosystem
transforms the relationship with the brand from a functional interface to an
emotional and personal interaction by offering users a small surprise, gami-
fication, or learning opportunity with every search engine entry. Through
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Doodles, the brand visualizes its empathy for local and global cultural va-
lues, its claims of diversity and inclusivity, positioning itself not just as a
search engine, but as an educational and entertaining figure that accompa-
nies the rhythm of daily life. Therefore, Google Doodles are one of the most
strategic and dynamic applications that enhance the brand's flexibility,
strengthen emotional closeness, and continuously nurture cultural capital.

AIRBNB: BUILDING A SENSE OF BELONGING THROUGH ILLUSTRATION

Airbnb uses a simple, colorful, flat illustration system based on geometric
shapes on its website, mobile app, and brand communications. These illust-
rations typically represent travel, places, hospitality, or people from different
cultures. Airbnb's brand identity, built around the slogan “Belong
Anywhere,” carries a strong illustration sensibility in both its logo design
and campaign visuals. The “Bélo” symbol (Figure 18), designed in 2014, was
conceived as a minimalist symbol that can be easily drawn, combining a hu-
man figure, a location pin, a heart, and the letter A’; this symbol represents
the brand's promise of “belonging” in an abstract illustration form.

Figure 18. Airbnb Bélo icon.

B9+ A-

HoP L Lovi e

Referance: Further (2025).

The illustrative and photographic scenes used in the “Live There” campaign
(Figure 19) create a visual language that flips the tourist perspective on its
head, conveying the message “Don't just go there. Live there” through
snapshots of everyday life. Airbnb's visual campaigns are not actually aimed
at attracting consumers with affordable prices, but rather at creating the fe-
eling that you would want to live there, even if only for one night, in one of
their amazing Airbnb homes, making you feel like you belong there and
emotionally engaging the consumer, focusing on selling an experience be-
yond just a service. The compositions featured in the campaign's print media
combine digital experiences with real-life scenes by illustratively using the
reservation frames from the Airbnb interface.
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Figure 19. Airbnb Live There kampanyasi 6rnegi

Live there.
Even if it’s just

for a night.

&

airbnb

Live There

Referance: Watkins (2025).

Brand: Airbnb

Alignment with brand identity/strategy: The illustrations visualize the brand's promise of “belonging,”
“ease,” and “global connection.” Without being constrained by the limitations of photography, the abst-
ract and idealized nature of illustration strives to create an inclusive language that people from all
cultures can relate to. Airbnb's illustration language consciously contrasts with the sterile and corporate
aesthetic of photographs of warm homes. Warm colors, soft lines, details of everyday life, and a hand-
drawn effect visualize the brand promise (local, authentic, homey feeling).

Relationship with the target audience: Airbnb's target audience can be defined as the global middle class
who travel, are experience-oriented, and seek a sense of community.

The role of illustration: Illustration here is not merely a decorative background but functions as a lan-
guage that abstracts and universalizes the concept of “belonging”; a consistent visual system has been
established between the brand symbol Bélo and the illustrative style. Illustrations create a safe and
inviting atmosphere.

Airbnb's illustration strategy is an effective example of how illustration can
be used as a universal language to convey an abstract and powerful emotio-
nal concept (belonging) in branding. The brand consciously contrasts with
the sterile and corporate photographic aesthetic of the traditional hotel in-
dustry by using illustrations. This strategic distinction is made possible by
the idealized and unrestricted nature of illustration. Airbnb's illustration lan-
guage visually embodies the brand's core promise of “localness, authenticity,
and a sense of home” through its use of warm colors, soft lines, and hand-
drawn effects featuring details of everyday life. Illustrations create an inclu-
sive visual language that allows a global audience to feel represented, wit-
hout limiting the sentiment to any specific geography or culture. Thus, in
the case of Airbnb, illustration is not merely a decorative element but a tool
that is consistently integrated with the brand's symbol, Bélo, creating a safe,
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inviting, and communal atmosphere; thereby concretizing the abstract con-
cept of “belonging” and deepening the brand identity. This illustration lan-
guage successfully visualizes the brand's promise of global connection and
community.

CONCLUSION

Illustration has evolved beyond being merely an aesthetic component in con-
temporary branding processes, transforming into a strategic identity ele-
ment and a cultural capital tool for brands. Despite the homogenization ef-
fect created by stock photos and common graphics in digital visual culture,
illustration has regained prominence as a strategic tool that strengthens
brand narratives by offering brands the uniqueness, warmth, and flexibility
that photography cannot represent. This study reveals that illustrations offer
an extremely compelling way to showcase a brand's personality and values.
Illustrations, which embody the brand's character, core principles, and pro-
mise, play a critical role in various dimensions, such as building corporate
identity, establishing an emotional connection with the target audience, and
ensuring visual differentiation. These visuals, which bring abstract concepts
to life, make the brand more relatable and memorable for audiences.

In today's applications, illustration's ability to establish emotional connecti-
ons and the strategy of humanizing the product stand out. Character illust-
rations and mascots, in particular, enable consumers to establish a personal
relationship with the brand, an abstract entity, while instantly reflecting the
brand's personality traits such as sincerity or expertise. Mailchimp's “Fred-
die” character, mentioned in the examples, has given a human face to a tech-
nological service, while the Michelin Man has become a global symbol that
metaphorically reflects product quality. At this point, it is clear how vital
well-designed illustrations are in conveying brand values and specific cha-
racteristics. In this context, packaging illustrations also create a sense of re-
liability that contrasts with industrial production by emphasizing the brand's
origin and authenticity in food or craft products. Audiences perceive the
brand as more authentic and sincere when designs incorporate hand-drawn
elements rather than digital perfection. The ability of specific visual ele-
ments to convey industry-specific messages and reinforce brand character
clearly highlights the importance of strategic visual identity design in corpo-
rate branding.

Branding is a complex discipline that encompasses many elements, from lo-
gos to typography, from managing the corporate mission to the overall user
experience. Illustrations are one of the cornerstones of this strategy because



120 | ILLUSTRATION

they are an excellent tool for creating a consistent visual language that con-
veys the brand's story at every touchpoint, from marketing materials to the
product itself. In digital environments, illustrations take on a dynamic role
that enhances the user experience, from application interfaces to motion
graphics. Integrating illustrations into the overall design strategy in this way
not only increases brand recognition but also makes the brand more appea-
ling and memorable by establishing a deep emotional connection with con-
sumers. Ultimately, illustration serves as the visual representation of the
brand's voice, creating an organic unity with all identity elements and hel-
ping the brand maintain a reliable stance across all communication channels.
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KEYWORDS

Ilustration: The expression of an idea, concept, or narrative through a visual interp-
retation.

Branding: A complex process encompassing many elements, from logos to typog-
raphy, corporate mission management to user experience, that forms percep-
tions, images, and feelings in consumers' minds rather than a tangible pro-
duct.

Visual identity: The tangible and perceptible output of the branding process, a tool
that expresses the brand's philosophy and promise in an aesthetic language.

Graphic design: The art of bringing together text, visuals, and colors in an aesthetic
and functional arrangement to convey a message, solve a problem, or visualize
an idea.

Brand communication: The process of visualizing the brand's voice, conveying it to
the target audience, and establishing meaning.
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ABSTRACT

In this study, medical illustration is addressed as a specific subfield situated
within graphic design and illustration practice, and the ways in which Al-
assisted visual production tools transform design decisions and visual lan-
guage in this domain are examined. The research is structured within a qu-
alitative methodology, employing document analysis, visual content analy-
sis, and comparative visual analysis in combination. In the first stage, key
sources discussing the historical development and structural characteristics
of medical illustration were evaluated through document analysis. This lite-
rature was then reorganized around graphic design principles such as simp-
lification, emphasis, visual hierarchy, readability, and stylization, forming the
conceptual framework of the study. In the second stage, Al-based medical
visualization examples published between 2021 and 2025 were selected
through purposive sampling. These visuals encompassing text-to-image ge-
neration, three-dimensional modeling, and augmented reality-based appli-
cations were coded according to the identified graphic design principles and
analyzed through visual content analysis, followed by a comparative exami-
nation against traditional medical illustration approaches. This analytical
process revealed challenges associated with Al-generated visuals in terms of
anatomical accuracy, visual simplification, emphasis, and stylistic consis-
tency, while also highlighting advantages related to speed, variation genera-
tion, and accessibility. In the third stage, the findings were interpreted thro-
ugh Daston and Galison’s discussion of objectivity ideals in scientific atlases
and Kress and van Leeuwen’s model, which conceptualizes visual composi-
tion as a form of “visual grammar.” Based on this theoretical grounding, a
hybrid design model for medical illustration in the age of artificial intelli-
gence was proposed. In conclusion, the study presents an original theoretical
framework that positions artificial intelligence as a supportive design inf-
rastructure for visual research and preliminary sketch production, and me-
dical illustration as a contemporary graphic design subdiscipline functioning
as a critical interface between health communication and visual culture.
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INTRODUCTION

Medical illustration is one of the fundamental modes of representation that
constitute the visual memory of modern medicine. Throughout the history
of medicine, abstract concepts have been concretized, complex structures
have been simplified, and clinical knowledge has been organized within a
specific visual order through anatomy atlases, clinical handbooks, educatio-
nal posters, and patient information materials. Anatomy atlases and scienti-
fic atlases supported by visual imagery have played a significant role in the
development of science. In the field of the history of science, Lorraine Das-
ton and Peter Galison (2007), particularly in their work Objectivity, examine
scientific atlases in detail and discuss how these images are related to ideals
of scientific objectivity. According to Daston and Galison, atlases function
not only as neutral tools that record data but also as visual systems that
teach researchers how to see the world. This perspective makes it possible
to consider medical illustration as a visual language that reproduces norms
such as the correct body, ideal appearance, and exemplary case within a spe-
cific historical period. Therefore, Daston and Galison provide important the-
oretical references for grounding the relationship between medical illustra-
tion and scientific knowledge on a historical and epistemological basis. From
this perspective, medical illustration gains importance as a design field that
constructs the architecture of medical knowledge through visual structuring
decisions. Within this framework, medical illustration can be more precisely
understood as a domain of visual epistemology—a field in which knowledge is
not merely transmitted through images, but actively constructed by them.
Decisions regarding selection, omission, stylization, color coding, and com-
positional hierarchy do not simply clarify pre-existing medical facts; they
shape how anatomical knowledge is perceived, interpreted, and legitimized.
From this perspective, medical illustrations function not as neutral visual
supplements to text, but as epistemic instruments that organize medical re-
ality according to specific visual grammars and pedagogical priorities. The
choice of which structures are foregrounded, which are simplified, and
which are rendered invisible directly determines what becomes intelligible
to different audiences, ranging from patients to medical students and clinical
experts.

This epistemic role situates medical illustration at the intersection of scien-
tific visualization, graphic design, and visual culture. Historical atlas traditi-
ons—from early schematic organ representations to standardized modern
anatomical plates—demonstrate that visual conventions in medicine are ne-



ILLUSTRATION | 125

ither timeless nor purely technical, but culturally and historically conditio-
ned systems of representation. As Daston and Galison have shown, scientific
atlases operate as visual regimes that instruct viewers not only what to see,
but how to see. In the context of medical illustration, this implies that visual
design choices participate in the production of medical norms, ideals, and
standards of correctness. Consequently, any technological shift that alters
the conditions of image production—such as the introduction of generative
artificial intelligence—must be examined not only in terms of efficiency or
innovation, but in relation to how it reconfigures the epistemic authority of
medical images and the designer’s role in mediating that authority. This rep-
resentational practice directly intersects with the fields of graphic design and
illustration. Graphic design principles such as composition, emphasis, hie-
rarchy, color, typography, and stylization determine which information is fo-
regrounded in medical visuals, which details are relegated to the backgro-
und, and which elements are simplified.

Gunther Kress and Theo van Leeuwen, who work in the fields of visual com-
munication and graphic design, introduce the concept of visual grammar in
their book Reading Images: The Grammar of Visual Design (2021). Through the
concept of “visual grammar,” they treat elements such as composition, fra-
ming, direction, emphasis, balance, rhythm, and hierarchy as structures that
organize meaning in a manner comparable to syntax and punctuation in ver-
bal language. This approach provides an analytical framework for many de-
cisions that graphic designers and illustrators often make intuitively: which
element conveys importance when placed at the center, which color or cont-
rast relationship defines the focal point of attention, and which framing ar-
rangement evokes a sense of overview or close examination for the viewer.
In this study, Kress and van Leeuwen’s visual grammar method is employed
to analyze medical illustrations through this visual grammar and to render
them readable from a graphic design perspective. When these two theoreti-
cal frameworks are brought together, medical illustration can be positioned
both as a visual system that guides knowledge within the tradition of scien-
tific atlases and as a visual language shaped by graphic design principles.
Historically, the role assumed by medical illustration has been to determine
which aspects of medical knowledge become visible and which remain in the
background through processes of selection, simplification, and emphasis.
Accordingly, within the scope of this research, medical illustration is exami-
ned as a specific subfield of graphic design and illustration practice, with a
focus on decisions related to composition, hierarchy, readability, stylization,
and adaptation to the target audience.
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The rapid proliferation of artificial intelligence (AI)-based visual production
tools has profoundly transformed the conditions of visual language produc-
tion in medical illustration, as in many other fields of art and design. Al-
based text-to-image systems, three-dimensional modeling, and augmented
reality—based applications offer rapid production, multiple variations, and
broad accessibility in medical education, patient information processes, and
clinical communication. Visual scenarios adapted to different levels of
knowledge and user profiles can be produced in a short time, and complex
anatomical structures can be supported through volumetric and interactive
representations. However, recent studies indicate that Al-generated medical
visuals raise new issues, including recurring anatomical errors, context-
inappropriate simplifications, stylistic homogenization, uncertainties regar-
ding data transparency, and concerns related to intellectual property and et-
hical disclosure. This situation necessitates a discussion of how the role of
the graphic designer and illustrator is being redefined from that of a techni-
cal producer to an expert agent who organizes visual information and interp-
rets risks. The literature focusing on the intersection of Al and medical il-
lustration is predominantly centered on medical education, clinical accuracy,
or algorithmic performance, while systematic analyses from the perspectives
of graphic design and visual communication remain limited. Aiming to add-
ress this gap, this chapter positions medical illustration within the discipline
of graphic design and examines Al-assisted medical visuals within a qualita-
tive research framework. The study first outlines the historical and concep-
tual background of medical illustration through Daston and Galison’s rea-
ding of atlases and Kress and van Leeuwen’s visual grammar approach; sub-
sequently, Al-based examples published between 2021 and 2025 are evalu-
ated through visual content analysis and comparative analysis techniques in
line with graphic design principles such as simplification, emphasis, hie-
rarchy, readability, and stylization.

Accordingly, this chapter is structured around the following questions: In
what ways do Al-based medical visuals diverge from the established visual
grammar of traditional medical illustration? How does this divergence affect
the role of the graphic designer and illustrator, and how does it transform
the balance between advantages such as speed, variation production, and
accessibility and concerns related to anatomical accuracy, audience-approp-
riate visual simplification, and ethical responsibility? The aim of the study is
to discuss these questions by positioning medical illustration within the dis-
cipline of graphic design and to conceptually frame a hybrid design approach
in which Al tools are considered alongside the illustrator’s expertise. In the
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subsequent sections, the historical and theoretical background of medical
illustration is first summarized, followed by an analysis of selected Al-based
visuals from 2021-2025 in accordance with graphic design principles, and
finally, the findings are discussed around a proposed hybrid model.

METHOD

This study is designed as a qualitative research examining the transforma-
tion of medical illustration in the age of artificial intelligence (AI) from a
graphic design—oriented perspective. The research was conducted in three
stages: the construction of the conceptual framework through document
analysis, the examination of peer-reviewed articles containing Al-based me-
dical visuals, and the interpretation of these visuals through visual content
analysis in terms of graphic design principles. The study universe consists
of four peer-reviewed articles published between 2021 and 2025 in journals
within the fields of medicine and health sciences that include Al-generated
medical/anatomical visuals, along with the visuals contained in these artic-
les. The core visual analysis is based on Al-based illustrations presented in
the articles by Noel (2024), Haider et al. (2025), Eldesoqui et al. (2025), and
Basgiin et al. (2025); the chapter includes five figures, two of which were
generated using Al illustration sets. Searches were conducted in the Web of
Science, Scopus, and PubMed databases using combinations of keywords
such as “artificial intelligence,” “text-to-image,” “medical illustration,”
“anatomical illustration,” “medical visualization,” “3D model,” and “aug-
mented reality.” From among studies that present anatomical or clinical vi-
sualizations and explicitly state that these visuals were produced using Al, a
sample set was selected through purposive sampling. The Al-generated vi-
suals examined consist of visual data reported in the relevant articles and, in
most cases, evaluated by physicians and field experts.

»” (13

During the document analysis stage, studies discussing the historical deve-
lopment of medical illustration, the atlas tradition, and its role in scientific
visualization were read together with the literature on visual design and vi-
sual grammar; based on this review, the graphic design categories to be used
in the analysis were determined as follows: simplification and stylization,
emphasis and visual hierarchy, readability and visual complexity, compositi-
onal organization, stylistic consistency, and audience-appropriate narrative
language. Anatomical accuracy was not clinically re-evaluated by the rese-
archer in this study; instead, the assessments conducted by physicians and
field experts reported in the relevant articles were accepted as ready-made
data. The focus of the study is to reveal how these clinically reported findings
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intersect with graphic design decisions—such as the level of simplification
and stylization, emphasis and visual hierarchy, compositional structure, sty-
listic consistency, and audience-oriented narrative language—in Al-genera-
ted medical illustrations, and to identify where these decisions function as
supportive elements and where they generate problems within the algorith-
mic production process.

In the visual content analysis stage, the Al-based medical visuals included in
the selected articles were systematically analyzed in line with these catego-
ries together with their accompanying titles and descriptions; during the in-
terpretation stage, they were comparatively examined by taking established
atlas examples (e.g., Netter) and educational illustrations depicting the
same or similar anatomical regions as references. The findings were interp-
reted in conjunction with the literature on scientific atlases and the visual
grammar approach, and it was discussed in which areas Al-assisted medical
visuals demonstrate continuity and in which areas they produce rupture in
terms of graphic design principles. Within this framework, a hybrid design
model was proposed.

HISTORICAL AND CONCEPTUAL BACKGROUND OF MEDICAL ILLUSTRATION
Medical illustration is one of the oldest visualization practices developed to
render the structural and functional characteristics of the human body visu-
ally comprehensible. Knowledge of the body’s internal structure was visua-
lized for both therapeutic and instructional purposes, ranging from schema-
tic depictions of organs in Ancient Egyptian papyri to drawings included in
the texts of Hippocrates and Galen. Through this process, medical illustra-
tion evolved beyond serving merely as a descriptive visual element accom-
panying text, becoming a tool that shapes how medical knowledge is con-
ceptualized and transmitted. One of the earliest links in this tradition is fo-
und in clay liver models used in Mesopotamian practices of hepatoscopy (Fi-
gure 1).
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Figure 1. Liver Divination in Mesopotamia

Referance: British Museum (2025)

Although these three-dimensional models were not used directly for medi-
cal purposes, they are considered among the earliest representational forms
closest to anatomy in terms of modeling the formal characteristics of a spe-
cific organ and dividing its surface into meaningful zones. In this practice, in
which priests interpreted divine messages by reading the markings on the
surface of the liver, a visual reading regime is revealed in which bodily rep-
resentation is intertwined with ritual, politics, and divination. Here, the or-
gan is not an anatomical object in the modern sense, but rather a surface to
be interpreted—a map covered with signs. During the Hellenistic period,
particularly with anatomy and surgical studies centered in Alexandria, the
body became the subject of systematic dissections for the first time, and the
visualization of anatomy gradually evolved into a field grounded in empirical
observation. One of the strongest echoes of this trajectory in modern medi-
cine is the orbital region illustration included in Gray’s Anatomy: Descriptive
and Surgical (1858, p. 193) (Figure 2).
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Figure 2. Orbital Region

3 33 —Muscles of the Right Orclit,

Referance: Gray, H. (1858).

This illustration exemplifies the selective and didactic nature of medical il-
lustration when considered in terms of the abstraction of soft tissues, the
differentiation of bony structures through clear contouring and shading, and
the use of numbering and a legend system. Rather than copying all details
as they appear, the artist-illustrator foregrounds the structures necessary for
educational purposes, producing a readable anatomical map by reducing un-
necessary visual noise.

With the standardization of anatomy atlases in the seventeenth and eighte-
enth centuries, typical views of specific organs and systems emerged, and
these views became the shared visual language of medical education. The
development of printing technologies facilitated the reproduction of illust-
rations, while the emergence of photography and radiology introduced new
data sources into the field of medical visualization. However, the surplus and
noise inherent in photographic imagery did not eliminate the need for selec-
tive, simplifying, and emphatic illustration; on the contrary, they rendered
the role of the illustrator even more pronounced. In the twentieth century,
Frank H. Netter’s (1974, p. 32) heart illustrations (Figure 3) represent the
level medical illustration reached in terms of both scientific accuracy and
pedagogical clarity. In Netter’s works, color coding, textural cues, and styli-
zed anatomical forms generate a visual language that conveys clinical infor-
mation without excessive simplification, allowing students and physicians
to read the images quickly. The warm-—cool color contrasts used in the heart
illustration, the clear delineation of vascular structures through clean conto-
urs, and the contrast-based emphasis of pathological areas concretely de-
monstrate how graphic design principles strengthen medical narration. For
this reason, Netter’s atlases are regarded as reference points for both anato-
mical knowledge and the stylistic conventions of medical illustration.
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Figure 3. Heart [llustration by Frank H. Netter
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Referance: Netter, E H. (1974).

These three visual examples—the Mesopotamian clay liver model, Gray’s
orbital region drawing, and Netter’s heart illustration represent three dis-
tinct thresholds within the historical continuity of medical illustration: the
symbolic representation of the organ within ritual and divinatory contexts
(Figure 1), the selective and explanatory drawing language of modern ana-
tomy atlases (Figure 2), and the pedagogically oriented use of standardized
color and style in the twentieth century (Figure 3). At a conceptual level,
medical illustration can be defined, at the culmination of this historical tra-
jectory, as a specific domain of visual epistemology that is, a field in which
knowledge is constructed and debated through visual forms. In this domain,
knowledge is not produced and shaped solely through text and numerical
data but also through visual instruments. The selection of anatomical ele-
ments, their simplification, and their emphasis through color and form de-
termine how medical knowledge is constructed and for whom it is rendered
readable. Consequently, medical illustration constitutes a critical interface at
the intersection of art and science in terms of both visual representation and
knowledge production; this background provides the foundational ground
for discussing what Al-assisted new modes of visualization inherit and what
they transform.
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ARTIFICIAL INTELLIGENCE IN MEDICAL ILLUSTRATION

In recent years, artificial intelligence (AI) has brought about profound trans-
formations in the fields of visual production and communication, and medi-
cal illustration has been directly affected by this shift. Text-to-image-based
production systems, deep learning algorithms, and three-dimensional mo-
deling technologies have made the preparation of visual content in the he-
althcare domain far more rapid and accessible than in the past. These deve-
lopments open new horizons for both medical education and patient com-
munication.

Within the context of medical education, the opportunities offered by Al
over the past five years have been particularly noteworthy. Compared to tra-
ditional methods, it has become possible to produce educational materials
in a short time, in multiple variations, and with high visual diversity (Elde-
soqui et al., 2025; Haider et al., 2025). Especially in anatomy education, stu-
dents’ access to visuals from different perspectives and at varying levels of
detail has enriched the learning process. Kumar et al. (2024) demonstrate
that facial findings related to hypothyroidism and Horner syndrome can be
reproduced using text-to-image generators, allowing clinical signs to be con-
veyed without using patient photographs; in this way, both privacy can be
protected and didactic clarity can be maintained. In a parallel vein, Huston
and Kaminski (2023) argue that Al-generated conceptual illustrations used
to explain respiratory system pathologies can function as tools that increase
student motivation and visually enrich instruction. From a visual communi-
cation perspective, the persuasive aesthetic quality of Al-generated medical
images introduces a critical epistemic tension. Highly polished volumetric
shading, photorealistic textures, and contemporary color palettes visually
signal credibility and technical sophistication, yet these same qualities may
mask underlying anatomical inaccuracies. This phenomenon can be descri-
bed as aesthetic overconfidence, whereby visual coherence and stylistic rea-
lism produce an unwarranted perception of correctness. In educational and
clinical contexts, such images risk functioning as authoritative representati-
ons even when key anatomical references, relational structures, or proporti-
onal accuracies are compromised. As a result, the visual authority of Al-ge-
nerated imagery may exceed its informational reliability, challenging estab-
lished assumptions about the relationship between visual clarity, aesthetic
quality, and scientific accuracy in medical illustration.

When Al-based visualization is combined with virtual reality (VR) and aug-
mented reality (AR) applications, interactive learning environments emerge.
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Lekadir et al. (2021) emphasize that such systems facilitate the spatial
comprehension of anatomical knowledge and strengthen active student par-
ticipation. In a study conducted by Eldesoqui et al. (2025), heart, brain, and
skeletal system illustrations were generated using different text-to-image
models such as Bing, DeepAl, Freepik, and Gemini, and these visuals were
evaluated for anatomical accuracy by two anatomists and one radiologist.
The findings indicate that while the models can rapidly generate basic struc-
tures, instructor supervision is required at the level of detail. One concrete
example of these developments is Al-based layered visuals designed for cra-
niofacial anatomy. Haider et al. (2025) produced illustrations incorporating
surface, bone, muscle, vascular, and nerve layers in lateral view using Mid-
journey, DALL-E 3, Gemini Ultra, and Stable Diffusion models, and submit-
ted these visuals for expert evaluation (Figure 4). The study shows that
these models can generate aesthetically convincing visuals with layered
structures, which provide an intuitively multidimensional, atlas-like expe-
rience, particularly for instructional purposes. These layered visuals exemp-
lify a graphic design approach that constructs surface-bone-muscle-vessel
distinctions through color and transparency, adapting atlas aesthetics to the
language of digital screens; however, as the number of layers increases, vi-
sual complexity also rises, rendering decisions related to emphasis and hie-
rarchy increasingly critical.

Figure 4. Craniofacial anatomy layers generated using text-to-image models.

SURFACE
ANATOMY

BLOOD
VESSELS

NERVES

Referance: Haider, S. A., Prabha, S., Gomez-Cabello, C. A., Borna, S., Pressman, S. M., Genovese, A., Tra-
bilsy, M., Galvao, A., Aziz, K. T., Murray, P M., Parte, Y,, Yu, Y., Tao, C,, Forte, A. J. (2025).
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Al models generate a multilayered atlas aesthetic by visualizing surface,
bone, muscle, vascular, and nerve layers separately (adapted from Haider et
al., 2025). In a recent study examining the atlas-level accuracy of Al-genera-
ted medical illustrations, Basgiin et al. (2025) compared Al-generated foot
anatomy visuals with references from the Sobotta Human Anatomy Atlas
(1904-1907), revealing that while the images were able to present the fun-
damental anatomical structures accurately, they contained errors and omis-
sions in muscle groups and connective tissues. Similarly, Haider et al. (2025)
reported structural inconsistencies in facial muscles and vascular connecti-
ons in craniofacial anatomy illustrations. These findings indicate that altho-
ugh Al can generate a large number of medical illustrations in a short period
of time, detailed anatomical knowledge still requires supervision by human
expertise. The issue here is not solely incomplete or inaccurate anatomy;
missing muscle groups and ambiguous vascular connections also undermine
decisions related to visual hierarchy and emphasis. In such illustrations,
which may appear visually compelling yet fail to explain why certain struc-
tures are foregrounded, students may struggle to discern a design-guided
structure of meaning.

Noel (2024) generated skull, heart, and brain illustrations using three diffe-
rent text-to-image generators and compared these visuals in terms of anato-
mical accuracy (Figure 5).

Figure 5. Skull, heart, and brain illustrations generated using three different text-to-image generators
(Bing Image Creator/DALL-E, Stable Diffusion, Craiyon).

Text-to-image generator

Prompt

Referance: Noel, G. PJ. C. (2024).
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In the visuals, alongside the stylistic diversity that generative Al can produce
in medical illustration, issues related to anatomical accuracy and level of de-
tail are also observed. In skull images, it has been reported that key reference
points such as the mental and supraorbital foramina are frequently omitted,
and that cranial sutures are either missing or incorrectly rendered. In heart
illustrations, systematic errors have been identified in the origin points of
the coronary arteries and in the branching patterns of the aorta and pulmo-
nary trunk; nevertheless, the visuals are described as being aesthetically
highly convincing. This example demonstrates that while generative Al pro-
vides stylistic variety and speed in medical illustration, it cannot reliably de-
liver the level of detail required for clinical education on its own (Noel,
2024). From a graphic design perspective, across all three models, strong
volumetric shading, bright and saturated color palettes, and the use of clean
backgrounds place simplification and stylization within an aesthetically per-
suasive visual hierarchy; however, this emphasis scheme tends to push cri-
tical details—such as sutures, foramina, and coronary branching—into the
background. This situation reveals that, in Al-assisted medical visuals, simp-
lification decisions that conflict with anatomical accuracy, when combined
with a photorealistic style and a reassuring narrative tone, problematically
redefine the balance between readability and visual complexity for the vi-
ewer. This analysis points to the necessity, within a hybrid design model, of
considering the volumetric and stylistic affordances offered by Al together
with the explicit labeling and detailing strategies characteristic of the atlas
tradition.

The Noel (2024) example summarized above makes visible both the possi-
bilities and the risks that Al-assisted medical illustrations carry from a grap-
hic design perspective, while also raising the question of how this visual lan-
guage is positioned within clinical practice and academic production. The
potential of Al-based illustrations is substantial in patient information and
clinical communication processes. Complex surgical procedures, organ
structures, or treatment methods can be rendered more comprehensible
through Al-assisted visuals. This contributes to building trust in patient-
physician communication and increases awareness of the treatment process.
Kumar et al. (2024) demonstrate that when Al-generated facial representa-
tions are used instead of real patient photographs, they both reduce the risk
of privacy violations and enable the didactic transmission of clinical findings.
The ability to adapt visuals according to a patient’s age, gender, or ethnic
characteristics introduces a new possibility for personalized health commu-
nication. Another significant domain is research and publishing. The speed
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and cost advantages offered by AI have also made a difference in this area.
Visuals required for scientific articles, teaching materials, or conference pre-
sentations can be produced in a much shorter time compared to the classical
illustration process. This facilitates researchers’ access to visual content and
accelerates the academic circulation of visualized knowledge. However, stu-
dies addressing the use of Al in medical photography and illustration warn
that models do not truly understand concepts and that accuracy issues the-
refore constitute a serious obstacle (Zoltie, 2024). As Cheng and Wu note,
the emergence of generative Al in medicine and publishing has created “a
significant moment in policy formulation” (Cheng & Wu, 2024, p. 7).

From a graphic design perspective, this situation necessitates a redefinition
of the relationship between a visual’s design success and informational ac-
curacy. Medical illustration is not merely a visual that produces aesthetic
appeal; it is also a tool that constructs clinical meaning through selectivity,
levels of stylization, and emphasis decisions, and therefore carries a heigh-
tened ethical responsibility for the designer. When all these possibilities are
considered, although Al emerges as a tool that technically accelerates medi-
cal illustration and as a force that transforms the pedagogical and aesthetic
dimensions of health communication, it simultaneously necessitates pro-
duction processes that are fed by reliable datasets, regulated by ethical fra-
meworks, and supported by human expertise. The studies summarized in
this section constitute the conceptual and empirical ground for the visual
content analysis detailed in the following section. The findings presented in
the next section are used as references to discuss where Al is strong and
where it is problematic, particularly in terms of stylization, visual hierarchy,
readability, and audience-appropriate narrative language, and the limitations
of Al in medical illustration, ethical concerns, and the role of human control
are examined in detail.

LIMITATIONS, ETHICAL CONCERNS, AND HUMAN OVERSIGHT

Generative artificial intelligence (GenAl) models have become tools that
expand medical illustration in terms of quantity and speed to an unprece-
dented degree. However, this expansion also sharpens the question of the
boundaries within which visual outputs can be considered reliable. Particu-
larly in educational and clinical communication contexts, there is a risk that
visuals containing structural errors yet appearing aesthetically convincing
may generate an exaggerated perception of accuracy in users. Studies pub-
lished by Noel (2024), Haider et al. (2025), Eldesoqui et al. (2025), and
Basgiin et al. (2025) render this tension visible through reported anatomical
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errors in Al-based skull, cardiac, and skeletal illustrations. Below, selected
figures from these studies are re-examined through criteria of visual langu-
age, stylization, hierarchy, and readability, and the implications of limitati-
ons, ethical concerns, and human oversight for medical illustration are dis-
cussed.

The shared problem of the selected examples stems from their inability to
manage the tension between anatomical accuracy and visual persuasiveness.
At the same time, these studies also demonstrate that generative Al models
possess a remarkable communicative capacity, producing high-resolution vi-
suals with strong volumetric depth and a contemporary visual style in a
short time, particularly effective in conveying general anatomical silhouettes
and three-dimensional form perception. However, in Noel’s (2024) compa-
rative study involving skull, heart, and brain illustrations, it is reported that
critical reference points such as the mental and supraorbital foramina are
omitted, cranial sutures are missing or incorrectly rendered, and that coro-
nary artery origins as well as aortic-pulmonary trunk branching are incon-
sistent in heart illustrations. When these figures are examined from a grap-
hic design perspective, it becomes evident that errors are often concealed by
intense volumetric shading, highly saturated color palettes, and photorealis-
tic textures. While Al visuals generate a highly convincing sense of realism
for students or patients, structural deficiencies in the details are pushed into
the perceptual background. This situation raises, in a manner similar to the
problem of aesthetic overconfidence in design theory, the risk of producing
an excessive sense of accuracy in users when visuals are supported by strong
aesthetic impact. A similar pattern is observed in the studies by Eldesoqui
et al. (2025) and Basgiin et al. (2025). Eldesoqui et al. (2025) identify sys-
tematic errors in rib count, sternum morphology, and vascular pathways in
cardiac and skeletal illustrations generated by different text-to-image mo-
dels, while Basgiin et al. (2025) reveal missing or incorrectly positioned
muscle groups and connective tissues in foot anatomy visuals. When read
from a graphic design perspective, these figures show that contrast and emp-
hasis decisions often operate in ways that reinforce incorrect anatomy: for
instance, muscle groups highlighted with bright color blocks do not corres-
pond to actual number or volume, yet the design language leads viewers to
interpret these areas as the most reliable information. This constitutes a cri-
tical limitation that increases the ethical responsibility of the designer in
medical illustration.
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The craniofacial layered illustrations produced by Haider et al. (2025) (Fi-
gure 4) generate a strong multi-structural atlas aesthetic by displaying sur-
face, bone, muscle, vascular, and nerve layers separately. However, the figu-
res in this study stand out as examples in which visual complexity increases
rapidly as the number of layers grows. The insufficient differentiation of co-
lor palettes, degrees of transparency, and line weights within the same scene
obscures which layer constitutes the primary instructional focus. When re-
calling the findings of Haragi et al. (2021) on the relationship between level
of detail and cognitive load in medical illustrations, it can be argued that
these Al-generated layered visuals carry the risk of creating excessive infor-
mation density, particularly for beginner-level students. While such density
may be beneficial in advanced surgical education by offering detailed layers
of information, contexts such as basic anatomy courses or patient informa-
tion materials require a more selective and simplified narrative language
appropriate to the target audience. Without designer intervention, the auto-
matically generated number of layers and level of detail do not align with the
pedagogically intended level of abstraction. Noel’s (2024) skull and heart
visuals obtained from three different models present a similar problem area
in terms of stylization and hierarchy. Examination of the figures reveals that
each panel employs different lighting directions, contour thicknesses, and
texture styles, while color codes are not systematically aligned with anato-
mical meaning. For example, red may represent vessels in one model, musc-
les in another, and the background in a third, preventing students from es-
tablishing a consistent color-anatomy relationship. From a graphic design
perspective, the fundamental issue here is that while generative Al turns
stylistic diversity into an advantage, it fails to establish a system of visual
identity and consistency in series-based illustrations. Therefore, when out-
puts from multiple models are used in education, the visuals must be reor-
ganized under a unified graphic language and hierarchically simplified.

Limitations are not purely technical or aesthetic; they are also intertwined
with ethical dimensions. Zoltie’s (2024) work on Al in medical photography
and illustration discusses the conditions under which Al-generated visuals
can substitute real clinical images and where they pose risks, emphasizing
in particular the issue of transparency and labeling. Similarly, Cheng and Wu
(2024) state that, especially in case-based and opinion-driven content, the
clear labeling of texts and visuals produced with generative Al and the disc-
losure of the production process are mandatory for maintaining originality
and accuracy (Cheng & Wu, 2024, p. 2). The recommendations of WAME
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(Zielinski et al., 2023) likewise emphasize that explicitly stating Al contri-
butions in scientific publications is a requirement of academic integrity. Re-
cent regulations cited by Cheng and Wu explicitly prohibit the use of unve-
rified AI outputs as sources, stressing that “the direct use of unverified cita-
tions generated by generative Al” is unacceptable (Cheng & Wu, 2024, p.
3). In the context of medical illustration, this necessitates specifying Al use,
the model employed, and, where applicable, corrections made by human
experts in figure captions. On the other hand, the FUTURE-AI principles
proposed by Lekadir et al. (2021) highlight the importance of criteria such
as fairness, traceability, robustness, and human oversight in medical imaging
Al systems. When adapted to illustrative visuals, these principles define the
designer’s role as that of an editor who shapes, supervises, and reinterprets
Al outputs where necessary. The errors observed in the selected figures de-
monstrate that the principle of human expertise and oversight emphasized
by the FUTURE-AI framework is equally applicable to medical illustration:
the speed and cost advantages offered by Al can only be transformed into a
reliable pedagogical tool through systematic control by the illustrator. As
Cheng and Wu (2024) also emphasize, the rapid proliferation of generative
Al constitutes a “critical juncture” for policy-making, revealing the need for
comprehensive frameworks to regulate its use (Cheng & Wu, 2024, p. 1).
At this point, the illustrator’s contribution is not limited solely to correcting
anatomy.

Haragi et al. (2021) demonstrate that the level of detail, framing choices,
and stylization decisions in medical illustration directly determine cognitive
effects on patients and students. This perspective underscores that decisions
regarding which structures should be simplified, which should be emphasi-
zed, and how graphic elements such as color and typography should be co-
ded must still be made by humans in Al-generated visuals. These decisions
must vary according to the target user group; consciously differentiating le-
vels of detail, degrees of stylization, and terminology use for patients, begin-
ner-level students, and experts ensures both pedagogical and ethical consis-
tency of the visual language. Al does not offer ready-made solutions to these
decisions; rather, it produces raw material.

In summary, the findings derived from the visual analysis of Al-based medi-
cal illustration examples in the literature converge on three points: the false
sense of trust generated by aesthetically convincing yet anatomically proble-
matic visuals; the pressure exerted by inconsistencies in stylization and color
use on visual hierarchy and readability; and the indispensable role of human
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oversight in terms of transparency, dataset ambiguity, and publication ethics.
These findings compel graphic design and illustration disciplines to rethink
medical illustration as a design act that simplifies knowledge and constructs
meaning. Considering all these reasons, it becomes important to discuss
hybrid production models that can emerge from within these limitations.
The potential division of labor between AI’s rapid production capacity and
the illustrator’s conceptual, ethical, and aesthetic oversight constitutes a cri-
tical issue that must be addressed through concrete design principles.

Table 1. Workflow of the Proposed Hybrid Al-Illustrator-Expert Model in Medical Illustration (created

Stage

Process focus

by the author).

Role of Al

Role of the Illustrator / Clinical
Expert

Definition of clinical
objective and target
audience

None (this stage prece-
des Al use)

Jointly determine which anatomical
structure will be depicted, the level
of the target audience (expert, stu-
dent, patient), and the communica-
tion purpose (teaching, informing,
etc.).

Prompt design and
initial draft produc-
tion

Generates multiple vi-
sual drafts and stylistic
variations based on
text-to-image prompts

Formulates prompts aligned with
the clinical objective; selects which
models and parameters will be used.

Atlas comparison and
preliminary selection

Can provide new varia-
tions, close-up or wide-
view alternatives based
on generated drafts.

Compares outputs with atlases (e.g.,
Netter) and reference images; selects
anatomically acceptable drafts and
eliminates erroneous ones.

Anatomical  correc-
tion and redrawing

Provides additional
drafts for regeneration
if necessary (e.g., diffe-
rent viewpoints or
numbers of layers).

Corrects or redraws critical structu-
res such as muscle groups, vascular
pathways, and nerve branching; de-
termines the level of detail together
with the clinical expert.

Graphic design deci-
sions: stylization, hi-
erarchy, labeling

May be used only as an
additional visual refe-
rence; does not deter-
mine the final composi-
tion.

Establishes a target-audience-app-
ropriate visual hierarchy through co-
lor palette, level of stylization, use of
negative space, typography, and labe-
ling language.

Ethical transparency
and final approval

Model, prompt, and
version information can
be recorded.

Specifies Al contribution in the fi-
gure caption; after final checks of et-
hical compliance, anatomical accu-
racy, and readability, approves the vi-
sual for publication or teaching.
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The hybrid workflow summarized in Table 1 translates the research ques-
tions articulated in the introduction of the chapter and the qualitative design
defined in the methodology section into a concrete design protocol. The first
two stages (definition of the clinical objective/target audience and prompt
design) are directly related to Daston and Galison’s (2007) approach to at-
lases as visual regimes that determine what is allowed to be seen; at this
stage, before Al enters the process, the illustrator and the clinical expert de-
cide which bodily knowledge will be made visible, for whom, and at what
level of abstraction. The third and fourth stages aim to systematically control
the anatomical accuracy issues identified in the studies by Noel, Haider, El-
desoqui, and Basgiin et al., discussed in Sections 2 and 3, through atlas-ba-
sed references: Al-generated drafts produced rapidly are compared with es-
tablished atlases such as Netter, after which muscle groups, vascular
pathways, and critical anatomical details are refined through redrawing and
correction processes carried out by the illustrator. In this way, the table situ-
ates the aesthetically persuasive yet anatomically problematic visuals repor-
ted in the literature at a manageable intermediate-output level within the
hybrid model.

The fifth and sixth stages translate Kress and van Leeuwen’s (2021) visual
grammar approach and the principles of ethical transparency emphasized by
frameworks such as FUTURE-AI and WAME/COPE into graphic design
practice. Stylization, color codes, visual hierarchy, and labeling language are
redefined not in terms of visual appeal alone, but through criteria such as
readability for the target audience, cognitive load, and the coherent const-
ruction of clinical meaning. In the final approval and ethical transparency
stage, the explicit declaration of Al contribution, the traceability of the visual
production chain, and the emphasis on the illustrator’s ultimate responsibi-
lity reposition medical illustration away from being an area of automated
production and toward an ethically regulated subfield of visual epistemo-
logy. In this respect, Table 1 concretizes the hybrid approach discussed thro-
ughout the chapter as a schematic summary and as a practical workflow pro-
posal applicable to medical education, patient communication, and academic
publishing.

The six-stage workflow proposed in Table 1 can be read as a normative pro-
tocol that brings together Daston and Galison’s (2007) atlas regimes, Kress
and van Leeuwen’s (2021) visual grammar approach, and the FUTURE-AI
framework. The sustainability of this hybrid future is also directly connected
to ethical and publishing standards. WAME’s recommendations regarding
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chatbots and generative Al (Zoltie, 2024), along with COPE’s position on
Al and authorship, emphasize that the contribution of Al tools to scholarly
production must be explicitly declared and that such tools should not be
listed as authors (Zielinski et al., 2023; COPE Council, 2023). Cheng and
Wu take this principle a step further by explicitly stating that generative Al
systems “cannot be listed even as co-contributors in scholarly outputs”
(Cheng & Wu, 2024, p. 3). In the context of medical illustration, this prin-
ciple requires that Al tools used in the production of visuals be specified in
the methods or figure captions, while clearly underscoring the illustrator’s
responsibility. In educational settings, rather than presenting Al-generated
visuals to students as ready-made solutions, turning them into objects of
critical evaluation is widely regarded in the literature as a way to strengthen
skills in anatomical verification, visual literacy, and ethical awareness (Ku-
mar et al., 2024). The hybrid model is thus positioned as a mode of produc-
tion that balances Al's advantages in speed, accessibility, and stylistic diver-
sity with the knowledge, experience, and aesthetic judgment of illustrators.
Such a framework enhances the quality of health communication while re-
defining medical illustration in clinical practice and visual culture as a more
consistent, traceable, and ethically accountable language of knowledge.

CONCLUSION

The literature review and the analysis of selected examples demonstrate that
text-to-image models are capable of generating a large number of visuals in
a short time, producing stylistic diversity and a layered, atlas-like visual ef-
fect. However, this speed and formal richness do not inherently guarantee
scientific accuracy or pedagogical effectiveness. Recurring structural er-
rors—particularly in bone counts, muscle groups, vascular connections, and
organ morphology—consistently position Al-generated medical images not
as ready-made educational resources, but as preliminary visual drafts that
require systematic expert supervision. In this sense, generative Al shifts me-
dical illustration toward a hybrid production condition in which visual abun-
dance coexists with epistemic fragility.

A central finding of this study is that Al-generated medical illustrations com-
pel a renewed discussion of medical illustration not only as a technical pro-
duction process, but as a representational language that actively constructs
medical knowledge. Anatomical omissions and inconsistencies do not re-
main isolated technical flaws; rather, they directly affect visual hierarchy,
emphasis, and narrative structure, thereby shaping how viewers interpret
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what is clinically significant. Visually persuasive images that obscure or dis-
tort critical anatomical detail weaken learners’ capacity to understand why
certain structures are emphasized and others suppressed. This tension high-
lights the need to reconsider the relationship between visual appeal and in-
formational accuracy, particularly in educational and clinical communication
contexts where visual authority carries epistemic weight.

From a design-theoretical perspective, medical illustration cannot be redu-
ced to the production of aesthetically compelling imagery. Instead, it must
be understood as a design practice with high ethical responsibility, in which
selectivity, stylization, abstraction level, and compositional structure actively
produce clinical meaning. The findings indicate that aesthetic coherence and
photorealistic rendering—when not aligned with anatomical precision—can
generate a false sense of accuracy, reinforcing what may be described as aest-
hetic overconfidence. In Al-generated visuals, this effect is intensified by volu-
metric shading, saturated color palettes, and contemporary visual styles that
visually signal credibility while potentially concealing structural inaccura-
cies.

The hybrid model proposed in this study responds to these challenges by
repositioning generative Al not as a substitute for the illustrator, but as a
supportive tool embedded within a human-centered epistemic framework.
The advantages of text-to-image systems—such as rapid prototyping, varia-
tion generation, and the exploration of three-dimensional form—become
meaningful only when integrated with human expertise in anatomy, clinical
context, and visual simplification. Within this framework, the illustrator is
no longer a peripheral executor correcting machine output, but an interpre-
tive and regulatory agent operating at critical thresholds: dataset selection,
anatomical validation, visual hierarchy construction, and the adaptation of
visual language to specific audiences. This repositioning has direct implica-
tions for medical and design education. Rather than being presented as aut-
horitative visual solutions, Al-generated medical images should function as
objects of critical reading, enabling students to interrogate anatomical accu-
racy, stylistic choices, and representational bias. Such an approach strengt-
hens visual literacy, ethical awareness, and epistemic responsibility, reinfor-
cing the role of design as a meaning-making practice rather than a purely
technical operation.

In summary, the findings of this study converge along three interrelated axes
that are likely to shape the future of Al use in medical illustration: (1) the
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explicit definition and enforcement of ethical and publishing standards, inc-
luding transparent disclosure of Al contribution and protection of patient
privacy; (2) the integration of Al-generated visuals into educational contexts
as critical analytical materials rather than finalized representations; and
(3) the active positioning of illustrators as hybrid practitioners equipped
with both design expertise and algorithmic literacy. Together, these axes re-
define Al-assisted medical illustration as a design practice that must be
constrained and guided by ethical, pedagogical, and epistemological criteria,
moving beyond debates centered solely on efficiency or automation. The
normative framework articulated in this study aims to position medical il-
lustration as a sustainable, accountable, and theoretically grounded visual
language of knowledge at the intersection of health sciences and graphic de-
sign, while also providing a conceptual foundation for future empirical rese-
arch and experimental design practice.
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KEYWORDS

Medical Ilustration: A mode of communication that visualizes anatomical and he-
alth-related knowledge through the integration of scientific accuracy and ar-
tistic expression.

Artificial Intelligence (AI): A digital technology that generates visual content thro-
ugh big data and deep learning algorithms, capable of producing new illust-
rations without direct human intervention.

Text-to-Image: An Al-based production method that generates visual content from
written prompts.

Anatomical Accuracy: The degree to which medical visuals represent the structure of
the human body in accordance with scientific facts.

Ethical Concerns: Issues related to accuracy, copyright, data security, and transpa-
rency arising from Al-generated visuals.
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Visual Epistemology: An approach that emphasizes the production and transmission
of knowledge through both written text and visual representations.

Hybrid Model: A collaborative approach that combines the speed and diversity offered
by AI with the illustrator’s expertise, aesthetic judgment, and pedagogical
contribution.
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ABSTRACT

This study examines the historical evolution of digital illustration from the
algorithmic experiments in laboratory settings of the 1950s to today's gene-
rative artificial intelligence (GenAl) revolution, framing it as a profound pa-
radigm shift that has transformed the artist's role from a "practicing artisan"
to a "process designer." While the oscilloscope experiments of Ben Laposky
in 1952 and the mathematical approaches of the "Algorists" in the 1960s
represent the initial period where art evolved from traditional craftsmanship
to system design, the rise of personal computers and software such as Adobe
in the 1980s democratized creativity by bringing digital tools into artists'
studios. Today, digital illustration has gained strategic importance in the ga-
ming industry through the distinction between concept art and final illust-
ration; it has been enriched by various aesthetic trends such as Playful 3D,
Retro-Futurism, and the Hand-Drawn Look, transforming the artist into a
multi-disciplinary entrepreneur via global digital showcases. The emergence
of generative Al has introduced new practices like "prompt engineering," ac-
celerating the creative process while simultaneously triggering serious ethi-
cal debates regarding copyright and artistic originality. Ultimately, the study
concludes that although tools have evolved from pixels to algorithms, the
essential element that imbues a work with meaning and emotional depth is
the human vision and life experience, which machines cannot derive from
datasets.

INTRODUCTION

The relationship between art and technology has exhibited a dynamic struc-
ture that has nurtured and transformed one another throughout history. As
one of the most distinct reflections of this relationship, digital illustration
has moved beyond merely reinterpreting traditional methods through digital
tools to establish its own unique aesthetic language and production ecosys-
tem. Digital visualization efforts, which began in laboratory environments
during the 1950s, have reached a stage of ontological questioning today with
the infinite possibilities offered by artificial intelligence (AI).
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In the contemporary era, digital illustration is not merely a change of 'tools';
it is a paradigm shift that fundamentally transforms the artist's creative pro-
cess through layered working principles, reversible errors, and location-in-
dependent production opportunities. This shift gained global reach with the
proliferation of the internet and has faced a new 'revolution' in recent years
with the emergence of generative artificial intelligence (GenAl). This study
aims to examine the evolution of digital illustration from a historical pers-
pective while analyzing the role of Al in this evolution, its impact on artist
identity, and how it shapes the digital art environment of the future.

A Constantly Evolving Canvas:

Digital illustration, in its most basic definition, is the reinterpretation of tra-
ditional illustration practices through digital technology. However, this defi-
nition fails to fully reflect the depth of the subject and the symbiotic relati-
onship established between technology and art. Digital illustration is not
merely a change of tools; it is a phenomenon that fundamentally transforms
artistic expression through procedural innovations—such as layers, the
undo function, and infinite scalability—alongside global distribution chan-
nels facilitated by the internet (RMCAD, 2024). This section treats the his-
tory of digital illustration as a dynamic dialectic between technology and
aesthetics. This relationship, which germinated in the analytical environ-
ment of scientific laboratories in the mid-20th century, was democratized
with the rise of personal computers, entering the studios of artists, and has
today entered a process of both ontological and practical restructuring with
the emergence of GenAl (Superagi, 2025). This evolution is not just a story
of instrumental development, but also a narrative of the transformation of
fundamental concepts such as creativity, authenticity, artist identity, and ar-
tistic value.

The Experimental Origins of Digital Art (1950-1980):

The origins of digital art did not emerge suddenly with the invention of the
computer. Conceptually, these roots can be traced back to the interest of
early 20th-century avant-garde movements—such as Modernism, Futurism,
and Abstract Art—in technology, speed, and the new world order brought
by science (Victoria and Albert Museum, n.d.). While questioning traditio-
nal forms of art, these movements began to view machine aesthetics and
mathematical order as integral parts of artistic expression. Consequently,
computer-aided art was born as a technological extension of existing artistic
and philosophical inquiries.
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Pioneering Experiments and Aesthetic Codes:

The first works of digital art were the products of close collaboration
between artists and engineers. At that time, computers were massive mac-
hines located only in university and corporate laboratories, filling entire ro-
oms and requiring programming knowledge (Kliitsch, 2007). Therefore, ar-
tists wishing to access this technology had to form partnerships with scien-
tists. One of the earliest examples of this period is mathematician Ben La-
posky’s 1952 work titled "Oscillon 40." By photographing electronic wave-
forms using an oscilloscope, Laposky captured signals produced by a mac-
hine as an aesthetic composition (Victoria and Albert Museum, n.d.). This
represents one of the first moments where the artist's intent shifted from
creating a direct line to the act of controlling a process.

Figure 1: Oscillon 40, Laposky

Referance: https://collections.vam.ac.uk/item/O187634/oscillon-40-photograph-laposky-ben/

The Algorists and Information Aesthetics:

By the 1960s, a group known as the "Algorists"—including figures such as
A. Michael Noll, Frieder Nake, and Georg Nees—began generating visuals
using algorithms for artistic purposes. This era witnessed the birth of "gene-
rative art" and "algorithmic art," concepts where the artist's intent was
expressed not as a final image, but as a set of rules or a program designed to
produce that image (Dogukanli, 2023; Nake, 2018). One of the most signi-
ficant figures of this movement, Vera Molndr, was producing geometric abst-
ractions through what she called the "machine imaginaire" (imaginary mac-
hine) by following predetermined compositional rules long before she even
had access to a computer (Art Basel, 2024). When she gained access to a
computer in 1968, she transitioned this methodical approach to the digital
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environment. Molndr’s practice serves as one of the purest examples of the
bridge built between the algorithmic thinking of the human mind and the
flawless computational power of the machine.

Similarly, the painter Manfred Mohr was deeply influenced by philosopher
Max Bense’s theories of "Information Aesthetics,” which viewed aesthetic
value as a phenomenon that could be quantitatively measured (Karpov,
2022). Bense’s principles combined aesthetics with information and mathe-
matical frameworks, suggesting that a work of art could be evaluated based
on informative qualities such as complexity and order (Ramirez, 2016; Rigau
etal., 2008). Drawing from this theoretical foundation, Molnar programmed
her first generative drawings in 1969 using the FORTRAN programming
language. This approach introduced the idea that the aesthetic value of art
was no longer solely an intuitive quality but could also take on a calculable
and systematic structure.

The Internet Era and Global Visibility:
From the 1990s onward, the proliferation of the internet radically transfor-
med both the production and distribution processes of digital illustration.
Online portfolio platforms and social media have enabled illustrators to gain
visibility on a global scale, which in turn has increased diversity in the un-
derstanding of digital aesthetics (Heller & Vienne, 2003).

Figure 2: 'Interruptions', Vera Molnar (1969)
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Referance: https://laboluz.webs.upv.es/wiki/2024/11/06/interruptions-1969-vera-molnar/
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The Dialectic of Technology and Aesthetics:

The aesthetics of these early digital artworks were directly shaped by the
limitations and possibilities of the technology of the time. Outputs produced
by punch cards, magnetic tapes, and mechanical plotters generally resulted
in complex geometric lines and repetitive patterns (Victoria and Albert Mu-
seum, n.d.). The most fundamental characteristic of this period is the trans-
formation of the artist’s ontology. While the traditional illustrator was posi-
tioned as a "master craftsman" relying on manual dexterity and mastery of
materials, pioneers like Molndr and Mohr evolved from "executing" a work
to "designing the system" that would produce it (Nake, 2010). This paradigm
shift transformed the artist's role from a "direct creator” into a "process de-
signer." The artist’s delegation of partial control to the designed algorithm
produced unexpected results that challenged traditional concepts of artistic
ownership and intent (Karpov, 2022). This philosophical foundation served
as a precursor to the "prompt engineering" (instruction design) practice of
today's Al artists.

The Democratization of Creativity (1980-2010):

The 1980s created a revolution by taking digital art production out of the
monopoly of elite laboratories and into the homes of individual artists thro-
ugh the proliferation of personal computers (PCs) and graphical user inter-
faces (GUISs). This opened the doors to the democratization of creativity and
brought digital illustration to the masses.

The Rise of Software and Industry Standards:

This hardware revolution was followed by a software revolution that shaped
artistic production. Adobe’s introduction of Illustrator in 1987 and Photos-
hop in 1990 defined the core toolset and aesthetic language of digital illust-
ration (Wikipedia, 2021). The technological distinction between these two
software programs also determined the aesthetic and technical possibilities
of digital illustration. Illustrator, based on mathematical expressions, was
ideal for resolution-independent designs like corporate identities and logos
through vector graphics that could be scaled infinitely without loss of quality
(Eisemann et al., 2008). In contrast, the pixel-based raster graphics of Pho-
toshop offered fixed resolution but became indispensable for photographic
and painterly works by providing rich color transitions and textural details
(Bae et al., 2003). This fundamental distinction continues to form the basis
of today's illustration software.
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The Internet and the Global Showcase:

Toward the end of the 20th century, the spread of the internet radically chan-
ged not only the production of digital illustration but also its modes of dist-
ribution and consumption. Artists were no longer bound by geographical
boundaries to exhibit their work, find clients, or collaborate. Online portfo-
lio platforms like Behance and ArtStation became hubs allowing artists to
showcase their work directly to a global audience. These developments ac-
celerated the transition from an employment model based on traditional
agency and publisher mediation to a freelance and entrepreneurial ecosys-
tem (Mo et al., 2021).

In this new model, illustrators moved beyond being just artists to become
entrepreneurs who manage their own brands, conduct marketing, and sell
digital products (Yaremko et al., 2024). Online platforms allowed artists not
only to take commission-based work but also to create passive income stre-
ams through educational materials, brush sets, and licensed imagery. This
created a new professional identity requiring illustrators to possess a versa-
tile skill set in both artistic creativity and business management (Nasir &
Daimin, 2022). Consequently, the role of the "illustrator" assumed a flexible,
multidisciplinary identity with blurred boundaries.

Digital lllustration Styles and Trends in 2025 and Beyond:

The contemporary digital illustration landscape offers a rich and diverse
aesthetic spectrum that is constantly shifting as a reflection of technological
innovations and cultural trends. The prominent movements below are
analyzed within the context of the cultural and technological drivers behind
them.

The Magic of the Third Dimension:

The use of three-dimensional (3D) graphics in illustration has gained popu-
larity in two main directions as tools have become more accessible. On one
hand, the Playful 3D style—defined by soft color palettes and textured sur-
faces—is used particularly in the brand identities of tech companies to make
digital interactions feel more human and warm (Sessions College, 2025).
On the other hand, the Hyper-Realistic 3D movement, offering photorealis-
tic details thanks to game engines like Unreal Engine 5, blurs the line
between reality and fiction. This style is a powerful tool for creating immer-
sive and memorable experiences in branding and plays a significant role in
increasing user engagement (Chang & Gupta, 2013; Fu et al., 2023).
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Echoes of the Past, Dreams of the Future:

Current cultural uncertainties often lead artists toward the aesthetics of the
past and visions of the future. Retro-Futurism reflects a longing for the
simpler future visions of the past by combining mid-20th-century technolo-
gical optimism with a nostalgic aesthetic (Sessions College, 2025). Conver-
sely, the Neon Noir aesthetic, popularized by films like Blade Runner 2049,
offers a darker and more dystopian future through high-contrast neon color
schemes and cinematic compositions. Feeding off cyberpunk culture, this
movement expresses themes such as technology and alienation through a
visual language (Sessions College, 2025).

Figure 3: Forest of Resonating Lamps

Referance: https://www.teamlab.art/ew/forest-resonatinglamps-metropolis-jeddah/

The Power of Simplicity:

Minimalism continues to be one of the cornerstones of digital design. Flat
Design 2.0 (or Sophisticated Minimalism), which maintains the simplicity
of traditional flat design while adding depth through subtle textures and
light gradients, allows users to focus on the main message without visual
fatigue, especially in mobile applications and web interfaces (Fireart Studio,
2021). This approach increases usability and provides a more efficient user
experience by eliminating unnecessary cognitive load (Jankowski & Decker,
2012; Koskela & Vatjus-Anttila, 2015). Meanwhile, Minimalist Line Art fo-
cuses on the most fundamental element—the line—offering a timeless and
elegant aesthetic through the extensive use of negative space (DarwinApps,
2025).
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The Search for the Analog in Digital:

As areaction to the flawlessness offered by digital tools, styles reflecting the
"human touch" are also on the rise. The Hand-Drawn Look, characterized by
imperfect lines and organic textures, represents a desire for sincerity and
authenticity against the sterile aesthetics of the digital world (Fireart Studio,
2021). Furthermore, Mixed Media Collage, which brings together real pho-
tographs, digital drawings, and various textures, creates rich narrative com-
positions by merging reality and imagination within a single frame (Sessions
College, 2025).

The table below summarizes these current trends and their details.

Table 1: Current Trends and Their Characteristics

Trend Name Key Characteristics Common Areas of Use
Player 3D Soft colors, textured surfaces, whimsi- | Technology (Ul/UX),
cal characters Advertising

Hyper-Realistic 3D | Photo-realistic detail, dramatic lighting | Gaming (Character
Models), Film (CGI)

Retro-Futurism Nostalgic aesthetics, bold colors, Branding, Poster Design
geometric patterns

Hand-Drawn Look | Imperfect lines, organic textures, inti- | Packaging Design,

mate feel Websites
Flat Design 2.0 Minimalism enhanced with texture | Mobile Applications, Web
and gradient Interfaces

The visual trends and aesthetic approaches discussed above play a decisive
role not only in static designs or brand identities but also in digital platforms
where interaction is most intense. Particularly in the construction of virtual
worlds, these styles move beyond being mere elements of 'liking' and trans-
form into building blocks that directly shape the user experience. This dyna-
mic and functional facet of digital illustration finds its most concrete mani-
festation in the world of gaming—the most dominant entertainment and
cultural industry of our time.

Building the World of Games:

Digital games have become one of the most dominant cultural forms of the
present day, and at the heart of this industry lies digital illustration. Illustra-
tion serves as a fundamental communication tool that conveys the game's
tone, narrative, and gameplay mechanics to the player.
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A Critical Distinction: Concept Art vs. lllustration:

In the game development process, the term "illustration" encompasses two
distinct but interrelated roles: concept art and final illustration.

Concept art functions as a "visual blueprint" used during the pre-production
phase of a project to explore and develop ideas and communicate them to
other members of the development team, such as 3D modelers and anima-
tors (Octavia, 2024). The process is generally fast, iterative, and exploratory.
Rather than aesthetic perfection, the focus is on testing the functionality of
an idea. This is a critical communication tool that prevents inefficiencies in
the production process by establishing a consistent vision among develop-
ment teams (Aleem et al., 2016; Roncin, 2015).

Final illustration, on the other hand, is the polished and usually public-fa-
cing end product created based on approved concepts. Marketing materials
(posters, cover designs), loading screens, or character promotional drawings
("splash art") fall into this category. This process requires a high level of tech-
nical skill and an artistic vision. This distinction actually reflects the dialec-
tical relationship between "design" (problem-solving) and "art" (expression
and aesthetics). While concept art solves a problem, the final illustration
tells a story and evokes an emotion.

Application Areas and Their Importance:
Digital illustration plays a vital role in every stage of game development:

e Character Design: The visual identity of a character is critical for the
emotional bond a player forms with them. Physical and personality si-
milarities between the player and the avatar enhance immersion in the
narrative and increase the sense of "embodiment" (Devlin et al., 2025).
This psychological connection profoundly impacts the player’s overall
experience.

e Environment Art: It ensures the game world is believable and atmosp-
heric. Visual style, color palettes, and texture choices shape the player's
expectations regarding the narrative context and gameplay experience
(Smale et al., 2017).

e User Interface (UI) Illustration: Interface elements such as menus,
inventory icons, and skill symbols directly affect the game’s usability.
Well-designed icons convey complex information intuitively, reduce cog-
nitive load, and make the gameplay experience fluid (Rheu et al., 2022).
Approaches such as avoiding complex visuals and certain color combi-
nations based on target audience characteristics also enhance usability
(Aydemir et al., 2023).



158 | ILLUSTRATION

e Marketing and Promotion: Game covers ('key art") and promotional
visuals are the first points of contact between a potential player and the
game. By summarizing the game's brand, theme, and aesthetics, these
visuals appeal to the target audience and can significantly influence purc-
hasing decisions (Near, 2012; McDaniel & Forsyth, 2019). Particularly
in multiplayer games, "splash art" strengthens player loyalty and com-
munity interaction by conveying the characters' backstories and perso-
nalities (Bonny & Castaneda, 2022).

Redefining lllustration in the Age of Artificial Intelligence:

Text-to-image GenAl models such as DALL-E, Midjourney, and Stable Dif-
fusion have triggered the most significant paradigm shift in digital art pro-
duction in the last 30 years. These tools have fundamentally opened called
the nature of the creative process, the role of the artist, and the definition of
artistic value into question.

Opportunities and Creative Potential:

Al can transform into a powerful assistant during the ideation process. It can
be utilized to quickly generate concept alternatives, experiment with diffe-
rent color palettes, or automate repetitive tasks (Hue & Eye, 2025). This
allows artists to dedicate their time to conceptual development rather than
mechanical labor. Furthermore, Al creates new sources of inspiration by of-
fering unexpected and surrealist aesthetics that human imagination might
not easily reach alone (Qureshi et al., 2025).

Challenges and Ethical Debates:

This technological leap has brought serious challenges and ethical debates.
The most fundamental discussion revolves around copyright. These models
are generally trained on massive datasets consisting of copyrighted images
collected from the internet without the artists' permission (Hue & Eye,
2025). This leads to the unauthorized imitation of an artist's original style
and pushes the boundaries of legal concepts such as "derivative work" and
"fair use" (Feng, 2024).

A second major concern relates to artistic authenticity and the loss of value.
Critics argue that works generated by Al lack the "soul" filtered through the
experiences of a human artist. Lastly, the risk of companies preferring Al
solutions over human illustrators due to speed and cost-effectiveness is a
source of existential anxiety for many artists (Hue & Eye, 2025).
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Future Perspective:

The Al debate pushes the relationship between human and machine in the
history of digital art to its extreme. With generative Al, the machine is no
longer a passive tool merely executing instructions; it is a semi-autonomous
participant that "learns," "interprets," and "makes suggestions" based on the
datasets it was trained on. This situation fundamentally shakes the concept
of "authorship" by raising the question of how much of a work belongs to
the artist's intent and how much to the machine's probabilistic calculations

(Militsyna, 2023).

In this new order, the role of illustrators must also evolve. Designing effec-
tive text commands, or "prompt engineering," is emerging as a creative prac-
tice in its own right. This is not just a technical input, but an iterative design
process between human creativity and machine learning that requires lingu-
istic and conceptual mastery (Cotroneo & Hutson, 2023; Ilyas, 2025). The
artist's role will include new skills such as selecting and editing Al outputs
like a curator and integrating them with their own artistic vision to add the
final, meaningful touch.

The Constant Role of the Artist:

The journey of digital illustration, spanning from the algorithmic experi-
ments in 1950s laboratories to today’s Al-supported creative industries, is a
testament to how technology continuously reshapes artistic expression.
Every technological leap—from mechanical plotters to personal computers,
from vector software to generative Al—has offered new possibilities for ar-
tists while presenting them with new challenges.

However, amidst these dizzying technological advancements, one element
remains unchanged: the human factor. Regardless of how advanced techno-
logy becomes, it is ultimately a tool. It is the human artist who imbues a
work with meaning, intent, narrative, and emotional depth, placing it within
a cultural context and merging it with a unique vision (A¢ikgdz, 2007). Abi-
lities such as critical thinking, empathy, storytelling, and aesthetic judgment
are values at the core of human experience that machines cannot derive from
datasets. Al can imitate a style, but it cannot imitate a life experience or an
original worldview.
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CONCLUSION

The historical odyssey of digital illustration began with the discovery of the
aesthetic potential of electronic signals in 1950s laboratories and has evol-
ved today into an era of "co-creation" where Al algorithms partner in the
artist's mental processes. The paradigm shifts discussed in this study reveal
that digital illustration is not merely a change in technical tools; rather, it is
a profound structural evolution that transforms the role of the artist, the
production process of the work, and the ontological definition of art.

In this line extending from Ben Laposky’s oscilloscopes to today’s generative
Al models, the most distinct rupture has occurred in the position of the ar-
tist. The traditional "executing craftsman" model has been replaced first by
an operator managing digital tools, and now by a "process designer" who
directs algorithmic systems and filters/synthesizes results with a curatorial
perspective. In this new order, technical "craft" is increasingly giving way to
conceptual competence, storytelling, and the power of aesthetic judgment.
Expanding application areas—from the gaming industry to corporate iden-
tity design—require illustrators to be more than just individuals who pro-
duce visuals; they must be multidisciplinary professionals who manage tech-
nological ecosystems. While democratized production tools and global dist-
ribution channels increase competition, they have also raised the value of
authenticity higher than ever before.

The future of illustration practice will be built not on the dichotomy between
human and machine, but on collaboration. AI will be positioned not as a
competitor replacing the artist, but as a semi-autonomous assistant that
pushes the boundaries of imagination, alleviates repetitive burdens, and ac-
celerates the creative process. However, at the center of this technological
symbiosis, the "human experience"—which the machine can never simu-
late—will continue to reside. Empathy, cultural context, ethical stance, and
lived experience, which cannot be derived from datasets, will remain the
only elements that elevate a digital work from being a "visual" to the level of
"art

n

Ultimately, even if the canvas turns into pixels and the brushes into complex
code; the subject who breathes soul into that code, extracts a meaningful
narrative from chaotic data, and establishes the emotional bond with the
audience will always be the artist.
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KEYWORDS

Digital Illustration: The practice of creating artwork using digital tools that reinterp-
rets traditional drawing techniques through procedural innovations like la-
yers, non-destructive editing, and infinite scalability.

Artificial Intelligence (AI): A semi-autonomous participant in the creative process
that "learns," "interprets," and "suggests" visual outputs based on training da-
tasets, shifting the artist's role toward curation and prompt engineering.

Digital Game: A dominant cultural form where digital illustration serves as a critical
communication tool for character design, environmental atmosphere, and
user interface (UI) to facilitate player embodiment and engagement.

Ilustration: A visual form of expression that bridges the gap between functional de-
sign (problem-solving through concept art) and aesthetic art (storytelling and
evoking emotions through final renders).
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ABSTRACT

llustration has a long and deep-rooted history within art. Numerous
sources have established its use in many areas, from promotion to storytell-
ing, for informing, guiding, or simply conveying a particular emotion or
thought. Also considered a method of visualization, illustration has gained
significant importance in promotion, design, and production processes with
the spread of industrialization.

Throughout history, illustration, primarily created using traditional tech-
niques, has found its place in a wide range of applications, from industrial
production and product visualization to sequential narrative drawings and
concept designs for films. However, the fact that traditional techniques re-
quire extensive training for designers, and that oil paints, acrylic paints, and
many other traditional techniques demand attention during and after the
application process, has made illustration a challenging and costly field to
practice and invest in within the industry.

With the development of drawing devices in parallel with technological ad-
vancements, a kind of digital revolution has taken place in the field of illus-
tration. Creating illustrative works has become relatively easier and more
accessible than ever before, thanks to software developed for certain com-
puter-powered devices used by illustrators, designers, and artists. On the
other hand, the digitalization of illustration work has expanded its areas of
application and has led to a closer relationship with digital printing and pub-
lishing.

Digital illustration is widely used in the digital entertainment field today.
Spanning from character design and concept design to environmental design
and many other areas, its use has also found its place in three-dimensional
design processes for some time. Although all the principles of basic art and
design apply to digital illustration, the extensive editing possibilities offered
by computer-based devices, along with the advantages they bring to the pro-
duction and preservation process, have led to the inclusion of digital illus-
tration work in almost all projects developed within this field.
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This study investigates how digital illustration techniques are integrated
into the three-dimensional design process in examples of video game pro-
jects, which fall under the umbrella of digital entertainment. The aim of this
research is to determine the purpose and method of using digital illustration
production processes in the three-dimensional development of video games.
Finally, this research aims to create an academic resource for the field of
video game design in Turkey by analyzing the positive and negative aspects
of this integration.

INTRODUCTION

When considered as a term, illustration is the general name given to visual
expression products such as drawings, photographs, or collages that an artist
or designer will create or prepare to translate information or a narrative into
a visual language (Kaloyanov, 2025). When approaching illustration as a
term, it would not be wrong to say that the fundamental difference between
it and any other work of art is that it presents information, ideas, or narra-
tives to the viewer in a form that has been converted into visual language.

The illustrative narrative technique, whose origins date back to Egyptian hi-
eroglyphics, is essentially known for its aim of directly conveying the subject,
term, or idea to be narrated to the audience. In Egyptian hieroglyphics, this
approach was based on narratives spread across a wide panel depicting the
daily lives, deaths, or wars of the pharaohs. In societies such as Ancient
Egypt, where being an educated individual was a kind of distinction for be-
longing to the upper echelons of society, it is possible that the illustrative
narrative method was used to inform, explain, or convey information rather
than to teach reading and writing. With a similar approach, during the Re-
naissance period, similar information was presented to the religiously illit-
erate masses through sculptures, paintings, or reliefs, which can be cited as
an example of the same purpose being pursued.

In addition to the historical origins of visualizing narration dating back so
far, it is quite possible that illustration will find more areas to spread in the
modernizing world. Particularly in our era, it has been seen that visualization
plays a major role in meeting people's entertainment needs through broad-
casts to broad segments of society, such as cinema, series, video games, etc.,
which can be called the digital entertainment industry. In this context, illus-
tration, which began with cinema, has discovered new areas to assert itself.
In the 1990s and 2000s a period marked by the geometric growth of tech-
nology, as a method of creating a visual language
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Throughout the history of cinema, it has been observed that illustrative vis-
ual narrative products are frequently utilized to present fictional realities—
such as science fiction and horror, which are not part of ordinary human
life—to the audience as a “watchable” reality. These illustrations, which in-
clude background drawings, character designs, location designs, etc., de-
pending on the content of the projects, have developed in parallel with the
film industry, covering a wide range of styles. The background drawings cre-
ated by designers for the 1980 film Star Wars: The Empire Strikes Back and
the concept, character, and location designs created by designer Syd Mead
for the 1982 film Blade Runner (Tt: Bigak Sirt1) are examples of illustrations
finding their place in cinema (Seastrom, 2020) (Mead & Hodgetts, 2017).

Figure 1. Background drawings created by designers for the
1980 film Star Wars: The Empire Strikes Back.

I

-

Referance: www.starwars.com (2025)

At this point, we should consider how the technological transformation in
cinema has led to a transformation in the video game industry, which con-
tinues to produce under the umbrella of the digital entertainment industry.
Although the spread of visualization studies within the industry, particularly
in science fiction and horror cinema, became more widespread in the second
half of the 2000s, the proliferation of such studies in the video game industry
is based on much older instances. Naturally, since projects developed in the
video game industry predominantly deal with realities that do not exist in
human life, the emergence of illustration in the video game industry coin-
cides almost exactly with the history of the video game industry itself. Video
games such as Spacewar! (1962) were among the first to use visual story-
telling methods to allow players to see the reality they controlled while being
enveloped by an alternative reality during the gaming experience. But the
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first examples of illustrative narration being used in accordance with basic
design principles within the video game industry began with projects re-
leased on the Nintendo Entertainment System (NES) video game console,
which went on sale worldwide in the 1980s (Goodarzi, 2025).

Figure 2. A clip from the Super Mario Bros. game released on

the Nintendo Entertainment System video game console.
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Referance: Youtube.com (2025)

The acceleration of graphics processing technology in the video game indus-
try since the 1980s also led to the use of computer technology to create vis-
ual effects in the film industry in the 1990s and 2000s. Graphics processors
capable of handling 8-bit images were replaced by 16-bit and 32-bit graphics
processors, making it possible to achieve more detailed, realistic, or believ-
able visual effects in video games. The development of graphics processing
can be seen in the visual content of the 1985 video game Super Mario Bros.
and the 2007 video game Super Mario Galaxy.

Figure 3. A clip from the Super Mario Bros. game released on the

Nintendo Entertainment System video game console.
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Referance: www.substackcdn.com (2025)
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3D graphics that have become widespread in the video game industry, later
became commonplace in cinema, but their first examples appeared in large-
budget projects known worldwide. In 1991 the movie Terminator 2: Judg-
ment Day featured a human-like 3D character animated entirely by com-
puter and added to the film. The 1993 movie Jurassic Park was the first ex-
ample of physical realities such as texture, light, and reflection being trans-
ferred to a cinema film with a three-dimensional character (Bullard, 2024)
(Hodges, 2023).

Nevertheless, the increasing quality of visual content in both the video game
and film industries has led to a continuous rise in costs within these sectors.
Components such as necessary equipments -to achieve better visual effects,
processors, employees, etc.-have created a need for both producers and users
to continuously spend in order to consume better visual content. In the 2009
movie Transformers 2: Revenge of the Fallen, a three-dimensional character
named “Devastator” has held the Guinness World Record for “The most
complex single computer graphics model in a film” since 2009. That charac-
ter is an integrated 3D model composed of 52,632 distinct objects,
11,716,127 polygons, and 6,467 textures (Guinness World Records, 2025).

Figure 4. A screenshot of a three-dimensional character named Devastator.
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Referance: www.themultiomegaversemegaprime.fandom.com (2025)

Along with developments in the film industry, the advancement of graphics
processing technologies in the video game industry has also led to more de-
tailed game models, characters, and expansive scenes that have continued to
evolve from the 2000s to the present day. Examples of the development of
graphics processing technology during the period in question are examined
in the video games God of War-developed by Santa Monica Studios in the
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year 2005 and God of War-developed by Santa Monica Studios in the year
2018.

Figure 5. A scene from the game God of War (2005).

Referance: Youtube.com (2025)

Referance: www.themultiomegaversemegaprime.fandom.com (2025)

In both the cinema and video game industries, the rising costs of visualiza-
tion using computer graphics on a project basis have led to different ap-
proaches in both sectors. In the movie industry, problems created using
green screens in the production process and the rising cost of solutions along
with the increased costs in the video game industry due to better graphics
requiring more system requirements, the two flagship sectors of the digital
entertainment industry have begun to experience financial problems. Con-
sequently, with the aim of developing projects with a wider user base at a
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lower cost, whereas the cinema industry has invested in and sought to de-
velop the field of virtual sets and the video game industry has turned to the
field that could be called hand-painted graphics. Especially in the video game
sector, this shift has enabled video games to reach a wider audience through
the advantages it offers both in the production and consumption stages. At
this point it may be useful to look at what hand-painted graphics are and
how they work as well as examples and production methods.

THREE-DIMENSIONAL GRAPHICS and PHYSICS-BASED RENDERING EXAMPLES

3D models are defined as the common name given to a type of visualization
used in many fields, including cinema, games, architectural visualizations,
product visualizations, and more (Adobe, 2025). During the research pro-
cess for this explanation, an open-source program called Blender was tested.
This program allows designers to create three-dimensional shapes by con-
necting geometric shapes formed between points defined on the X, Y, and Z
coordinates using mathematical ratios and proportions within a three-di-
mensional reality, based on a reference image they have or a design idea they
have in mind. Through this process, it was determined that the three-dimen-
sional design program Blender is based on advanced mathematical topics
such as analytical geometry and two-dimensional and three-dimensional ge-
ometry, and that the tools and methods offered to the designer within the
program are also defined within a mathematical framework.

Figure 7. A screenshot of the three-dimensional interface of the program called Blender.

Referance: Personal Archive.
During the research, the three-dimensional modeling process was exam-
ined, a process that has been applied in many projects before and has now
become a kind of sector-wide standard that had been listed below.
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e Preliminary research / Reference gathering
e 3d Modeling

e Determining UV Maps

e Adjusting Texture Overlays and Materials
e Bones for a Model to be Animated

e Creating Animations

e Lighting

e Rendering

e Compositing

It has been established that the process is formed by steps arranged in se-
quence. (Collins, 2018).

Throughout this process, the methodology proposed by Collins, which is the
subject of this research, was tested within the Blender program using sample
studies, and the results were analyzed.

At this point, it would be appropriate to mention what these steps mean.
Prior to creating a three-dimensional design, it has been found to be a useful
step for any designer to conduct preliminary research or gather references,
if available, regarding the object they will design, such as a character, space,
environment, vehicle, etc. It has been demonstrated that designers can bet-
ter manage the area they will model within the program's three-dimensional
virtual reality if they have photographs taken from different angles of the
object they will model, technical drawings if available, or, if the object they
will design is a type of character design, drawings made from multiple an-
gles. During a work process with enough references, it has been experienced
and determined that when the designer models using either the inductive or
deductive method, they can more easily arrive at the correct result by staying
within the boundaries defined by the references.
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Figure 8. A snapshot of the three-dimensional interface of the program called Blender.

Referance: Personal Archive.

When considering the three-dimensional modeling phase, the designer ex-
periences the process of visualizing an object in three dimensions based on
the boundaries or directions indicated by the reference images at hand, using
the tools or program features provided by the software. It was observed that
the process of directing the shapes obtained using vertices (points)-which
are the smallest measurement units within the program- and polygons (sur-
faces)-which are obtained by connecting at least three of these vertices- es-
sentially constitutes the three-dimensional modeling process.

It became apparent during this process that the visual representation of a
three-dimensional object obtained after the three-dimensional drawing pro-
cess was far from realistic. Although an object with three dimensions inter-
acts with light and shadows within the virtual reality of the program, it was
seen in the three-dimensional modeling stage that it has a virtual effect, far
from realism. This is because the texture and color values on it are the same
everywhere on the object. In the UV mapping stage, as outlined by Collins,
was researched and tested within the Blender program. In terms of termi-
nology, it was seen that this stage is the name given to the process of re-
mapping onto a surface with specially defined width and height coordinates
(U and V) to convert a three-dimensional object designed within the pro-
gram in question into a two-dimensional drawing based on X, Y, Z coordi-
nates. It has been determined that this is an important step for assigning
specific colors to the object, drawing images, or covering the object with tex-
tures to make it appear more realistic.
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Figure 9. A section of the UV Mapping interface of the Blender program

Referance: Personal Archive.

The process of creating a more realistic appearance for an object by applying
texture mapping and material adjustments has been experienced during this
phase. The colors, visuals, or graphic effects to be applied to the object are
applied to the model using images referred to as “textures” during this stage.
While the visuals placed on the model according to the UV map bring the
object a little closer to reality, the material adjustments stage involves mak-
ing material-based adjustments such as the object's response to light, opac-
ity, transparency, metallic properties, and glossiness.

Figure 10. A section of the Material interface of the Blender program.

]

Referance: Personal Archive.
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Physically Based Rendering (PBR), which is used extensively by both large
companies and independent developers in the process of developing modern
video game graphics, will be useful. According to Russell, Physically Based
Rendering (PBR) is the mathematical calculation of how much light an ob-
ject absorbs, reflects, or diffuses on its surface when light hits it. Russell also
emphasizes that in certain situations, PBR can be used to calculate how
much light an object transmits or, if the object is a light source, how much
light it can emit outward from its center point (Russell, 2025).

Figure 11. A sample image of PBR texture surfaces.
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Referance: www.sketchuptextureclub.com (2025)

When conducting retrospective research on the video game industry based
on Russell's definition, although trial examples had been conducted in cer-
tain game projects previously, the method developed by Crytek in 2013 for
the game Ryse: Son of Rome was found to be a method used throughout the
entire game as a graphic content creation technique. While examining, the
game was purchased from online stores where it was available for digital sale
and then experienced and studied over a long period of time. It was deter-
mined that all objects in the game were designed and textured according to
their reactions to light, as described by Russell, using PBR technology. Dur-
ing the game's playthrough, it was determined that the character's move-
ments and the armor's reactions to ambient light and secondary light sources
could reflect and vary according to the player's preferences, confirming that
PBR was used as the texture production method for this game (Xbox, 2013).
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Referance: Youtube.com (2025)

Based on Russell's explanation, Adobe Substance Painter, one of the pro-
grams that can be used for PBR studies, was purchased through the digital
store where the software is sold. During the process of researching and ex-
perimenting with the software, it was observed that the software functioned
in a manner parallel to Russell's explanations. After an object modeled by
the designer was called into the PBR-supported program called Substance
Painter, it was experienced that the program offered the designer extensive
editing opportunities on channels defined by the program for the object,
such as Base Color, Metallic, Roughness, Normal, etc. It was determined that
the channel properties offered to the designer within the program allow the
designer to add or modify material-based properties such as metallic, glossy,
translucent, rough, etc.- for the appearance of the modeled object.

Now that we have discussed the connection between games and PBR tech-
nology, it would be appropriate to mention the cost that PBR creates for the
gaming world. As mentioned in the previous paragraph, the requirement for
each object to have multiple textures within PBR technology was learned by
the designer during their experience with Substance Painter. These textures
are blended and calculated based on their response to light by image pro-
cessing algorithms within the computer environment, resulting in the final
image of the object (Branch Education, 2023).



ILLUSTRATION | 177

Figure 13. A screenshot from Branch Education’s documentation.
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Referance: Youtube.com (2025)

According to Branch Education's explanation, when examining games that
use the PBR method in the texture production process, it has been con-
cluded that as the quality of textures applied to objects increases, the objects'
appearance within the game becomes better, more detailed, or more realis-
tic. Proceeding from this hypothesis and using the oldest example, Ryse: Son
of Rome (2013), The Witcher 3 (2015), and The Last of Us 2 (2020) in order
of release date, it was observed that the main difference in the visual content
design of the games over the seven years between them was the difference
in resolution of the PBR textures.

This difference in resolution is attributed to the difference between the pro-
cessing speed, memory, and frames per second of graphics processors that
convert graphic content in the game into images for the player in 2013 and
the technological advancement of a graphics processor with the same fea-
tures in 2020. Considering the fundamental characteristics of PBR textures,
such as each texture image being composed of pixel-based images and pixel-
based images being larger in size than vector-based image production tech-
niques based on mathematical calculations, it is natural that PBR textures
will become larger, more detailed, and higher quality in terms of production
method in the coming years.

This natural outcome has led to the need for graphics card production with
new features such as faster processing power, larger memory, and more light
chips (Masuch & Rober, 2025). Although Masuch and Réber argued that
photorealistic visuals were nearly impossible to achieve with the technolog-
ical developments of their time, it is not considered that achieving photore-
alistic video game graphics with the graphics processing power of today's
computers and computer-based devices is a distant future.
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Figure 14. A screenshot of Cyberpunk 2077 video game that has advanced graphics in the market today.

Technologies such as PBR have provided designers with extensive capabili-
ties, but they have also increased development costs for video games and
necessitated more powerful hardware for players to experience games with
better visual content. Half-Life 2, which won six awards, including Best
Game, from BAFTA (British Academy of Film and Television Arts) in 2005,
is recognized for its contributions to the most significant game projects in
video game history. (Tt: Yar1 Yasam 2), which was awarded in six categories,
including Best Game, in 2005, it is evident that the game can run on a much
more reasonable system compared to the top-tier computer components of
its time (British Academy of Film and Television Arts, 2025).

During the analysis of Half-Life 2, it was observed that the game underwent
extensive optimization by its developers. In the texture mapping phase of
the game, images referencing the materials of objects were found, along with
effects causing glare on some objects. Based on this analysis, it was con-
cluded that Half-Life 2 was produced without using PBR technology. This
conclusion explains why Half-Life 2 runs smoothly on many systems, both
at the time of its release and today, due to the method used to produce its
visual content.
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Figure 15. A scene from the 2004 game Half Life 2.

Referance:lv (2025)
On the other hand, it was discovered during this research process that Or-
bifold Studios -a non-profit independent developer group- has been devel-
oping a project called Half Life 2 RTX since 2025. The project, planned as a
remake of the 2004 game with graphics suitable for new technologies, was
found to use more detailed models, higher resolution textures, and PBR-
compliant coatings, as seen in the remake's trailer, for the visual design con-
tent featured in the original game. This situation, as stated by the team de-
veloping the project in the promotional video, revealed how high the system
requirements are for experiencing the game with next-generation graphics,
even though the game has already been developed in a highly optimized
manner (Orbifold Studios, 2025) (930Gaming, 2025).

Figure 16. Gelistirilme siireci halen siiren Half Life 2: RTX isimli oyuna ait bir kesit.

Referance: Nvidia.com (2025)

It has been established that this difference in system requirements between
Half-Life 2 and Half-Life 2 RTX is due to the techniques developed to achieve
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more realistic graphics, such as PBR, in the updated game project. The orig-
inal version revealed that Half Life 2 could be easily experienced on many
systems both at the time and today, as the information about objects and the
environment, such as light and shadow baked onto the textures applied to
objects, was data that could be easily processed by graphics processor algo-
rithms. However, upon examining the demo version of the updated Half-
Life 2 RTX, it was found that the development team remained faithful to the
original designs while using higher polygon counts, more realistic textures
produced using PBR techniques, and much higher resolution textures.
Therefore, it has been concluded that the development team recommends
system requirements that are very high even by today's standards to fully
experience the updated version (930Gaming, 2025).

Having discussed the differences and outcomes between traditional tech-
niques and PBR in video game graphics production, it was deemed beneficial
to explore the possibilities offered by the PBR method to designers and share
the results here. For this technical analysis, a computer with contemporary
technical specifications was used, and the Blender program was chosen for
the 3D design process. Blender was chosen as a 3D design program because
it is freely available, can run on both older and newer computers with its
multiple versions, and provides integrated support for the entire 3D design
process, from modeling to video editing. On the other hand, the program
Substance Painter, part of the Adobe program group, was chosen for the
technical analysis of the design process. Substance Painter was preferred
among its peers due to its user-friendly interface, layered working features,
the Adobe Call Center available for support during the learning process, and
its extensive documentation.

The method described by Branch Education was analyzed using a herme-
neutic qualitative approach, involving the experience of a three-dimensional
object designed by the designer from start to finish using the PBR technique.
The object designed by the designer was taken to the UV mapping stage after
the modeling stage in accordance with the steps listed by Russell, and the
object's UV map was determined. After this stage, the object was called into
the program in a format supported by the Substance Painter program. Mul-
tiple PBR texture coatings that would look different from each other were
applied to the object imported into the program.
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Figure 17. A screenshot of the interface of the Adobe Substance Painter program.

Referance: Personal Archive.

While applying texture layers to the object, it was noted that the operating
principle of the Substance Painter program is essentially based on the same
theory as pixel-based image processing programs. It was observed that the
program offers designers many ready-made and editable materials, and dur-
ing the assignment of these materials to the object, each material provides
parameters suitable for different adjustments such as color, brightness, me-
tallic, and embossing, allowing designers to edit the materials. Furthermore,
since the materials offered to the designer consist of maskable pixel-based
images, it has been experienced that the designer can also use multiple ma-
terials mixed on the same object.

Figure 18. A screenshot of the interface of the Adobe Substance Painter program.

Referance: Personal Archive.

After completing the stages of applying textures to the object, the mapped
images prepared by the designer in the program were output as images in a
format readable by Blender, a 3D design program, completing the transition
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between programs. The images were reassigned to the object in the appro-
priate formats, and the object, which was textured using the PBR technique,
was brought to its final form in the 3D environment.

Figure 19. A screenshot of the interface of the Adobe Substance Painter program.

Referance: Personal Archive.

THE RELATIONSHIP BETWEEN HAND-PAINTING TECHNIQUE AND ILLUSTRATION
The use of PBR techniques for texturing three-dimensional objects and their
application methods in projects within the industry, particularly in the pro-
duction process of visual content design for video games or movies, have
been examined. This study revealed that large development teams or major
studios in the industry frequently prefer the PBR technique for texture map-
ping due to its fast production processes, low cost during production, and
ease of implementation. The fact that many large-budget video games today
feature graphics created using the PBR technique is considered an indicator
of the industry's approach. Examples such as Witcher 3, released by CD Pro-
ject Red in 2015, The Last of Us Part II, released by Naughty Dog in 2020,
and God of War, released by Santa Monica Studios in 2018, demonstrate
how much space large development studios give to textures and 3D visual
content designs produced using PBR techniques in their projects.

On the other hand, looking at these examples in general, it also reveals that
players need computers or computer-based equipment with quite high
graphics processing power to experience the game projects in question with
the artistic vision of the development team. The methods and techniques
involved in how video game graphics are transferred from the fictional three-
dimensional reality within the game to the two-dimensional game camera
reality, and then subsequently to the two-dimensional plane on the player's
screen, have been examined in this study on how game graphics work
(Kigtikkarakurt, 2021). (Rocky Mountain College Art & Design, 2024)
(Ting, 2021).
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When examining developments in the video game industry historically, it
was found during the research process that a technological turning point
also occurred in 2007. With the introduction of the first iPhone model on
June 29, 2007, a new platform emerged on which the video game industry
would spread and develop (Protectstar Inc., 2013). Although there had been
previous attempts and examples produced by different brands in the field,
the profound changes in mobile device usage habits brought about by the
iPhone device introduced on the date and their impact on the industry have
been examined (Medium, 2025) (Karcz, 2017) (Lyytinen, 2017).

Figure 20. A scene from the 2007 iPhone launch.

Referance: i0.wp.com (2025)

Before the introduction of the iPhone, the fundamental approach in the
video game industry was that players used computers or computer-based
gaming machines (Eng: Video Game Console) (Tr: Video Oyun Konsolu) to
experience video games. On the other hand, it was observed that players
who wanted to experience video games on the go turned to portable video
game consoles, which occupied a relatively smaller area within the industry
(Bryter, 2025). The period when the concept of mobile gaming began to de-
velop coincided with the transition of mobile phones to smartphones and
the widespread use of mobile data and digital app stores around the world,
which were able to respond to people's immediate needs.

The fact that mobile gaming has primarily continued to develop on mobile
phones has led developers to encounter a different problem in the game vis-
ual content design process in recent years. Since the primary purpose of
smartphones is to provide and enrich communication, and their secondary
function is to be used for gaming, it has been observed that their graphics
processing power is much more limited compared to other gaming ma-
chines. Since the priority of the graphics processing power in these devices
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is to provide visual feedback to the user, the graphics processing power avail-
able for playing video games was quite limited in the early days, thus neces-
sitating the development of a graphic narration style specific to mobile gam-
ing. At this point, it would not be inaccurate to say that the hand-painting
technique has become a more effective method of use in the industry.

Figure 21. An example image of the use of hand-painting techniques in mobile gaming.

Referance: tomsguide.com (2025)

When defined, hand painting (Eng: Hand Painted) (Hand Painting: HP) is
defined as the process of designing visual content that is appropriate for all
information content used by designers in illustrative narrative methods for
all graphic narrative content that the player will or will not interact with
during the game visuals development process (Sharifi, 2025; Bubenova,
2016).

As a method of producing visual content, the HP method involves the de-
signer drawing textures that reflect the physical reality of an object onto an
object that has already been modeled. During the research process of this
method, it was observed that, unlike PBR, the visual characteristics (mate-
rial, texture, colors, damage if any, etc.) that an object designed in a three-
dimensional environment will carry in the video game process are painted
onto it by the designer using specific software after the object's UV mapping
stage.

During the investigation of HP technique, it was determined that it is a more
economical graphics production method for developers compared to the
similar PBR technique. To elaborate, as previously mentioned in this study,
it has been emphasized that the fundamental reason objects in video games
appear more detailed and realistic over time is the increase in graphics pro-
cessing power and the ability to achieve higher resolution texture mapping
with this increased graphics processing power. However, when considering
the historical development of the specific games cited as examples, it is also
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emphasized that achieving more convincing graphic content has resulted in
players requiring computers with higher graphics processing power.

Figure 22. Hand painting techniques enable designers to adopt more artistic approaches.

Referance: creativHPlog.com (2025)

In contrast, when examining the video game content used by the HP tech-
nique, -compared to the PBR technique- these games can be played even on
computers with much lower graphics processing capabilities or on com-
puter-based video game experience devices. Aminian considers the HP tech-
nique to be more accessible to players than other texture generation tech-
niques. He also emphasizes the production process based on illustration,
noting that it is easier for developers to integrate their own artistic ap-
proaches into their games using this technique (Aminian, 2025). Further-
more, Aminian states that achieving full integration of this technique with
two-dimensional content to be used in games with three-dimensional ob-
jects is relatively easier and more seamless than other types of graphic con-
tent production methods.

As a designer experiencing the HP technique like the PBR technique was
considered beneficial for deepening this study. Although the start and end
steps of both methods are processed in accordance with the steps outlined
by Collins, as mentioned earlier, the HP technique evolves in a direction
quite different from the PBR technique during the texture mapping stage.
Therefore, it was considered beneficial to experience the technique through
specific software to distinguish the illustrative approach used in the HP tech-
nique from the approach used in the PBR technique.

A three-dimensional object previously prepared by the designer was im-
ported into the Blender 3D design program during this process. The im-
ported object was divided into parts during the UV mapping stage and re-
duced to two-dimensional surfaces to continue with the texture mapping
stage.
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Figure 23. A section of the UV Mapping interface of the Blender program.

Referance: Personal Archive.

During the UV mapping stage, the three-dimensional object converted into
two dimensions was reworked under the “Texture Painting” tab, one of the
native features of the Blender program. Upon examining the features offered
by the Texture Painting tab to the designer, it was observed that this interface
essentially has a visual content production infrastructure suitable for pixel-
based painting. It was determined that the brush, eraser, friction, blur, and
other features available to the designer, as well as the texture mapping in-
terface, incorporate graphic processing features commonly used by contem-
porary designers in pixel-based visual production programs (such as Pho-
toshop, Clip Studio Paint, Procreate, etc.). Furthermore, it was observed
during this process that, in addition to the Blender program's interface being
like other design programs, it also provides outputs compatible with other
design programs for further editing of images belonging to HP textures pre-
pared by designers within the program itself.

When comparing the process in the Texture Mapping interface with the pro-
duction processes in pixel editing programs that designers have previously
experienced, it was determined that all components involved in presenting
visual content to viewers—such as darkness-lightness, light-shadow, tex-
ture, glare, etc., which form the basis of the illustration area—are applicable
to the HP method for producing texture coatings using the HP technique.
The shield design, which the designer had previously modeled, was selected
as suitable for this stage to experience and examine the HP method. This
design, currently modeled within the Blender program, has been transferred
from three-dimensional modeling to the two-dimensional mapping stage
using the features offered by the program. In the two-dimensional mapping
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stage, the model was divided into surfaces to be split into parts based on
specific surfaces and prepared for mapping by the program.

Figure 24. A section of the shield model previously modeled by the designer.

Referance: Personal Archive.

After this stage, the object, which has been reduced to two dimensions using
the program's mapping feature, has been called up under the Texture Paint-
ing tab within the program because it has been converted to a format suita-
ble for the texture mapping stage. Here, the designer can see the object in
three dimensions, but because the mapping stage has been completed, the
pixels drawn by the designer on the three-dimensional object are instantly
transferred onto the two-dimensional mapping image. This is thought to
have been achieved by taking the painter's brushstrokes on the object from
the camera through which the designer views the object in the three-dimen-
sional universe and projecting them onto the two-dimensional texture map-
ping universe where the object is evaluated. Therefore, when painting on the
object at specific angles, it was observed that the shapes drawn on the object
according to the image seen by the designer's editing camera and appearing
correct relative to the editing camera were reflected onto the object with a
perspective that appeared correct relative to the editing camera, even when
viewed from other angles.

During the process of working under Blender's texture painting feature, it
was also noted that the program lacks layer and layer blending options com-
pared to other design programs. This situation made the designer feel more
limited compared to other design programs and prompted them to research
solutions to the problem. Since Blender is not owned by any developer com-
pany and is an open-source program developed entirely by the community,
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it was seen during this process that other users solved this shortcoming with
add-ons. By downloading and adding the UCU Paint plugin, which is also
completely free and open source like the Blender program, the designer was
able to work with multiple layers, as mentioned earlier in relation to other
design programs.

Figure 25. A screenshot of the Texture Painting interface in the Blender program

aF s lbtan2dTSVRD

Referance: Personal Archive.

During the process of drawing the object's texture, the basic color values for
the parts of the shield made of metal and wood were determined. During
the basic color determination phase, care was taken to ensure that both col-
ors contrasted with each other and that this contrast was not lost during the
detailing phase of both materials. After determining the basic colors for the
different materials on the object, the coloring and detailing of the wooden
parts continued. This detailing was done to present the viewer with many
rendered details -such as the veins, indentations, protrusions, organic
shapes, etc.- found on wooden objects, in a way that the object's base color
would create a wooden feel in the viewer. During the detailing phase, tech-
niques and methods from basic design education were also utilized, includ-
ing fundamental components of painting and illustration such as dark-
ness/lightness, sharpness/blur, warm/cool colors, etc.

After completing the texture drawing stage of the wooden part of the object,
the painting stage of the metal protrusions visible on the shield and the riv-
ets that hold the shield in place has begun. At this stage, during the process
of applying the base colors to the object, it was noticed that both the frame
and the rivets on it had the same tones, causing the contrast of the material
to appear incorrect. To prevent this problem, a different color was applied to
the rivets. During the coloring of the metal parts, features such as layers and
layer blends provided by the UCU paint add-on added to the program were
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utilized to ensure that the objects had different colors and that the details
painted on the objects did not blend with each other.

Figure 26. A screenshot of the UCU paint plugin included as an extension in the Blender program.

Referance: Personal Archive.

Like other design programs, the completed texture work has been separated
into layers within the program and baked into a single image to create a
unified visual. This visual was first saved to a different location on the com-
puter and then re-imported into Blender to begin adjusting the object's ma-
terials. In the HP method, since the light, shadow, and material texture prop-
erties that will fall on the object are manually drawn onto the object by the
designer, a difference was found between the painted image and the applied
image during the process of applying the texture to the object in the three-
dimensional virtual environment. This situation was thought to be related
to the lights placed by designers in the scene and the effect these lights create
on the object in all other texture generation methods for three-dimensional
objects. Therefore, it was understood that for the texture coatings drawn by
the designer on the object to appear as painted by the designer, the object
should not have parameters -such as reflection, metallicity, roughness, etc.-
which belong to three-dimensional reality.
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Figure 27. A close-up of the material arrangements in the texture work achieved using the Hand Painting
technique.

Referance: Personal Archive.

Research conducted at this stage has revealed that the Emissive parameter
among the material parameters of objects in three-dimensional reality is the
solution to this problem. It would not be entirely incorrect to define an ob-
ject in three-dimensional reality as an emissive object, meaning that the ob-
ject emits light outward from its center based on a value assigned to it by
the designer. Since the light-emitting object parameter can be managed with
a mapped visual, as in the PBR technique, the texture visual prepared by the
designer for this object was called up in the Blender program and then linked
to the light-emitting parameter in the material interface, revealing that the
object had the colors and brightness values painted by the designer. After
this stage, a camera was added to the scene, an appropriate angle was se-
lected, and a rendered image of the object was output

Figure 28. A sample of the rendered work produced using the hand-painting technique.

Referance: Personal Archive.
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CONCLUSION

By experiencing both the HP technique and the PBR technique as processes,
it has been determined how each technique is used within the industry
through which methods and approaches. This determination aims to evalu-
ate the strengths and weaknesses of both techniques. As a designer, the first-
hand evaluation of both techniques has created an academic resource for
designers regarding the problems or issues they may encounter in produc-
tion processes.

It has been concluded that the PBR technique has a significantly faster pro-
duction process compared to the HP technique when used in the texture
production process. Although other programs were available in this experi-
ment, the features of the software obtained by the designer were examined,
and the advantages it offered to the designer were experienced. During the
examination of the Substance Painter software, the editable materials, lay-
ers, and masking features within the program were tested, along with many
properties of these editable materials, such as metal, gloss, roughness, color,
texture, etc. It was determined that the PBR technique, by offering the de-
signer such a wide range of editable options, has made the texture produc-
tion process much faster than previous examples and is therefore a method
that offers advantages in terms of production.

On the other hand, the process of importing textures obtained using the
PBR technique into a 3D design program requires a different image for each
parameter of the object. The increase in image resolution quality also allows
the object to respond more realistically or accurately to light, which was ex-
amined at this stage. Although the experiment was conducted on a basic
object, it was seen as a problem that the designer had to wait before render-
ing the object, or that the computer, which did not experience performance
loss in the mode where the object was only viewed in three dimensions, had
to wait until it read the textures when it switched to the rendering mode. As
can be seen from the video game examples given in the section describing
the PBR technique, games created with this technique have higher system
requirements. Although tested with a simple object, this has been a process
experienced by the designer. For this reason, it has been determined that the
PBR technique is a more disadvantageous technique for users compared to
the HP technique due to its significantly higher system requirements.

On the other hand, during the process of experimenting with the HP tech-
nique, it has been determined that all details to be added after the mapping
stage of the model must be drawn onto the model by the designer. It has
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been experienced that all color and texture information related to the object's
light-receiving or non-light-receiving parts, as well as the different parts of
an object with multiple materials, such as the shield object example, which
are perceived differently by the viewer, are drawn at this stage using illustra-
tive methods. For this reason, it has been seen that for the HP technique to
achieve a successful result, designers must be individuals who already could
produce illustrations and basic design education knowledge. Furthermore,
considering that in the HP technique, the visual work done by the designer
determines how the object will look, it has been learned during this process
that the HP technique allows designers to better and more deeply reflect
themselves or their artistic views. However, it has been determined that, due
to the production process taking much longer than the PBR technique, it
may not be very advantageous for developers in the industry in the short
term.

When considering video game production, it has been observed that the HP
technique, which incorporates all the responses an object would give to light
through images drawn on it, does not require high-system-requirement
lighting effects such as real-time lighting or volumetric lighting used in PBR
techniques. Although this technique requires a longer production time com-
pared to other techniques and is therefore costly from a developer's perspec-
tive, it has been determined that it will be more advantageous in terms of
cost in the long run compared to the PBR technique, as it is anticipated that
sales will be spread across a wider base.
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KEYWORDS:

3d Modeling: It is the process of drawing an object on the X, Y, and Z planes within a
virtual reality environment by utilizing features from modeling programs that
employ vector equations.

Texture Painting: It is the process of creating visuals by using pixel-based programs
that work on two-dimensional versions of three-dimensional models, to make
them appear more realistic and believable.

Game Design: Game design constitutes the process through which designers fabricate
all the visual, auditory, and mechanical elements that comprise video games
during the development phase of the game.

Property (Prop) Design: Property design constitutes one of the integral components
of the visual content design process in video game development. It is defined



ILLUSTRATION | 195

as the design process pertaining to all objects that will be utilized in the scene
setting within a video game.

Illustration It constitutes a collective designation for all forms of artistic work, includ-
ing drawing, painting, and decorating, that facilitate expression required for
presentation in a textual, definitional, or visual format.






CHAPTER 9

THE VISUAL STORYTELLING PROCESS THROUGH ILLUSTRATIONS IN
PICTURE BOOKS FOR CHILDREN

MUGE CAFEROGLU
ORCID: 0000-0002-1224-5721
Bursa Uludag University

ABSTRACT

Picture books are among the fundamental tools that support children’s cog-
nitive, emotional, linguistic, and aesthetic development during early child-
hood. The holistic integration of visual and textual elements in these boks
designed in accordance with children’s developmental levels, literary crite-
ria, and artistic sensitivity contributes to the stimulation of curiosity, the
enhancement of imagination, and the strengthening of perceptual skills.
Children’s picture books are approached as multilayered narrative structures
that generate meaning through the reciprocal interaction of text and image,
with particular emphasis on the role of illustration as a primary carrier of
narrative in early childhood. The aim of this study is to examine the inter-
disciplinary and multilayered nature of illustration in children’s picture bo-
oks and to make visible the construction of original and high-quality visual
narratives through their production stages and core components. Conducted
within the framework of a qualitative research approach, the study employs
literature review and document analysis methods. In this context, national
and international academic sources related to children’s literature, visual
storytelling, cognitive development theories, and picture book illustration
processes are comprehensively examined. The initiation of the illustration
process in a picture book project involves a complex structure in which pro-
duction stages are not strictly defined, and design decisions evolve progres-
sively and simultaneously. Accordingly, this study proposes an illustration
production process model for children’s picture books. The proposed model
is structured as a holistic design process encompassing text analysis and the-
matic interpretation, character design, storyboard and sketch development,
visual concept and style determination, page layout, and pre-publication pre-
paration stages. This framework aims to support illustrators in consciously
constructing narrative rhythm, emotional tone, and visual continuity thro-
ugh informed design decisions. In this respect, approaching the illustration
process within a systematic framework is considered to offer a guiding refe-
rence for illustrators and designers.
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INTRODUCTION

Children learn to read visual images long before they learn to write. Visual
elements such as color, shape, direction, repetition, and composition create
intuitive meaning for the child. Visuals allow for the concretization of abst-
ract concepts. Visual literacy is defined as an individual's ability to analyze,
interpret, and construct meaning through visual images. Illustrated child-
ren's books are one of the most important tools for developing this skill at
an early age. Visual storytelling makes the text understandable by making it
concrete, while also providing a cognitive framework that maintains the
child's attention, strengthens memory, and stimulates imagination. Illustra-
ted children's books are important cultural products where text and visual
narrative integrate to create meaning, contributing to children's cognitive,
emotional, and aesthetic development in many ways. Especially in early
childhood, the development of visual perception before verbal narrative ma-
kes the role of illustration in illustrated books not merely a supporting ele-
ment, but a fundamental carrier of the narrative. Visual storytelling with il-
lustration is a multi-layered process involving the reconstruction of narrative
components such as atmosphere, character, time, and place through visual
language. In this process, the illustrator is not merely a visualizer, but an
active narrator who determines the rhythm, emotional tone, and narrative
gaps of the story. Visual choices, compositional decisions, color usage, and
page layout directly influence how the child perceives and interprets the

story.

Illustrated children's books are one of the most effective tools a child enco-
unters in the process of perceiving and understanding the outside world.
Therefore, the visual design and illustration of children's books are just as
important as their writing. Illustration should not be considered merely a
secondary element supporting or explaining the text in children's books. On
the contrary, in some cases, it functions as an independent visual narrative
language that complements layers of meaning not present in the text and
expands the narrative. Especially in illustrated children's books aimed at the
preschool period, children participate in the narrative by "reading" the visu-
als on their own, in addition to having an adult read the text. This process
offers an important learning experience that develops the child's imagina-
tion, interpretation skills, and visual literacy (Dag, 2015, p. 50). Visual story-
telling in illustrated children's books requires a conscious design process
that must be structured taking into account the child's age group and cogni-
tive development level. Overly descriptive or insufficient visual storytelling
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can make it difficult to understand the story and can also limit the child's
connection with their imagination.

The quality of visual language enables picture books to fulfill their educati-
onal and artistic functions, as well as gaining a distinctive value in today's
intense and competitive publishing environment. The aim of this research
is to examine the interdisciplinary and multi-layered structure of children's
picture book illustration, and to make visible the stages of formation and
production process components of an original and high-quality visual narra-
tive. In this research, findings were obtained using literature review and do-
cument analysis methods within the framework of a qualitative research
approach. In line with the aim of the research, national and international
academic sources on picture books and child development, visual story-
telling and the interaction between child readers, text and visuals, and the
children's book illustration process were examined. Starting the illustration
process in a picture book project often presents a complex structure invol-
ving multi-dimensional and mutually reinforcing design decisions, where
the production stages are not clearly defined. Accordingly, the research star-
ted with the question, "What should the roadmap be for a designer when
starting the illustration process of a children's picture book?" and a design
process proposal that addresses the illustration production process for child-
ren's picture books with a holistic approach has been developed. The propo-
sed approach to book illustration begins with analyzing the text and conduc-
ting thematic analysis. This is followed by character design development and
storyboarding and sketching to visually construct the narrative. Further sta-
ges focus on determining the book's visual concept and illustration style,
followed by structuring the visual narrative through page layout and com-
position decisions. All these stages culminate in the publication preparation
process, which makes the book ready for production. In this context, it is
believed that addressing the illustration process within a systematic fra-
mework provides guidance for both designers and researchers.

PICTURE BOOKS AND CHILD DEVELOPMENT

Children’s literature is closely related to children’s developmental stages and
plays a significant role in educational processes. In addition to supporting
language development, literacy skills, and perceptual abilities, it also contri-
butes to children’s acquisition of knowledge about their environment, cul-
ture, and the world. A well-crafted children’s book enables children to view
the world from multiple perspectives, explore their emotions, and establish
connections with others. Books also support the development of social skills



200 | ILLUSTRATION

by fostering behaviors such as empathy, cooperation, problem-solving, and
helping others (Gonen, 2015, p. 277). Picture books, as a branch of child-
ren’s literature, are designed to convey basic concepts and knowledge to
children from the preschool period onward through visual narratives, often
containing minimal text or relying entirely on images. The most distinctive
characteristic of these books is that the narrative progression is predomi-
nantly driven by illustrations. Picture books constitute children’s first point
of contact with literature. Even before children are able to read written text,
they are drawn into the narrative through illustrations, which communicate
meaning through their own visual language. Early reading experiences are
largely grounded in this form of visual reading (Ozen, 2022, p. 898). At the
core of visual literacy lies not only the act of seeing, but also the processes
of interpreting, questioning, and reconstructing what is seen. In this sense,
children’s book illustrations function as learning spaces that shape how
children perceive and make sense of the visual world.

Picture books for children can generally be examined under two main cate-
gories: fictional and educational works. Nevertheless, publications that in-
corporate both fictional and educational characteristics are also common.
Children’s picture books constitute one of the significant stimuli through
which children encounter the external world. Therefore, books intended for
children who are regarded as the fundamental actors of the future require
not only careful writing but also thoughtful illustration and design. Illustra-
tions in children’s books should not be regarded merely as elements that
support or accompany the text; rather, they often function as complementary
components that convey meanings the text alone cannot express. Particu-
larly in picture books prepared for the preschool period, children do not me-
rely listen to the text read aloud by an adult but simultaneously “read” and
interpret the visual images on the page in accordance with their own cogni-
tive processes. This experience offers an important opportunity for the de-
velopment of imagination and interpretive skills (Dag, 2015, p. 50). Child-
ren’s book illustration constitutes a field of visual communication that must
be structured in accordance with the reader’s age level. Each age group exhi-
bits distinct developmental characteristics in terms of perceiving the world,
symbolic thinking, and aesthetic evaluation. For this reason, the complexity
of visual design, color usage, character representations, and spatial organi-
zation should be carefully conceived in an age-appropriate manner.

Jean Piaget, a pioneer of educational psychology, argued that children can
only comprehend the world within the limits of their own developmental
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stages. His work from the 1930s to the 1970s revolutionized the description
of the developmental processes of the child's mind (Salisbury & Styles, 2020,
p. 72). Piaget's (1952) theory of cognitive development states that children's
ways of understanding their environment change gradually with age. Simi-
larly, Lowenfeld's (1947) stages of children's art are an important point of
reference for understanding the development of visual perception and for-
mal expression. In children's book illustration, these theoretical foundations
offer guiding principles that determine how visual language should be simp-
lified or enriched. For children aged 0-2, books, like toys, are tools that sa-
tisfy the need for play and appeal to multiple senses. In this age group, books
function as objects of discovery that support sensory experiences such as
touch, hearing, and sight. By the age of 2-4, books have a significant impact
on a child's conceptual development and comprehension skills. During this
period, picture books help children name newly learned concepts, establish
relationships between them, and thus develop their basic cognitive proces-
ses (Pekdogan, 2017, p. 317). Since children's emotions, thoughts, and de-
sires change rapidly in the 4-6 age range, the books offered need to be di-
verse. Books prepared in different sizes, and consequently varying the scale
of the visuals, can help meet the child's constantly changing interests. From
birth to six years old, contextual qualities in children's books play an impor-
tant role in developing children's sensitivity towards life, people, and nature.
Children's ability to perceive beauty, understand emotions, and show care
for nature and living things depends on the book reflecting this sensitivity.
Therefore, the child's reality, literary criteria, and artistic sensitivity should
be reflected in the text. Such books should support children in taking res-
ponsibility for their perception and thinking through implicit themes, con-
tain clues appropriate to their cognitive level, and allow them to participate
in a fictional adventure using their imagination. The suitability of a children's
literature work for a child depends on whether the plot, characters, theme,
language, and narrative are designed according to the child's reality (Cer,
2016, p. 86). When the visual and textual elements of books are integrated
with the child's reality, literary criteria, and artistic sensitivity, they enable
multifaceted learning experiences in early childhood by developing child-
ren's curiosity, imagination, and perceptual skills.

Children’s book author and illustrator Suzy Lee characterizes the picture
book as, fundamentally, a playground. According to Lee, the reader discovers
the story by following limited visual cues, much like solving a puzzle, and
the ambiguity that emerges in this process should not be perceived as a so-
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urce of discomfort; rather, it constitutes one of the most productive mo-
ments of a creative reading experience. Referring to Perry Nodelman’s defi-
nition of reading in The Pleasures of Children’s Literature as “a source not
of answers to be accepted, but of questions to be considered,” Lee argues
that picture books similarly offer a structure that enhances the reader’s cog-
nitive engagement and encourages intellectual exploration (Lee, 2022, p.
141). Rather than directing the reader toward a single, definitive interpreta-
tion, Lee emphasizes that thinking within the gaps between visual and ver-
bal signifiers enables active participation in the creative process. She high-
lights that this “playground” provided by picture books holds indispensable
value for the development of creative reading skills in children.

Barbara Bader, in her work From the Ark to the Beast Within, defines the
picture book as an artifact that, through its text, images, and overall design,
functions simultaneously as a product of creation and commerce, as well as
a social, cultural, and historical document, while above all offering a unique
experience for the child reader. As an artistic form, the picture book is const-
ructed upon the interdependence between words and images, the simulta-
neous display of facing pages, and the dramatic effect that unfolds through
the act of page-turning. As Bader emphasizes, picture books are both art
objects and foundational literary forms of early childhood, presenting rea-
ders with compelling drama through the interaction of visual and verbal nar-
ratives. The gap and tension between what words state and what images
reveal give rise to what is described as a “reader gap,” a space of meaning-
making that can be challenging to interpret. Young readers, however, are
willing to engage with this effort only when the picture book itself warrants
such interpretive investment (Salisbury & Styles, 2020, p. 69).

When children's way of understanding the world is shaped by the interaction
of their inner experiences and external perceptions, the foundations of ima-
gination and creativity are laid. As Vygotsky stated, everything a child sees
and hears forms a basis for their future creative activities. Through these
experiences, the child accumulates the material they will use in building
their imaginary world in the future (Carnaval, 2023). Picture books play an
important role in supporting cognitive, emotional, linguistic, and aesthetic
development in early childhood. Designing the visual and textual elements
of books in an integrated way, within the framework of children's develop-
mental stages, literary criteria, and artistic sensitivity, allows children to de-
velop their curiosity, imagination, and perceptual skills. The selection of age-
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appropriate visual and textual content nourishes children's conceptual un-
derstanding, empathy, and emotional awareness, while also encouraging
their thinking and questioning skills through implicit themes. Educators
and parents can contribute to providing multifaceted learning experiences in
early childhood by actively participating in the process of selecting and pre-
senting books appropriate to children's developmental needs.

VISUAL STORYTELLING AND CHILD READERS

Visual storytelling creates a unique form of communication that directly im-
pacts the emotional and cognitive processes of child readers. Children's pro-
cess of understanding the world is shaped in parallel with their cognitive
development stages. In illustrations for early childhood, elements such as
formal simplicity, high contrast, rhythmic repetition, and color saturation
are fundamental tools that support a child's visual perception. In older age
groups, the symbolic level of visual narrative increases; children begin to de-
cipher not only what they see but also the emotional and cultural layers imp-
lied by the visual.

Suzy Lee argues that the extraordinary quality of picture books stems not
from the author or the medium itself, but from the unusual ways children
perceive and think. According to Lee, the simplicity needed to explain comp-
lex concepts to a young child is the fundamental guiding principle in picture
book creation; because simplicity makes it possible to approach the essence
of the narrative. The author's main effort is concerned with finding the clo-
sest possible form to this simple truth. While reminding us that masters
have created picture books inspired by children, Lee emphasizes the privi-
lege of being able to directly interact with children in her own production
process. According to her, the energy received from children as creative rea-
ders is a great blessing for the author, and she states that viewing the picture
book solely as a tool for children is misleading; on the contrary, the presence
of children makes the development of this creative tool possible (Lee, 2022).
Lee emphasizes that the true power of the picture book comes not from the
author's creation, but from the way children perceive the world; therefore,
the picture book should be considered a space of reciprocal interaction
between child and illustrator.

Illustrations constitute an integral component of the text in picture books
and hold multifaceted significance for the child reader. First, illustrations
encourage children to engage with reading and facilitate active interaction
with the text. They prompt children to search for hidden objects or charac-
ters, to name what they see, and to anticipate forthcoming events. Young
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children’s natural inclination toward games such as hide-and-seek and dis-
covering concealed details is readily activated through such visual elements.
As noted by Perry Nodelman, the appeal of a successful picture book arises
from the ongoing tension between the static moments presented in images
and the narrative flow of the text that connects them (as cited in Fang, 1996,
p. 137; originally Lukens, 1990). Second, picture books function as effective
tools for fostering and supporting children’s creativity. When engaging with
picture books that contain minimal verbal text, children actively employ
their imagination to construct meaning. Through this process, they learn to
generate mental narratives based on visual cues, to fill in narrative gaps, and
to reconstruct the story through their own interpretations. Third, illustrati-
ons assist children in forming a cognitive framework that enables them to
comprehend written text more easily. Given young children’s limited atten-
tion span, restricted vocabulary, developing syntactic abilities, and emerging
knowledge of the world, illustrations play a critical role in supporting narra-
tive structure and character development. Fourth, images in picture books
contribute to the development of children’s aesthetic perception of art and
beauty. Finally, visual elements in picture books make a substantial contri-
bution to children’s language and literacy development. The combination of
text, imagery, and engaging subject matter enriches children’s cognitive
world, sustains their imagination and curiosity, and supports the acquisition
of a broader vocabulary that can be used in discussion, questioning, and in-
terpretive dialogue related to the book (Fang, 1996). In light of Fang’s study,
it can be argued that the functions assumed by illustrations in children’s
processes of decoding, interpreting, and reconstructing text strengthen the
foundations of early literacy skills. Moreover, enhancing children’s levels of
visual literacy directly contributes to their capacity for critical thinking, cre-
ative problem-solving, and the evaluation of diverse forms of artistic expres-
sion in later stages of development.

Children's literature is suitable for children to the extent that it reflects their
nature, perspective, linguistic and cognitive development, and artistic sensi-
tivity. Therefore, the subject of children's books should be the child. Child-
ren, especially those aged 0-6, should be at the center of books with their
curiosity, desire to explore, sincerity, dynamism, enthusiasm, imagination,
and creativity. Suitable children's books convey children's world, feelings,
and thoughts in a natural way (Cer, 2016, p. 78). Illustrator and academic
Ismail Kaya emphasizes the importance of illustration in children's books
under the following headings:
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e [Illustrations help children understand the content in the book.

e The unique language of the illustrations supports the retention of the
understood content.

e Retaining the understood content makes it easier for the child to learn
written language.

e The quality of the illustrations contributes to the development of the
child's aesthetic appreciation.

For this reason, in order to support children’s aesthetic and sensory deve-
lopment, children’s books should incorporate high-quality illustrations that
are appropriate to the target age group. Picture books positively influence
processes of perception, learning, and memory, thereby contributing to the
development of aesthetic appreciation and mediating children’s first enco-
unters with art (Dag, 2015, p. 51). The illustrator’s ability to develop a free
and original style namely, to establish a personal visual discourse enhances
the book’s appeal while also fostering curiosity for future works. From the
child’s perspective, this originality increases interest in the book and makes
a significant contribution to the development of aesthetic sensitivity. Diverse
and varied illustrative approaches enable children to step into new imagina-
tive worlds and in doing so, expand the boundaries of their imagination
(Kara, 2012, p. 230). More specifically, the concept of child appropriateness
encompasses a wide range of criteria, including the use of language and vi-
sual art, the qualities and behaviors of characters, thematic diversity, the
structure and coherence of the plot, the representation of space, the book’s
size and visual format, the attractiveness of the cover, paper and binding qu-
ality, page layout, typography, the visual quality of illustrations, spatial con-
sistency, the avoidance of gender stereotypes or traditional biases, the rejec-
tion of controlling or authoritarian perspectives, and the refusal to legitimize
fatalistic or superstitious discourses. Collectively, these variables ensure that
a book aligns with both children’s lived realities and artistic sensibilities,
while also meeting literary standards that nurture curiosity, inquiry, and ini-
tiative within the child-book relationship (Cer, 2016, p. 79).

Kate Raney, who completed her doctoral dissertation on visual literacy in
1998, relates the concept of visual literacy to cultural and ideological practi-
ces at the intersection of art, education, and philosophy disciplines. Accor-
ding to Raney's definition, visual literacy can be defined as the thinking pro-
cess aimed at understanding the meanings of images and objects, how they
come together, how they are reacted to and interpreted, how they can func-
tion as forms of thought, and how they are situated within the social context
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in which they appear. In our increasingly visual age, it is crucial for children
to develop the skills to examine, appreciate, and interpret visual materials,
including design. Children often have a natural interest in images, colors,
and shapes from an early age. However, this instinct can be reinforced and
strengthened through conscious instruction and opportunities to analyze vi-
sual texts in depth (Salisbury & Styles, 2020, p. 71).

The decisive role of vision in children’s processes of acquiring knowledge
renders visual elements indispensable in children’s books. This visual di-
mension, which supports children’s interaction with their environment and
activates sensory, linguistic, cognitive, and mental abilities, necessitates
conscious and informed choices regarding the quality of children’s books.
Accordingly, selecting books that are visually well-designed is considered
both an academic and pedagogical requirement for guiding children’s deve-
lopmental processes in a healthy manner. At this point, significant responsi-
bilities fall upon both educational institutions and parents. The fundamental
expectations regarding the visual quality of children’s books may be grouped
under several criteria: the age appropriateness of illustrations, the harmony
between text and visual elements, the illustrator’s original style, the treat-
ment of reality, and conformity with generally accepted principles. In order
for these criteria to be evaluated effectively, it is particularly important to
enhance parents’ levels of aesthetic knowledge and awareness (Kara, 2012).
Children’s book illustration constitutes a field of visual communication that
must be structured in accordance with the reader’s age level. Each age group
exhibits distinct developmental characteristics in terms of perceiving the
world, symbolic thinking, and aesthetic evaluation. Therefore, the comp-
lexity of visual design, the use of color, character representations, and spatial
organization should be conceived in an age-appropriate manner. Picture bo-
oks represent one of the most original and compelling narrative forms of
children’s literature, offering a communicative space in which text and
image operate as an inseparable whole. In such books, meaning is not con-
fined to what is conveyed by written words or images alone; rather, a dyna-
mic narrative structure emerges through the interdependent relationship
between these two elements. Children’s interpretation of the story, their
perception of characters, and their ability to establish relationships between
events largely depend on this multilayered narrative structure.
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THE VISUAL STORYTELLING PROCESS THROUGH ILLUSTRATIONS

The process of creating picture books encompasses a multi-stage and inter-
disciplinary production process, from the creation of the text to its transfor-
mation into a ready-to-publish product. In this process, illustration is posi-
tioned as a narrative tool that supports and expands the meaning of the text,
while design decisions such as typography, page layout, composition, and
material selection determine the overall visual language of the book. Espe-
cially in picture books for children, the visual reconstruction of the narrative
carries a pedagogical, cognitive, and communicative responsibility. Transfer-
ring a story text to the visual production process requires a holistic approach
to evaluating the illustrator selection, the harmony between narrative and
visuals, stylistic and technical decisions, and the formal characteristics of the
book.

Illustration generally functions as a visual accompaniment to words, enric-
hing the reading experience of a book and stimulating the imagination. In
picture books, however, words and images are interdependent in conveying
meaning; when considered in isolation, each may carry limited significance,
yet together they form a coherent and meaningful whole. The most effective
picture books establish a dynamic relationship between verbal and visual
elements. This interaction between word and image constitutes the founda-
tion of a picture book’s success. Even when either the visual imagery or the
written text is of high quality, the book may fail to achieve an impactful unity
if this relationship is not successfully integrated. Highly accomplished illust-
rators, such as Maurice Sendak, have created memorable works by harmo-
niously uniting words and images. Similarly, authors including Martin Wad-
dell, Jon Scieszka, and Chris Raschka have collaborated closely with illustra-
tors to ensure a productive and satisfying interaction between visual and
verbal texts. Perry Nodelman argues that what distinguishes picture books
from other visual and verbal art forms is the “unique rhythm created by the
combination of images and words.” According to Nodelman, words can en-
rich the meanings generated by images, thereby strengthening the narrative
as a whole (Salisbury & Styles, 2020).

Picture books are designed to offer children both visual and auditory expe-
riences. Within the framework of graphic design, illustrations, which are
presented alongside a written text or story and form visual representations
of words, serve to enhance the comprehensibility of the written text. In pic-
ture books for children, illustrations are more than just an explanation of
the written text; they enrich and deepen the text as the story progresses.
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Furthermore, by depicting the actions, challenges, and successes in the story,
as well as the characters' emotions such as fear, sadness, and joy, they cont-
ribute to the reader's understanding of the characters (Ersan & Bayraktar,
2021, p. 1362).

One of the first elements to consider in the visual production process for an
approved story text is the congruence between the narrative and the illust-
rator in terms of style and technique suitable for publication. These two ele-
ments greatly influence the overall atmosphere of the story and can therefore
directly contribute to the success or failure of the publication. According to
Martin Ursell, “author-illustrator is a rare occurrence, and most illustrators
working in the field of children's books illustrate stories by other authors
instead of their own texts.” Therefore, selecting the appropriate illustrator
at the beginning of the publishing process and clearly defining the art direc-
tor's expectations for the book are of great importance. Otherwise, misun-
derstandings may arise, jeopardizing the healthy and smooth progress of the
publishing process (Ursell, 2013, cited in Hladikova, 2014, p. 21). The
unique visual structure of a picture book means that editorial and design
inputs can often overlap. In other words, the way in which text and visuals
are visually integrated affects the message the book conveys. Therefore, even
if a picture book publisher works with a single editor as their main point of
contact, if the project is for a larger publishing house, they can expect to
meet with various individuals who will contribute to the book's develop-
ment. This could involve changes in characterization, the overall structure
of the series, the use of colour, and almost every aspect of the book's identity.
Regular meetings may be held between the company's editorial team and the
sales and marketing team, particularly regarding the cover, which has been
shown to have a significant impact on book sales (Salisbury & Styles, 2020,
p- 170).

The process of creating illustrated storybooks involves considering various
criteria in terms of illustration, content, and physical characteristics. A fun-
damental requirement in the production of such books is the harmonious
integration of narrative and visual language between the author and illust-
rator. After the text and visual narrative are created, the formal characteris-
tics of the book are considered within the framework of elements such as
binding, cover design, front and back cover pages, paper type, size, page mar-
gins, and font size.

The formal qualities of illustrated storybooks should meet the following cri-
teria:
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e Cover illustrations should be vivid, visually engaging, and form a mea-
ningful unity with the book’s content.

e The physical size and volume of the book should be appropriate to the
child’s physical and cognitive development and should not be excessively
large.

e The typefaces used should be of a size that does not strain the eyes, and
the print quality should be high.

e Visual elements in books and magazines should possess aesthetic and
artistic value and be designed in accordance with the child’s age, psyc-
hological development, and the thematic content of the book.

e The written text should be flawless in terms of spelling, punctuation,
and syntax.

e Books should feature durable and aesthetically pleasing binding; line
spacing should be neither too narrow nor too wide; and approximately
three-quarters of the page should be allocated to visual elements, with
the remaining quarter devoted to text (Giile¢ & Gonen, 1997, p. 44).

Initiating the illustration process of a picture book project is often regarded
as a multilayered and complex design endeavor characterized by uncertain-
ties regarding the sequence of production stages. In order to provide a gui-
ding framework for designers, Figure 1 presents a proposed design process
diagram for the illustration of children’s picture books. According to this
proposed framework, the illustration process begins with textual analysis
and thematic interpretation. Following the analysis of the text, the process
continues with character design, storyboard development, and sketching. In
the fourth stage of the process, the designer undertakes studies aimed at
determining the visual concept, settings, and illustration style of the book.
The process then proceeds with page layout and compositional decisions
and is completed with pre-publication preparation. The stages included in
this proposed process may be addressed in different sequences or carried out
simultaneously, depending on the designer’s working method and the spe-
cific requirements of the project. For instance, it is possible to initiate the
storyboard phase while character design is still in progress, or for ideas rela-
ted to visual concept and style to emerge during the early stages of the pro-
cess. Within this framework, the proposed process diagram does not presc-
ribe a rigid sequence of stages; rather, it aims to outline the general workflow
of picture book illustration and to provide a flexible structure that accom-
modates the dynamic nature of the design process.
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1- Textual and ‘ 2- Character | 3- Storyboard and
Thematic Analysis Design Sketching Process

4- Visual Concept
and Style
Determination

5- Page Layoutand | 6- Preparation for
Composition Publication

Figure 1. Proposed Illustration Process for Illustrated Children's Books.
Reference: Caferoglu, 2025. Created by the author.

1- Textual and Thematic Analysis

The illustration production process for picture books begins with a multi-
layered analysis of the text. This stage is crucial for the illustrator to deter-
mine which narrative gaps to fill and which to consciously leave open when
transforming the text into a visual language. In the first stage, the text sho-
uld be read intuitively and holistically, without any preconceived visual de-
cisions. The aim of this reading is not so much to grasp the plot of the nar-
rative, but rather to understand the overall emotional tone, rhythm, and at-
mosphere of the text. According to Nodelman (2008), picture books should
be evaluated not only by "what is being told" but also by "how it makes you
feel." Therefore, the emotion the text evokes in the reader forms the basis of
the visual language that will be created later.

The illustrator’s first step after accepting a project is to become thoroughly
familiar with the entire narrative text. The story constitutes the primary so-
urce of inspiration for the illustrator; therefore, paying close attention to de-
tails that may trigger an original or insightful perspective on the narrative is
of critical importance and provides a strong starting point for the visual de-
velopment process. There are numerous ways to bring illustrations to life.
The use of movement expressed through body language, facial expressions,
and environmental elements and the expressive potential of these compo-
nents are as significant as the overall consistency of the book’s visual langu-
age. Moreover, the emotional content of the story, often conveyed through a
combination of composition, color, line, or stylistic choices, can generate
excitement, sustain interest, and offer points of emotional connection for
the reader. This, in turn, makes the illustrations a powerful and integral com-
ponent of the reader’s experience. The originality of settings, the choice
between two-dimensional or three-dimensional imagery, and the overall
narrative atmosphere may also play a crucial role in capturing the reader’s
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attention and sustaining engagement with the story (Hladikova, 2014, p.
22).

The text is analyzed by dividing its narrative structure into introduction, de-
velopment, and conclusion. This stage is crucial for determining the rhythm
of visual storytelling and the organization of page layout. Nikolajeva and
Scott (2006) emphasize that in picturebooks, narrative structure is const-
ructed not only through verbal elements but also through visual sequencing.
Accordingly, decisions regarding which scenes require single-page illustrati-
ons, which demand double-page spreads, and which moments should be
supported by silence or visual gaps are made during this analytical phase. At
the core of textual analysis lie the main theme of the narrative and the subt-
hemes that support it. While the main theme defines the fundamental con-
cern of the text (such as growth, separation, relationship with nature, iden-
tity, or belonging), subthemes create emotional or conceptual layers that de-
epen this central axis. In picturebooks, visual elements often assume the role
of conveying subthemes that are not explicitly articulated in the text. This
allows images to move beyond mere repetition of the written narrative and
instead establish an expanded and complementary field of meaning (Niko-
lajeva & Scott, 2006). Teri Sloat notes that she primarily considers the “we-
ight of the story,” an approach that involves analyzing the narrative’s mood,
theme, the significance of the characters, the setting of the story, and its
natural pacing. In contrast, Ann Dewdney argues that the design process is
entirely grounded in both the flow of the book and the emotional content
carried by each page. Regardless of which approach the illustrator adopts, it
is reasonable to conclude that attention to these factors significantly sup-
ports the illustrator in making critical decisions regarding the balance
between text and image, character development, overall layout, use of white
space, text segmentation, color schemes, and visual style (Hladikova, 2014,
p. 22). During the text analysis process, it is essential to distinguish between
what the text explicitly states and the areas it deliberately leaves open. In
picturebook design, these gaps function as fundamental narrative spaces
that sometimes encourage the reader to pause and at other times to reflect
(Nodelman, 2008). Illustration should therefore generate meaning within
these intentionally unspoken spaces rather than merely replicating the text,
thereby opening up an interpretive space for the reader.

While there is no single method for correctly segmenting a text, there are
fundamental principles that editors and illustrators should consider. The
author is responsible for conveying the plot to the reader, while illustrations
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are expected to enhance the reader's imagination and emotional enga-
gement, while also allowing for personal interpretation. In this context, sce-
nes that offer implied meaning are often more effective than direct visuali-
zation of actions explicitly stated in the text. Therefore, granting the illust-
rator creative freedom in selecting the text sections to be illustrated is an
approach that enhances the visual power of the narrative and is often prefer-
red by illustrators (Salisbury, 2004, Creative Choices, 2009, cited in Hla-
dikova, 2014, p. 27). If a character is present in the narrative, their transfor-
mation throughout the text should be examined in detail. Whether the cha-
racter is active or passive, whether they undergo change, and their emotional
journey directly influence the decisions regarding visual representation.
Suzy Lee notes that, especially in nonverbal narratives, a character's body
language, scale, and position within a space carry emotional information
that the text doesn't explicitly state (Carnaval, 2023). The illustrator often
consciously visualizes emotions that are not clearly expressed in the text.

Coherence refers to how meaningful the arrangement of ideas in a text is to
the reader and the extent to which the language used clarifies the relations-
hips between these ideas. In picture books, illustrations contribute signifi-
cantly to this coherence when they are integrated harmoniously with the
text or provide reference clues to the text. Furthermore, in texts where the
references to personal and demonstrative pronouns are unclear, illustrations
clarify the meaning. In short, images both reinforce textual coherence and
eliminate ambiguities, making the story understandable (Fang, 1996, p.
135). When the text and visuals corroborate each other, the image-text
congruence contributes to the holistic construction of the narrative. Accor-
ding to Schwarcz, in this relationship, visuals support what is expressed in
the text in parallel, but due to the more concrete nature of visual narrative,
there is no complete repetition. Within this framework of congruence, il-
lustrations can assume different functions: in a reducing function, the illust-
ration simplifies or reduces the narrative contained in the text; background,
side events, or certain actions may be consciously omitted. In its elaboration
function, illustrations can expand upon and elaborate on what is expressed
in the text, and this is considered one of the basic functions of illustration.
Enhancement, closely related to elaboration, involves the illustration tem-
porarily pausing the flow of the main narrative to visually add elements not
directly mentioned in the text but which may have occurred before or after
the event. Expansion deepens the interpretation of a simple statement.
Completion should be considered not as a separate subcategory, but rather
as a combination of the reduction, elaboration, enhancement, and expansion
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functions mentioned above. In this context, illustrations complement the
text's "true meaning" according to the illustrator's interpretation. Finally, in
an alternative progression, the narrative alternates between text and visuals,
with some stages of the plot being conveyed solely through visuals
(Schwarcz, 1982, cited in Sipe, 2012, p. 13). In line with these approaches,
the illustration-text relationship in picture books is considered a structural
element that directly participates in the process of meaning production, not
merely supporting or explaining the narrative. The multifaceted relationship
that illustrations establish with the text through functions such as reduc-
tion, elaboration, strengthening, and expansion allows the narrative to move
beyond a singular and closed structure and transform into an open, interp-
retable, and multi-layered narrative space accessible to the reader. This ne-
cessitates that visual storytelling in picture books be considered an equiva-
lent narrative language to text and consciously structured during the design
process.

In the final stage of text analysis, key visual concepts summarizing the the-
matic structure of the text are identified. These concepts (e.g., fragile, dyna-
mic, silent, cyclical...) serve as a conceptual guide for the illustration's line
language, color usage, and page design. This ensures that the visual narrative
gains a thematically coherent structure rather than relying on random choi-
ces. In picture books, illustration is not a secondary element serving the text,
but a constitutive component of the narrative. The text analysis process pro-
vides a conceptual framework that determines not only "what to draw" but
also "why and how to draw." Considering the editor's and author's guidance
during the text analysis and subsequent design phases serves as a crucial
guide for the designer. The team consisting of the editor, author, and art di-
rector informs the illustrator about the target age group, approximate page
count, physical dimensions, text density per page, and how the text-visual
relationship will be structured. This helps determine the rhythm and visual
flow of the narrative during the design phase. Planning at this stage makes
it possible to both maintain the integrity of the visual narrative and create a
balanced page layout that supports the reader's perception of the text. Thus,
the designer can develop a visual structure that reinforces the text, sets the
right pace for the narrative, and is consistent with the overall structure of
the book.
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2- Character Design

In illustrated children's books, character design is one of the fundamental
design stages where the narrative is visually embodied and the first connec-
tion with the reader is established. Through the characters, the themes of
the story become visible, and the pace, conflicts, and turning points of the
narrative are visually concretized. Therefore, the character design process
should be considered not merely an intuitive drawing practice, but rather a
multi-stage design process structured according to text analysis, pedagogical
concepts, visual narrative theories, and target audience characteristics.

Picturebooks occupy a significant position in fostering children’s motivation
to read and supporting cognitive development, as they function as mediums
in which form, content, color, texture, diverse materials, and graphic design
are transformed into verbal, visual, and tactile narratives. Picturebooks pre-
sent children with characters and events through which they can identify,
interpret, and evaluate their own actions, emotions, thoughts, and beliefs.
The characters and situations depicted in these books enable children to ob-
serve the world from multiple perspectives, thereby offering opportunities
to develop their sense of self and worldview. Moreover, by engaging with
picturebooks, children not only identify with characters but also gain aest-
hetic and educational experiences through reading, seeing, and touching de-
veloping skills such as observation, classification, analysis, memory, and
communication (Ersan & Bayraktar, 2021, p. 1372). In picturebooks, cha-
racters are designed to complement the limited narrative space of short
texts. Since brief stories allow little room for detailed character develop-
ment, illustrations become the primary means through which characters’
emotions, behaviors, and relationships are conveyed quickly and convin-
cingly to young readers. In wordless picturebooks, character development
relies entirely on visual representation, whereas in picture storybooks, illust-
rations deepen the characterization established by the text. In short, illust-
rations are indispensable for introducing and developing characters in pic-
turebooks, as they largely provide the emotional and narrative depth of the
story (Fang, 1996, p. 132).

The illustrator, while embodying the personality the author has given to the
characters, often contributes to shaping the book's visual language. As with
the story, the visual language that develops around the character can be cre-
ated based on the character's lines and forms. Characters play a fundamental
role conceptually in the creation process of original children's books. More
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clearly, the visual narrative language created through the character determi-
nes the overall visual language of the book (Kara, 2019, p. 687). Creating a
believable character is essential for the success of any picture book. First and
foremost, character design should be based on the narrative text and genre-
recognizable characteristics. Therefore, knowing the character in detail is the
most fundamental starting point of the process. While some characteristics
of the character are directly derived from the narrative, others are developed
through research. This research provides the illustrator with both generally
distinctive qualities and more subtle details of human or animal figures, ma-
king the characters easily recognizable to the reader as a specific animal spe-
cies or human figure. In addition, illustrators creating and adhering to lists
of characters' physical appearances, personality traits, abilities, and habits
ensures visual continuity of the characters throughout the book (Hladikova,
2014, p. 25).

Character design for children’s books requires particular sensitivity due to
the young reader’s high perceptual and emotional expectations. In this con-
text, Teresa Martinez emphasizes that certain visual and structural principles
must be considered in order to create effective and memorable characters for
children. According to Martinez, character design is fundamentally based on
simple geometric shapes such as squares, circles, and triangles. Through
these basic forms, a character’s personality and overall attitude can be com-
municated quickly and clearly. The primary axis line that determines a cha-
racter’s posture provides cues about the figure’s relationship with the world,
while the proportions between the head, torso, and limbs play a decisive role
in shaping perceptions of the character’s age, energy, and dynamism. The
combination of these elements enables the character to convey either a ba-
lanced or a deliberately unbalanced structure, thereby supporting the emo-
tional tone of the narrative. Facial design constitutes another essential area
that enhances a character’s expressive power. The deliberate simplification
or exaggeration of facial features allows the character to adopt either a rea-
listic or a caricatured mode of expression. Martinez also notes that the expe-
rimental use of digital tools in this process can generate alternative solutions
that strengthen the character’s visual impact. In children’s book character
design, addressing form, proportion, balance, and expression through a co-
herent and holistic approach ensures that the character is both visually re-
cognizable and narratively effective (Davies, 2023). A character’s visual
identity is constructed through form, proportion, and body language. Roun-
ded shapes typically evoke a sense of softness and security, whereas angular
and sharp forms may intensify perceptions of tension, distance, or threat.



216 | ILLUSTRATION

Salisbury and Styles (2012) argue that the distinctiveness of a character’s
silhouette is critical to narrative readability, particularly in picturebooks.
Sketches produced at this stage often include exploratory studies testing
how the character appears in different emotional states. The use of color and
texture in character design is another significant factor in supporting the
emotional atmosphere of the narrative. The color palette is structured to
reflect the character’s emotional state, role within the story, and potential
transformation over the course of the narrative.

Before character design begins, a detailed analysis of the story text is neces-
sary. The first stage of the character design process is clarifying the charac-
ter's role and function within the story. Whether the character is the prota-
gonist, a supporting figure, or an antagonist determines their relationship
with the conflict and transformation in the narrative. The character's perso-
nality traits, motivations, and the changes they undergo throughout the
story are among the key determinants of the design process. The target age
group directly influences formal decisions in character design. In picture bo-
oks aimed at younger age groups, characters are generally constructed with
simplified forms, distinct silhouettes, and exaggerated expressions, while in
older age groups, detail, symbolic expression, and visual metaphors may
take center stage. The next stage of the character design process is the visual
research process, where sketches and trial drawings are produced. In this
stage, the character's body proportions, facial expressions, postures, gestu-
res, and mime are tested through different variations. Sketching allows tes-
ting how the character will be represented in different emotional states and
various scenes of the narrative. At the same time, fundamental design deci-
sions that will ensure the visual consistency of the character throughout the
story are clarified at this stage. Style determination in character design is
directly related to the overall visual concept of the book. Linear, realistic,
stylized, or abstract approaches are chosen in accordance with the atmosp-
here and narrative tone of the story. The use of color is an important visual
storytelling tool that supports the character's personality traits, emotional
state, and transformation within the narrative. At this stage, a holistic design
language is created by considering the visual relationship the character es-
tablishes with the background and other characters.

When initiating the visual design of a character, the processes of research
and analysis constitute a fundamental point of departure. By examining hu-
man types associated with the character’s personality traits or the distinctive
characteristics of an animal figure, concrete visual cues are obtained to guide
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the visualization process. In addition, reviewing the works of other illustra-
tors enables the exploration of diverse approaches, enriching the design pro-
cess and providing opportunities for comparison in terms of originality and
age appropriateness. The data gathered at this stage are visualized through
conceptual sketches, in which the transmission of ideas is prioritized over
artistic refinement, and variations are developed until an appropriate solu-
tion is achieved. Alongside this exploratory phase, several practical and ef-
fective methods are employed in character visual design. One such method
involves the detailed visualization of the character’s clothing and various ac-
cessories. Clothing and accessories function as visual indicators that indi-
rectly convey information about the character’s personality traits or situati-
onal context. Another significant practice is the visual construction of ges-
tures and facial expressions. Facial expressions play a crucial role in reflec-
ting the character’s emotional state, and considering the emotional bond
that the child reader is expected to establish with the character, the contri-
bution of these elements to the narrative strength of the book becomes par-
ticularly evident. The choice of technique is one of the primary factors sha-
ping character design. Illustrators tend to structure the design process by
favoring techniques with which they have experience and through which
they have developed their own expressive language. The possibilities and
limitations inherent in each technique directly influence the formal qualities
of the character, while simultaneously contributing to the formation of the
illustrator’s distinctive style. The drawing techniques employed in character
design can be classified as traditional methods such as drawing, painting,
printmaking, and collage; digital drawing, painting, and three-dimensional
applications; as well as experimental and ready-made material-based appro-
aches. In contemporary practice, illustrators increasingly prefer to combine
multiple techniques rather than rely on a single method, thereby developing
original and hybrid modes of visual expression (Kara, 2019).

In the final stages of the character design process, the function of the desig-
ned character within the storyboard and page layout is evaluated. Consistent
representation of the character across different scenes is crucial for the con-
tinuity of the narrative. At this stage, the character's movement, scale, and
position within the page are considered as elements that determine the
rhythm and flow of the visual storytelling. This consistency strengthens the
reader's connection with the character and supports the visual integrity of
the narrative. Sipe (2012), states that presenting characters with aesthetic
integrity in picture books plays a decisive role in the reader's emotional en-
gagement with the story.
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3- Storyboard and Sketching Process

In the illustrated book design process, the storyboarding and sketching
phase is a crucial stage where the visual narrative is structurally constructed
and the narrative rhythm is concretized. This phase allows the data obtained
from text analysis and thematic analysis to be transformed into page layout
and visual flow. Sketching and storyboarding are complementary processes
that ensure the visual narrative integrity of the illustrated book. Sketches
allow for the free exploration of visual ideas, while storyboarding ensures
that these ideas are transformed into a consistent and sustainable structure
within the narrative. Planning in these phases minimizes narrative disconti-
nuities and visual repetitions that may arise in the subsequent production
process.

A storyboard is a preliminary design tool that forms the skeleton of a visual
narrative, representing the planning of developed visual ideas within a nar-
rative flow that extends across all pages of the book. At this stage, each pair
of pages is considered in accordance with the narrative structure and rhythm
of the story. The placement of the text on specific pages, how the visuals will
relate to the text, and how the transitions between pages will be structured
are all evaluated through the storyboard. Especially in illustrated children's
books, page turns are important narrative tools that increase curiosity and
determine the tempo of the narrative. Nodelman (1988), emphasizes that in
illustrated books, meaning is produced not only from individual visuals but
also from the relationships between pages and visual continuity. In this con-
text, the storyboard is one of the fundamental tools that determine the
tempo of the narrative. Pages where visual intensity increases or decreases,
moments of silence, and dramatic transitions are consciously planned during
the storyboard stage.

The use of different angles, viewpoints, direction of action, and compositio-
nal variety in the design process can support the narrative tempo of the book,
strengthening the emotion and dramatic impact stemming from the story.
This tempo is usually established through a storyboard consisting of small
sketches covering a total of 32 pages of the picture book. However, app-
roximately 24 of these pages are directly devoted to the narrative, and the
remaining pages are used for the inside pages, title page, copyright page,
dedication, and in some cases, the first page of the story starting from the
right and the last page ending from the left (Hladikova, 2014, p. 27). The
average number of pages given by Hladikova can vary depending on the
length of the story, the distribution of illustrated pages, and the publisher's
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cost calculations. However, regardless of the page count, as mentioned,
drafts can be created by planning the inside pages, title page, copyright page,
etc., when preparing the storyboard.

Figure 2. Example storyboard from the picture book ‘The Story of Two
Penguins’ by Hana Hladikova, 2014. (Hladikova, 2014, p. 28).
Figure 2 presents a storyboard example from Hana Hladikova’s picturebook
‘“The Story of Two Penguins’. Through a storyboard draft composed of small
sketches, Hladikova demonstrates how the narrative is segmented from be-
ginning to end and how the pacing of the story develops. She states that she
deliberately employs varied framing techniques, points of view, and page
compositions in order to strengthen emotional expression, create dramatic
emphasis, and introduce rhythmic variation within the narrative flow. In the
second spread, the contrast between the solitary penguin figure framed on
the left page and the group of penguins celebrating on the facing page visu-
ally articulates the differing perspectives of the two main characters toward
life and celebration. Hladikova further notes that directing movement pre-
dominantly from left to right encourages the reader’s progression through
the narrative, while reversing this direction in only two spreads creates a
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conscious disruption that aligns with the story’s action (Hladikova, 2014, p.
27). The artist’s storyboard approach not only reveals the sequencing of sce-
nes but also demonstrates a deliberate design process in which the emotio-
nal rhythm and visual continuity of the narrative are carefully constructed.
This storyboard, developed through small-scale sketches, enables the illust-
rator to anticipate narrative flow, balance dramatic emphasis, and develop
visual storytelling in cohesive harmony with the text.

In picture books, setting, as in other literary genres, is used to define the
time and place of the story, create an atmosphere, and convey historical
background and cultural elements when necessary. However, in these types
of books, these functions are largely fulfilled through illustrations. Illustra-
tions surpass the power of words to convey historical periods, cultural envi-
ronments, and emotional atmospheres (Fang, 1996, p. 131). The first stage
in the process of setting is defining the overall atmosphere and emotional
tone of the story. Whether the story has a cheerful, peaceful, dark, or me-
lancholic narrative structure forms the basic framework of the color palette
and spatial arrangements. In picture books, setting is not only a backdrop
for events but often a visual reflection of the character's inner world. Whet-
her the setting is open or closed, its scale, depth, and the use of perspective
reflect the characters' position and emotional state within the story. Arizpe
and Styles (2003), state that children use spatial cues as important referen-
ces in understanding the narrative when reading visual texts. Therefore, the
setting design should be conceived in a way that is consistent with the dra-
matic structure of the narrative. During the sketching phase, color, style, and
spatial arrangement should be evaluated not on individual pages, but within
the context of a narrative flow that extends throughout the book.

Sketches are fundamental visual tools in the design process that define the
placement of elements and the relationships between them. These studies
enable the designer to evaluate the project at both macro and micro levels,
thereby fostering a holistic perspective. Rather than functioning as detailed
drawings produced at a one-to-one scale, sketches allow design decisions to
be articulated quickly and effectively in accordance with core principles such
as structure, form, balance, and visual hierarchy. At this early stage of the
design process, where uncertainty is often high, freehand drawing may at
times be challenging; nevertheless, sketches are highly effective in conveying
proportional and spatial relationships at a conceptual level. In this context,
sketches make visible the use of line and negative space, the optical balance
of the structure, the process through which a concept takes form, and the
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manner in which design elements come together to create a cohesive whole.
Translating ideas onto paper through linear representation helps concretize
the developmental path of the design process. Producing multiple sketches
is essential for evaluating design possibilities and identifying the most app-
ropriate solution. This approach allows designers to compare alternatives
rapidly and to guide the process efficiently. Therefore, adopting a sketch-
based mode of thinking and production during the concept development and
preliminary design phases prior to engaging with digital software and appli-
cations is considered a fundamental requirement for a coherent and consis-
tent design process (Ambrose & Aono-Billson, 2013, p. 58). The sketching
stage constitutes a preparatory phase in which the scenes defined through
the storyboard are visually explored and various narrative possibilities are
tested. The primary purpose of sketches is not to produce an aesthetically
finished outcome, but rather to visualize ideas and identify the most effec-
tive narrative solution. For this reason, emphasis is placed less on detail and
more on the readability of the visual narrative and the narrative function of
each scene. During this phase, numerous rapid experiments are conducted
focusing on composition, character placement, gaze direction, and spatial
relationships. Through sketches, illustrators investigate characters’ physical
attributes, body language, emotional expressions, and transformations thro-
ughout the story. At the same time, the narrative role of the setting and its
relationship with the characters are also examined. According to Salisbury
and Styles (2012), the sketching process enables illustrators to “think visu-
ally” about the story and contributes to the accurate transmission of its emo-
tional tone. Beyond defining the visual language of the narrative, sketches
also allow designers to identify recurring visual motifs and symbolic ele-
ments. The drawings produced at this stage are flexible and open to revision,
and they may be reorganized in parallel with the development of the narra-
tive. Storyboard and sketching stages are not independent processes; rather,
they often progress simultaneously and in mutual interaction. Sketch stu-
dies may prompt revisions in the storyboard, just as changes in the storybo-
ard may necessitate the reconsideration of sketches. This cyclical structure
supports the gradual clarification of visual storytelling and ensures the ba-
lanced pacing and rhythm of the book as a whole.

4- Visual Concept and Style Determination

The visual concept is considered the fundamental framework that defines
the book's atmosphere, emotional tone, and narrative universe. At this stage,
elements such as color palette, spatial arrangement, use of perspective, light-
shadow relationships, and visual intensity level are determined. Shaping the
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visual concept in line with thematic data obtained from text analysis contri-
butes to establishing semantic coherence between the text and the visual
narrative (Nikolajeva & Scott, 2001). Similarly, Salisbury and Styles (2012),
state that visual style should be considered in conjunction with the target
audience, technical choices, and narrative atmosphere. Whether the story
has a cheerful, melancholic, tense, or poetic tone directly affects the direc-
tion of the visual language. At this stage, the designer determines what kind
of emotional experience the book should create in the reader. In illustrated
children's books, it is important that the visual concept offers a simple and
clear narrative language appropriate to the child's level of perception. In
children's books, as the age decreases, forms become simpler, colors become
more prominent, and the narrative becomes more direct and concrete. In
older age groups, detail, symbolism, and visual metaphors may come to the
forefront.

Across generations, children have grown up learning to recognize the works
of picturebook artists through each illustrator’s distinctive visual “signa-
ture.” This situation can make the tendency to borrow from or imitate the
stylistic characteristics of well-known illustrators particularly appealing to
young and aspiring artists entering the field of picturebook production. Alt-
hough the imitation of a specific linear or stylistic approach may initially
appear to be an effortless and effective solution, it does not lead to the deve-
lopment of an original visual narrative language. A genuine and enduring
pictorial language emerges only through a prolonged, individual, and expe-
rience-based engagement with the real world. This process often develops
independently of external factors such as target audience or age group and
is largely grounded in a personal visual research practice carried out through
sketchbooks. At the initial stage of this practice lies the process of learning
how to see. ‘In Drawing: Mastering the Language of Visual Expression’, Ke-
ith Micklewright articulates the reciprocal relationship between drawing and
seeing through a conceptual dilemma. According to Micklewright, “drawing
without seeing” is difficult; yet learning to see without drawing is equally
problematic. In this context, one of the most challenging stages involves per-
suading individuals that the ability to recognize objects is not equivalent to
truly seeing them. Therefore, the artistic practice of the picturebook creator
should be understood as a multilayered process that involves thinking and
communicating through both visual and verbal narrative tools. Picturebook
art is built upon a holistic narrative language in which the acts of seeing and
drawing are treated as interdependent skills that develop together (Salisbury
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& Styles, 2020, p. 50). In the formation of a visual concept, art history, il-
lustration samples, photography, cinema, graphic design, and observations
of nature serve as significant reference sources. At this stage, mood boards
may be created to bring together color palettes, texture samples, lighting
approaches, and compositional strategies. The aim is not direct replication,
but the development of an original visual atmosphere that supports the nar-
rative. During the style-definition process, the techniques and production
methods to be employed such as watercolor, gouache, collage, digital illust-
ration, and others also clarified. The chosen technique should reinforce the
spirit of the story and be compatible with the book’s printing conditions. To
concretize the visual style, character sketches are developed alongside spatial
drafts and color studies. These explorations visualize characters’ personality
traits, their transformations throughout the narrative, and their relations-
hips with the environment. Color functions as one of the most powerful
narrative tools in the visual concept and style development process. Decisi-
ons regarding whether a color palette is restrained or rich, the balance
between warm and cool tones, and the use of contrast play a decisive role in
shaping the emotional tone and rhythm of the narrative. In children’s books,
the use of color should be planned not only to attract attention but also to
support narrative clarity and on-page visual hierarchy. Moreover, the relati-
onship established between colors, characters, and settings plays a crucial
role in maintaining visual continuity throughout the book.

The style determination process defines the formal language of the illustra-
tions and reveals the visual narrative character of the book. Linear, stylized,
realistic, or abstract approaches are evaluated in accordance with the content
of the narrative, the target age group, and the pedagogical approach of the
book. Style choices directly influence character design, spatial depictions,
and compositional understanding. In general, illustrators with professional
experience develop a consistent and distinctive drawing style over time. This
unique visual language forms a stylistic unity reflecting the illustrator's aest-
hetic preferences, technical competence, and narrative approach. Therefore,
publishers and authors, in selecting illustrators, consider not only technical
competence but also the extent to which this unique visual language created
by the designer aligns with the narrative structure, target audience, and pub-
lishing policy of the book. This shows that the selection of an illustrator is
not a random decision but a strategic evaluation process that directly affects
the visual identity and narrative integrity of the book.
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In the final stage, the concept is evaluated for its applicability and sustaina-
bility throughout the book. Visual consistency between pages, the long-term
maintainability of the style, and its alignment with the narrative tempo are
reviewed. This evaluation provides a solid foundation for transitioning to
the page design stages. The resulting visual concept and style offer a fra-
mework that visually defines the book's narrative world and becomes the
fundamental reference guiding all stages of the illustration process.

5- Page Layout and Composition

In illustrated children's books, composition and page layout are fundamental
design stages that directly affect the readability and narrative integrity of the
visual story. Composition decisions made during this process regulate the
relationship between text and visuals, determining how the narrative will be
perceived on the page.

Understanding the functions of images and text within a page layout is a
fundamental component of graphic design education. Page layout is a crucial
communication tool that determines how content is seen and even interp-
reted. Creating a page layout is not simply about the placement of text on
the page, but also about the relationship and harmony established with ima-
ges and other visual elements (Ambrose & Aono-Billson, 2013, p. 132). Page
layout is the process of systematically placing the elements that make up a
design in relation to the space they occupy, in line with a general aesthetic
outline. The main purpose of page layout is to present the visual and textual
elements intended to be conveyed in a structure that the reader can perceive
with minimal cognitive and physical effort. Thanks to a high-quality page
layout, the reader can be guided through the complex information structures
frequently encountered in print and digital media. The concept of page la-
yout encompasses the application and aesthetic evaluations that determine
where and how the designed content will be perceived, whether the final
product is a magazine, website, television graphic, or packaging design
(Ambrose & Harris, 2013, p. 89).

In illustrated children's books, page layout should be structured to facilitate
visual perception, especially for children who have not yet fully acquired re-
ading skills. The position of text blocks, the use of spacing, and their relati-
onship with visuals directly affect the readability of the page. It is important
that the page layout is designed to guide the child's eye movements and not
interrupt the flow of the narrative (Nikolajeva & Scott, 2001). For an illust-
rated book to be successful and offer a functional narrative for children, it is
crucial that the story has a natural and fluid narrative rhythm. This flow is
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influenced by many factors, including the verbal tempo of the text, the way
the text is divided into sections, the page layout, the composition of each
page, and the interaction between the text and visuals. While the verbal
tempo is determined by the author, the division of the text into pages is
usually done by the editor or illustrator, and this process is directly related
to the selection of text sections to be interpreted visually (Hladikova, 2014,
p. 27). Page transitions in illustrated children's books are one of the most
effective elements of visual storytelling. The relationship between facing pa-
ges (spread) determines the rhythm and dramatic structure of the narrative.
Whether a scene is spread across one or two pages, and the way page turns
are designed to create suspense, strengthens the visual tempo of the narra-
tive. In this respect, page layout functions as a tool that visually structures
the temporal flow of the narrative (Salisbury & Styles, 2012). A balanced
relationship between text and visuals, the conscious use of spacing, and page
compositions that are consistent with the tempo of the narrative enable the
child to follow the story seamlessly and meaningfully. Therefore, page layout
should be considered a holistic design process that brings together the aut-
hor's verbal narrative and the illustrator's visual interpretation, taking into
account the child's cognitive and perceptual development.

In book design, the composition of text constitutes a field of expertise in its
own right. Similar to the processes of composing music or producing a pa-
inting on canvas, the scale, spacing, and rhythm of typography are structured
through deliberate design decisions. In this context, factors such as type size,
alignment, and the use of white space gain meaning through relationships
of interval, contrast, and balance. Typography focuses on visual communica-
tion processes by centering on the artistic and design-oriented qualities of
written language. It is a design discipline that reinforces the intended mes-
sage visually through decisions regarding the placement of text within a gi-
ven space, typeface selection, and choices related to line spacing and letter
spacing, drawing upon the artistic and formal attributes of typography (Tas-
¢1oglu, 2013, p. 95). In illustrated children’s books, the readability of typog-
raphy is of particular importance. Typeface selection, point size, line spacing,
letter spacing, and the placement of text on the page are determined in con-
sideration of the child’s age level, perceptual development, and reading
skills. Typographic arrangements make the rhythm and emphasis of the nar-
rative visible, strengthening the flow of the text and facilitating the child’s
ability to follow the story. At the same time, typography reinforces the mea-
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ning of the text through its relationship with illustrations, supports the ove-
rall visual unity of the book, and enhances the child’s engagement with the
reading experience.

In preschool children, visual perception is paramount, and for children who
have not yet developed reading and writing skills, visual elements are the
most effective stimuli in books; therefore, text occupies a secondary position
within the narrative. However, typographic design should be consistent with
the book's illustrations and overall page layout, supporting the perception
and understanding processes appropriate to the children's age group. In this
context, line, letter, and word spacing, along with the chosen font and font
size, are expected to be in harmony with the page layout. Avoiding overly
close line spacing and preferring wide and tall letter forms to improve rea-
dability are among the fundamental principles of typographic design. In pub-
lications aimed at preschool children who passively participate in the reading
process, large font sizes are generally used to facilitate comprehension. In
children's books, principles of unity and balance among page elements are
observed to ensure easy viewing and comprehension of the page. This atten-
tion to detail, both in cover design and interior page layout, contributes to a
positive interaction between the child and the book, and, along with visual
richness and harmony, allows for the development of aesthetic sensitivity
and provides a starting point for art education (Ergdl, 2008).

Binding type is one of the fundamental formatting decisions that plays a de-
cisive role in the design of the page layout. Different binding techniques
used, such as American binding, wire stitching, and spiral binding, directly
affect the physical structure and usability of the designed publication. In
publications produced with American binding, wider inner margins are
required because the pages close towards the spine when the book is ope-
ned. In spiral-bound publications, since the pages are punched during the
binding process, it is important for readability and functionality that no text
or visual content is placed in the center margin (Ambrose & Harris, 2013,
p. 118). Before proceeding with the page layout process, it is necessary for
the designer to be thoroughly informed about the book's printing specifica-
tions, binding type, and production conditions in order to make functional
and consistent design decisions.

In illustrated children's books, composition and page layout play a funda-
mental role in effectively conveying visual narrative and making the story
understandable to children. Page layout ensures a balanced placement of text
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and visuals, contributing to children's cognitive and perceptual develop-
ment. A well-designed page layout allows children to best utilize visual and
textual stimuli in the process of learning to read. An arrangement where text
and visuals are harmoniously and fluidly combined makes reading enjoyable
and increases the child's interest in the book. The conscious use of typog-
raphy enhances the readability of the text, strengthening the pace and emp-
hasis of the narrative. These elements make it easier for the child to follow
the story and enrich their interaction with books. These design elements,
which contribute to children's reading and comprehension processes, enable
them to establish a more effective and enjoyable connection with books.

6- Preparation for Publication

In the production of illustrated children's books, after the illustration, page
layout, and typographic decisions are finalized, the work is prepared for phy-
sical and digital reproduction. At this stage, maintaining the aesthetic integ-
rity of the book, as well as ensuring technical accuracy, production quality,
and suitability for the target age group, is of crucial importance. The publi-
cation preparation process consists of technical control, editorial evaluation,
color management, pre-press preparation, and final approval stages. Depen-
ding on the agreement between the publisher and the designer, one party
may undertake the design aspects of the publication process.

Many elements make up the structure of a book, and these elements can
vary depending on the book's content, structure, and binding type. However,
generally speaking, the formal elements of a book are the spine, cover, and
pages. In codex form, the spine is part of the cover, an integral part of it. The
spine is also the point where the pages join the cover. For the printed work
to be transformed into pages, it needs to be folded, and the signatures must
be assembled (collated) sequentially and bound. Binding is the process of
joining these signatures together by gluing or sewing.

While the cover and binding primarily serve a protective function, with the
increase in the number of books, they have become a surface that allows the
contents of the book to be seen from the outside. The cover is also the pac-
kaging of the book. The cover defines the book; a book introduces itself thro-
ugh its cover without needing to open it. The first surface we encounter
when we open a book is the end sheets. End sheets are an element located
on the front and back of the book, connecting the body and binding of the
book, and therefore must be made of a strong and tear-resistant type of pa-
per. It is very important that the end sheets are designed in relation to the



228 | ILLUSTRATION

whole book to ensure a good transition from the outside to the inside (Tas-
¢10glu, 2013). In illustrated children's books, the design of the end sheets is
usually drawn by the illustrator in relation to the subject matter.

In the first stage of the publishing process, editorial control of the visual and
textual content is carried out. The harmony between text and illustration,
the narrative continuity of page transitions, and the visual rhythm are re-
evaluated. Since a significant portion of the narrative in illustrated children's
books is conveyed through visuals, potential shifts in meaning, repetitions,
or visual gaps are meticulously examined at this stage. Collaboration
between the editor, designer, and illustrator plays a critical role in maintai-
ning the narrative integrity of the book (Nikolajeva & Scott, 2006). Where
necessary, the editor may request revisions from the illustrator during this
process.

Following this stage, technical file preparation begins to ensure the book can
seamlessly transition to the printing process. All illustrations to be publis-
hed are prepared in high resolution according to printing standards, gene-
rally at 300 dpi. The color modes of the images are converted to the CMYK
system to obtain accurate results in the printing environment; this conver-
sion process must be carried out meticulously, especially due to the bright
and saturated color palettes commonly used in illustrated children's books.
In addition, bleed margins, trim lines, and binding tolerances are included
in the files according to the preferred printing and binding techniques. Il-
lustrations containing textured surfaces, gradient transitions, and dense co-
lor areas are susceptible to detail loss during printing, so these elements are
specially checked. Following the control stages, the printing technique is de-
termined. Offset printing provides color consistency and cost advantages in
high-volume production, while digital printing is preferred for low-volume
or trial prints. Offset printing is generally preferred for illustrated children's
books, and this method offers advantages in terms of preserving illustration
details and transferring color transitions more evenly. The choice of printing
technique is directly related to the type of paper, the ink composition, and
the binding method.

Paper selection constitutes another fundamental component of the produc-
tion process. In children’s books, the paper’s light reflectance, texture, and
weight directly influence the perception of illustrations. Matte coated papers
or high-grammage wood-free (first-grade) papers reduce glare, allowing vi-
sual content to be read more comfortably. At the same time, the preference
for tear-resistant materials and papers certified as safe for children extends
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the production process to include ethical and safety considerations (Salis-
bury & Styles, 2012).

In the subsequent stage, color proofs and pre-press tests are conducted.
Proof prints are evaluated in terms of color balance, contrast, loss of detail,
and text legibility within the illustrations. In particular, for double-page spre-
ads, careful attention is paid to whether the binding gutter disrupts visual
continuity. Where necessary, color corrections and technical revisions are
implemented. Differences between colors as displayed on digital screens and
their printed outcomes directly affect perceptual impact, especially in child-
ren’s books. For this reason, proof prints are used to assess color saturation,
contrast, the interaction between paper type and color, and the legibility of
illustrative details. Revisions to illustrations or color settings are made when
required. Finally, binding and finishing processes constitute the concluding
stage of production. Binding methods such as saddle stitching, thread
sewing, or hardcover binding are selected according to the target age group
and expected frequency of use. To reduce wear resulting from repeated hand-
ling, children’s books often employ durable binding techniques along with
safety measures such as rounded corners. In illustrated children’s books, the
print- and production-oriented publication preparation process is a technical
and multilayered operation that transforms visual design into a physical ar-
tifact. The production decisions made at this stage directly influence the
book’s aesthetic value, functionality, durability, and overall reader expe-
rience.

CONCLUSION

Producing high-quality literary and visual works for early childhood carries
a significant responsibility, both pedagogically and culturally. Illustrated
children's books are considered multi-dimensional narrative tools that si-
multaneously influence children's cognitive, emotional, and aesthetic deve-
lopment processes. Illustrators of illustrated books are not merely practitio-
ners who visualize text; they are key producers who make all pedagogical
processes visible, nurture the child's imagination, and guide the reading
experience. When theoretical approaches and application-based production
processes are considered together, it becomes clear that illustrated book il-
lustration is a design field that requires systematic and conscious planning,
structured in a way that is appropriate to the child's age and cognitive deve-
lopment level.

The illustration process of an illustrated children’s book should be regarded
as a comprehensive production process in which the designer aims to create



230 | ILLUSTRATION

an emotional impact through visual storytelling and is required to present
artistic competence and professional expertise holistically within a single
work. In this context, initiating the illustration of an illustrated book project
entails a complex design process in which the stages to be followed are not
always clearly delineated, and which progresses creatively, multilayered, and
in interaction with different disciplines. This study proposes a structured
framework for the stages of the illustrated children’s book illustration design
process. Accordingly, the illustration process is examined in six stages: text
analysis and thematic interpretation, character design, storyboard develop-
ment and sketching, visual concept and style determination, page layout and
composition, and preparation for publication. The stages proposed in this
study may be addressed in different sequences or, in some cases, carried out
simultaneously, depending on the designer’s individual creative practice, the
scope of the project, and the narrative requirements. For instance, while the
character design process is ongoing, the storyboard structure may begin to
take shape, or decisions related to the visual concept and stylistic approach
may emerge at earlier phases of the process. Rather than proposing a rigid
and linear sequence of stages, the presented process framework aims to de-
fine a flexible, interrelated, and iterative workflow for illustration production
in illustrated children’s books, one that allows for feedback and revision
throughout the design process.

The illustration process of a picture book for children begins with the analy-
sis of the completed narrative text and its thematic interpretation. In picture
books, textual analysis and thematic interpretation constitute the funda-
mental conceptual framework that guides all visual decisions throughout the
illustration process. Identifying the emotional tone of the text, narrative
rhythm, explicit and implicit themes, and deliberately constructed narrative
gaps enables illustration to move beyond a merely repetitive function and to
be positioned as an autonomous visual language that actively participates in
meaning-making. The second stage, character design, represents one of the
primary building blocks through which the narrative is concretized on a vi-
sual level and an emotional connection with the reader is established. Cha-
racters visually articulate emotions, conflicts, and transformation processes
that are only partially expressed in the text, thereby enhancing the narra-
tive’s depth. Character design is a structured, multi-stage process informed
by textual analysis, the perceptual and emotional characteristics of the target
age group, and pedagogical principles. The consistent representation of cha-
racters within page layouts and storyboards plays a critical role in shaping
narrative rhythm and fostering the reader’s emotional engagement with the
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story. The storyboard and sketching stage establishes the narrative fra-
mework spanning the entire book, allowing for the planning of page transi-
tions, visual density, moments of silence, and dramatic emphasis. The sketc-
hing process functions as a flexible exploratory space in which this fra-
mework is visually investigated on a scene-by-scene basis and alternative
narrative possibilities are tested. During these stages, the positioning, scale,
and orientation of characters, settings, and compositional elements within
the page are consciously evaluated to balance the emotional flow of the nar-
rative. The simultaneous and interactive development of storyboards and
sketches helps prevent visual repetition, reduce narrative discontinuities,
and ensure overall visual coherence throughout the book. The process of
defining the visual concept and style constitutes a fundamental stage in sha-
ping the narrative universe of picture books, visually constructing their at-
mosphere and emotional tone. Color palettes, formal language, spatial orga-
nization, perspective, and technical choices—developed in accordance with
thematic data derived from textual analysis—facilitate semantic coherence
between verbal and visual narratives. At this stage, visual style is designed
to offer a clear, readable, and sustainable narrative language, taking into ac-
count the perceptual characteristics and pedagogical requirements of the tar-
get age group. In picture books for children, page layout and composition
are essential design elements that determine the readability of the visual
narrative and the flow of storytelling. The balanced relationship between
text, image, and negative space, the rhythmic structure established through
page turns, and age-appropriate typographic arrangements enable children
to follow the story in a continuous and meaningful manner. For children
who have not yet acquired reading skills, page layout serves as a functional
tool that guides perception and supports comprehension. Within this fra-
mework, page layout is regarded as a constructive design component that
integrates verbal and visual narratives and strengthens the overall narrative
coherence of the book. The final stage, the pre-publication process, is a cri-
tical phase in which illustration, page layout, and typographic decisions are
aligned with technical accuracy and production requirements. Through edi-
torial review, color management, prepress file preparation, and proof prints,
the consistency and perceptual impact of the visual narrative are ensured.
Production-related decisions such as printing techniques, paper type, and
binding methods directly affect the book’s aesthetic quality, durability, and
suitability for the target age group. Depending on the scope of the agreement
with the publisher, the pre-publication process may be carried out by the
illustrator-designer or by the publisher’s in-house design team.
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The stages undertaken by the designer in the illustration process are deve-
loped within a reciprocal and continuous communication process, guided by
feedback and revisions from stakeholders within the publishing house, such
as editors, writers, and, if applicable, art directors. This multi-stakeholder
interaction strengthens the narrative and visual integrity of the work, while
allowing the illustrations to reach their final form in a way that is consistent
with the text and aligns with the publishing policies. This collaboration thro-
ughout the process plays a decisive role in the book's maturation into an
aesthetically, functionally, and narratively ready-to-publish product.
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KEYWORDS:

Ilustration: Ilustration is a form of drawing or visual expression that visually illust-
rates and reinforces the meaning of text, idea, or concept.

Picture Book for Children: Illustrated children's books are a type of book where text
and illustrations are combined to help children understand the narrative both
visually and verbally.

Visual Storytelling: Visual storytelling is the process of conveying a narrative's emo-
tional, eventful, and meaningful layers to the audience through visuals.

Children's Literature: Children's literature is a body of literary works designed to suit
children's age, language, and cognitive development levels, and which possess
aesthetic, educational, and emotional values.

Visual Literacy: Visual literacy is an individual's ability to perceive, interpret, critically
analyze, and make meaning out of visual images.
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ABSTRACT

This chapter approaches illustration not merely as an aesthetic or commu-
nicative practice, but as a cognitive instrument situated at the core of visual
thinking processes. The study aims to examine the role of illustration in the
formation of mental models, the organization of visual codes, and processes
of conceptual construction within an interdisciplinary framework. Drawing
on cognitive science, theories of visual perception, and semiotic approaches,
the chapter argues that illustration functions as an epistemic system that
externalizes thought. It discusses how mental models are constructed, trans-
formed, and expanded through illustration, while visual codes facilitate the
classification, relational structuring, and reinterpretation of concepts. In ad-
dition, the cognitive contributions of illustration are examined in relation to
problem-solving, design thinking, and interdisciplinary knowledge produc-
tion. The chapter ultimately positions illustration as a fundamental cognitive
tool that enables the structural organization of thought and highlights its
potential as a significant area for future research.

INTRODUCTION

Illustration is generally perceived as a visual practice primarily associated
with representation, narration, or aesthetic expression. However, when
examined within a cognitive and epistemological framework, illustration
extends beyond its representational function and emerges as a fundamental
instrument of thought. Rather than merely conveying pre-existing ideas, il-
lustration actively participates in the formation, organization, and transfor-
mation of concepts.

Visual thinking constitutes a mode of reasoning in which images, diagrams,
and visual structures operate as integral components of cognition. In this
context, visual representations do not function as supplementary elements
to verbal reasoning but as autonomous systems that shape and guide tho-
ught processes. Illustration, as a structured form of visual representation,
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plays a decisive role in rendering abstract relations perceptible and cogniti-
vely accessible.

From a cognitive perspective, illustration facilitates the externalization of
thought. By transferring internal mental structures into visible forms, it
enables individuals to examine, reorganize, and reinterpret their own thin-
king. This process contributes to the construction of mental models—inter-
nal representations that individuals use to understand complex phenomena,
establish relationships, and anticipate outcomes. Through illustration, these
models become tangible, negotiable, and open to revision.

Furthermore, illustration operates through visual codes such as line, color,
form, scale, and composition. These codes function as systematic structures
that organize meaning and regulate interpretation. Visual codes not only
transmit information but also actively shape how information is perceived,
categorized, and cognitively processed. In this sense, illustration serves as
an epistemic system that structures knowledge rather than merely displa-
ying it.

This chapter examines illustration as a cognitive and epistemic practice si-
tuated at the intersection of visual thinking, mental modeling, and concep-
tual construction. By drawing upon theories from cognitive science, visual
perception, and semiotics, the study aims to reveal how illustration contri-
butes to knowledge production, problem-solving, and interdisciplinary thin-
king. Ultimately, the chapter positions illustration as a critical cognitive tool
that enables the organization of thought and the construction of meaning
across diverse domains.

THE COGNITIVE FOUNDATIONS OF ILLUSTRATION IN VISUAL THINKING

The Conceptual Nature of Visual Thinking:

To understand the fundamental nature of visual thinking, it is necessary to
examine theoretical explanations of how the mind processes information.
Research in the field of cognitive science demonstrates that the human mind
processes information not only in verbal forms, but also through visual, spa-
tial, and relational formats. This capacity for multiple modes of processing
provides important insights into why visual thinking is such an effective
mode of cognition.

Visual thinking operates primarily through three fundamental cognitive
mechanisms: mental imagery, visual memory, and visual reasoning.
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e Mental imagery enables individuals to mentally visualize concepts and
events related to the external world.

e Visual memory organizes the persistence and retrievability of these
images over time.

e Visual reasoning allows for the analysis, comparison, and restructuring
of relationships between images.

Together, these three mechanisms constitute the foundation of visual thin-
king. Illustration represents the externalized manifestation of all these mec-
hanisms. Therefore, whether in a design process, conceptual modeling, or
the production of representations for educational purposes, illustration pro-
vides an applicable, observable, and improvable form of visual thinking.

In explaining the nature of visual thinking, Paivio’s Dual Coding Theory
holds particular significance. Paivio argues that the human mind encodes
information both verbally and visually, and that these two systems operate
independently while simultaneously supporting one another. Accordingly,
illustration does not merely represent information within the visual system;
it enables the visual and verbal systems to function together. This interaction
contributes to the more robust, durable, and meaningful processing of con-
cepts.

This theoretical framework of visual thinking offers an essential foundation
for understanding the cognitive role of illustration. Illustration is not merely
a visual expression; it is a reflection of the mind’s way of organizing infor-
mation. Consequently, without an understanding of visual thinking, it is not
possible to accurately grasp the conceptual function of illustration.

This perspective aligns with Barsalou’s theory of perceptual symbol systems,
which proposes that concepts are grounded in perceptual and experiential
foundations rather than abstract structures alone (Barsalou, 1999).

THE ROLE OF ILLUSTRATION IN COGNITIVE REPRESENTATION PROCESSES

The function of illustration within cognitive representation processes cons-
titutes the most fundamental characteristic that distinguishes it from other
forms of visual communication. The act of producing an illustration is, at its
core, a process of “translation” or circulation: mental images, conceptual
structures, and relationships are transformed into a visual arrangement, and
this visual arrangement, in turn, feeds back into the cognitive system and
reshapes the mental model. For this reason, illustration is not merely a final
product but also a process of cognitive production. The moment an indivi-
dual begins to draw a concept, they are compelled to reconsider the form,
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scope, and internal relations of their thinking. This restructuring is particu-
larly critical in the concretization and relational organization of abstract con-
cepts.

Visual representation is widely recognized as a mechanism that reduces cog-
nitive load and renders information more manageable. While the human
mind processes verbal information in a sequential manner, visual informa-
tion is perceived holistically. This holistic perception enables illustration to
function as a powerful tool for cognitive organization. For instance, a written
explanation of a complex concept may impose a high cognitive load on the
reader’s mental model. When the same concept is presented through illust-
ration, however, its structural components, relationships, and orientations
can be grasped at a single glance. This facilitates the updating and reorgani-
zation of mental models.

Another cognitive function of illustration lies in its capacity to make abstract
information accessible. Mental models are, by nature, abstract and dynamic
structures. Externalizing these models through drawing allows individuals
to give concrete form to abstract thought. Concepts such as “justice,” “free-
dom,” “fluidity,” or “balance” may remain diffuse and poorly structured
when held solely through verbal description. An illustrative representation
of such concepts, however, renders their mental models more organized, ca-
tegorizable, and comparable.

Furthermore, illustration can be understood as the visual counterpart of
analytical thinking. The act of drawing requires individuals to analyze a gi-
ven phenomenon, decompose it into constituent elements, and reassemble
these elements into a meaningful whole. For this reason, illustration does
not merely support visual thinking; it also strengthens critical and analytical
modes of reasoning.

THE CONSTRUCTION OF MENTAL MODELS THROUGH ILLUSTRATION

The Conceptual Framework of Mental Models:

Mental models play a central role in the way humans make sense of the
world. They are internal representational systems that individuals rely on
when analyzing a situation, solving a problem, or evaluating a concept.
These systems are not merely reflections of the external world; they are also
shaped by an individual’s experiences, cultural background, prior
knowledge, emotional state, and cognitive strategies. For this reason, it is
entirely natural for two individuals to interpret the same phenomenon thro-
ugh fundamentally different mental models.
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Mental models are not static structures; on the contrary, they are continuo-
usly changing, reorganizing, and evolving. A mental model related to a par-
ticular concept is restructured as new information is acquired, new relati-
onships are established, or different cognitive strategies are employed. At
this point, illustration assumes the role of a catalyst in the transformation
of mental models. By enabling abstract thought to take on a concrete form,
illustration produces a tangible representation that feeds back into the men-
tal model and triggers its reorganization.

For example, an individual may initially conceive the concept of an “ecosys-
tem” as an abstract network of relationships. However, when the ecosystem
is drawn as an illustrative diagram, the mental model of the concept changes.
It is no longer perceived merely as a “complex network,” but rather as a
structured system composed of nodes, sub-processes, interdependencies,
and flows of energy. This restructured model allows the individual to un-
derstand the concept in a deeper and more analytical manner. Accordingly,
illustration plays an active role in both the formation and the evolution of
mental models.

Model Formation, Model Transformation, and Model Expansion

The relationship between mental models and illustration can be analyzed
through three primary functions:

1. Model Formation

Ilustration plays a critical role in the initial process through which a concept
is first shaped into a mental structure. Attempting to draw a concept com-
pels the individual to place it within a meaningful framework. This stage
represents the organization of the foundational elements of the mental mo-
del.

2. Model Transformation

New information, alternative perspectives, or different illustrative approac-
hes force mental models to change. For example, altering the orientation of
a diagram or representing relationships in a different manner can transform
an individual’s mental model of a concept.

3. Model Expansion

Illustration enables individuals to expand their understanding of a concept.
New symbols, linear relationships, or spatial arrangements increase the
scope of the mental model. This expansion does not merely signify “more
information,” but rather the emergence of a more complex, functional, and
multidimensional conceptual structure.
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Mental Models from a Semiotic Perspective

To understand how mental models are shaped through illustration, a semi-
otic perspective must be considered. Semiotics is the discipline that exami-
nes the production, interpretation, and meaning-making of signs. Illustra-
tion is fundamentally a system of signs; it generates meaning through lines,
forms, colors, and compositional structures. This process of meaning pro-
duction enables the reorganization of mental models in terms of both con-
tent and form.

Charles Sanders Peirce’s classification of signs provides a powerful theoreti-
cal framework for explaining the impact of illustration on mental models.
According to Peirce, signs are divided into three fundamental categories:
icons, indices, and symbols (Peirce, 1931-1958; Atkin, 2010).

e An icon refers to its object through resemblance. Drawing an image of
a tree, for example, establishes an iconic relationship with that object.
Such representations strengthen perceptual similarity and nourish the
sensory-based layer of mental models.

e An index emerges from relations of causality, proximity, or contextual
connection. Smoke indicating fire is a classic example of an indexical re-
lationship. In illustration, such relations enable the logical structure
between concepts to be reorganized at a mental level.

e A symbol is associated with cultural and conventional meanings. Let-
ters, notational systems, cultural motifs, or abstract forms produce me-
aning on a symbolic level. This level constitutes the conceptual dimen-
sion of mental models.

Because illustration has the potential to employ all three types of signs si-
multaneously, it transforms mental models at perceptual, cognitive, and cul-
tural levels. For example, in a schematic representation of information, icons
establish resemblance between objects; indexical arrows indicate the direc-
tion of relationships; and symbolic forms support abstract conceptual cate-
gories. This multilayered sign system elevates mental models beyond mere
carriers of information, rendering them dynamic, relational, and multidi-
mensional cognitive structures.

From a semiotic standpoint, illustration should therefore be understood not
merely as drawing, but as a system for organizing meaning. This system
constitutes one of the fundamental mechanisms that determine how mental
models are formed, transformed, and expanded.
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THE ROLE OF VISUAL CODES IN CONCEPTUAL CONSTRUCTION

Definition and Cognitive Functions of Visual Codes

Visual codes are organizing structures that enable information to be expres-
sed through linear, formal, spatial, and symbolic means. These codes repre-
sent the cognitive framework underlying an illustration. Visual coding is not
merely an aesthetic preference; it is a cognitive process that organizes mental
models. For this reason, understanding visual codes constitutes a prerequi-
site for analyzing the role of illustration in processes of conceptual construc-
tion.

The fundamental characteristic of visual codes lies in their capacity to reor-
ganize information, define relationships, and classify concepts. For instance,
basic visual elements such as line, direction, and form provide a cognitive
framework for constructing the mental model of a concept. Colors can clarify
distinctions between concepts; forms may represent a concept’s category or
structural attributes; and composition can establish the spatial organization
of relationships among concepts.

One of the most significant functions of visual codes is their contribution to
cognitive economy. The human brain is capable of processing complex rela-
tionships far more rapidly through visual representations than through ver-
bal descriptions, because visual information can be evaluated simultaneo-
usly in both holistic and analytical ways. An illustration can enable a comp-
lex explanation that would otherwise require hundreds of words to be un-
derstood at a single glance (Tufte, 2001; Inan & Uslu). This constitutes a
critical cognitive advantage that renders illustration indispensable, particu-
larly in the fields of education, scientific visualization, design processes, and
problem solving.

In addition, visual codes influence how information is interpreted. A linear
organization makes logical relationships visible; a circular arrangement rep-
resents cyclical processes; and a hierarchical diagram reveals levels and
structural differences among concepts. For this reason, visual codes shape
not only the presentation of information but also the way information is
conceptualized. The perceptual speed and holistic processing of visual infor-
mation align with Ware’s perception-based approach to visualization, which
explains the cognitive effectiveness of visual representations (Ware, 2013).
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Classification of Concepts Through Visual Codes:

The classification of concepts is a fundamental process in cognitive science,
and illustration renders this process more systematic. The human mind pro-
cesses information by organizing it into categories, and illustration provides
visual counterparts for these categories. For this reason, illustration both
accelerates the process of concept classification and makes it more consis-
tent.

In fields of knowledge such as biological classification, atomic models, social
relationship networks, anatomical structures, or process flows, illustration
visually clarifies the categories to which concepts belong. This visual clarity
contributes to the stabilization of mental models. When a concept is repre-
sented visually, its categorical structure becomes more explicit; consequ-
ently, individuals can more rapidly comprehend what the concept is, which
category it belongs to, and how it relates to other concepts.

Visual codes not only facilitate the classification of concepts but also make
distinctions between categories visible. For example, color coding may indi-
cate the higher-level category to which a concept belongs; form-based coding
can define subcategories; and spatial arrangement can reveal relationships
among concepts. This multidimensional coding system enables mental mo-
dels to remain organized and intelligible when dealing with complex con-
ceptual structures.

The Transformation of Conceptual Structures Through Visual Codes:

Visual codes do not merely organize information; they also transform it.
Conceptual transformation refers to the restructuring of a concept’s mental
model. Illustration constitutes one of the most powerful triggers of this
transformation.

For example, the difference between a linear process flow and a cyclical pro-
cess flow generates two distinct mental models of the same concept. When
visual codes change, the meaning of the concept changes accordingly. The
primary reason for this lies in the fact that cognitive representation is influ-
enced not only by content, but also by the mode of representation itself.
The impact of visual codes on conceptual construction can be examined at
three levels:

1. Structural transformation: the reorganization of the internal structure of a
concept.

2. Relational transformation: the redefinition of the connections between
concepts.
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3. Transformation of the level of abstraction: the shifting of a concept toward
a more abstract or a more concrete plane.

These three types of transformation constitute the fundamental mecha-

nisms that define the role of illustration in conceptual thinking

THE POSITION OF ILLUSTRATION IN THE PROCESS OF CONCEPTUAL PRODUCTION
Conceptual production is not merely the transmission of knowledge, but a
process through which knowledge is reshaped, interpreted, and transfor-
med. Within this context, illustration becomes a critical component of the
mechanisms of knowledge production in both cognitive and creative proces-
ses. The role of illustration in conceptual production can be examined along
three primary axes: problem solving, conceptual creativity, and the visual
transformation of knowledge.

These functions of illustration in conceptual production elevate it beyond a
simple form of representation and position it as a method that enables the
structural organization of thought. In other words, illustration functions as
an epistemic tool that makes conceptual production possible.

lllustration in Problem-Solving Processes:

Problem solving is one of the most complex mental processes studied in
cognitive science. When confronted with a problem, individuals reorganize
their existing knowledge, establish new relationships, and generate multiple
solution pathways. Within this process, illustration enhances the depth of
problem solving by making thought visible.

The role of illustration in problem solving can be explained through three
fundamental mechanisms:

1. Decomposition of the Problem into Components

Visually representing a problem renders its complex structure more comp-
rehensible. When addressing issues such as system failures, social conflicts,
or design problems through illustration, individuals mentally decompose
the problem into constituent parts. This decomposition reduces the concep-
tual load of the problem and enables more efficient analysis.

2. Generation of Alternative Solution Pathways

Visual representation allows individuals to discover alternative relationships
that may not have been previously considered. Lines, directions, colors, and
spatial arrangements render potential connections between concepts more
visible. In this way, illustration not only increases the number of solution
paths but also diversifies them.
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3. Structural Testing of the Solution

When an idea is represented through illustration, the individual gains the
ability to test how the solution operates. This testing process allows for the
evaluation of the solution’s logical coherence, relational integrity, and func-
tional validity. Consequently, illustration functions as both a generative and
a validating cognitive system within the solution-production process.

For this reason, problem-solving practices in disciplines such as design, en-
gineering, architecture, medicine, psychology, and communication sciences
frequently rely on illustrative representations. Illustration does not merely
facilitate understanding of a problem; it enables the problem to be rethought
(Norman, D. 2018).

The Interaction Between Conceptual

Creative Thinking and lllustration:

Conceptual creativity refers to the emergence of new ideas, original relati-
onships, and alternative conceptual frameworks. Creative thinking does not
merely involve producing something new; it entails transforming existing
conceptual structures. Illustration serves as the visual engine of this trans-
formation..

The Relationship Between Creativity and Visual Thinking:

Creativity requires cognitive flexibility. The mind’s capacity to establish new
connections between concepts is strengthened through visual representa-
tion, as illustration offers the opportunity to reorganize concepts on a phy-
sical surface. When not only the mental model of a concept but also its visual
organization changes, individuals discover entirely new cognitive pathways.

lllustration as an Accelerator of the Creative Process:

Producing linear representations of mental concepts during the illustration
process allows different aspects of a concept to become visible. For example,
the concept of “transformation” may be represented as a straight arrow, a
circular form, or a fractal structure. Each representation introduces a new
creative perspective on the concept.

Research in design pedagogy demonstrates that rapid hand-drawn sketches
increase creativity, as they allow the mind to play with concepts. This form
of play enhances cognitive flexibility and conceptual diversity.

The Deepening of Idea Generation Through lllustration:

Drawing a concept enables a deeper level of engagement than merely thin-
king about it. During the act of drawing, individuals explore subcomponents
of the concept, redefine relationships, and generate new layers of meaning.
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For this reason, illustration is not merely an external expression of an idea;
it is the idea-generation process itself.

The Visual Transformation and Restructuring of Knowledge:

The visual transformation of knowledge represents one of the most powerful
cognitive functions of illustration. Visual transformation does not simply in-
volve depicting information; it is a structural process used to reorganize,
transform, and comprehend knowledge.

Visual Restructuring of Knowledge:

Transforming a concept into a visual form leads to the restructuring of its
mental model. For example, the concept of a “system” may be difficult to
grasp when considered abstractly; however, a system diagram renders its in-
ternal relationships visible.

The Analytical Impact of Visualization
Visualization enables individuals to evaluate information in a more analyti-
cal manner, as visual arrangements:

e clarify relationships,

e define conceptual boundaries,
e reveal subcomponents, and

e simplify complex structures.

The Cognitive Contribution of Visual Transformation:

Illustration allows concepts not only to be expressed but also to be reinterp-
reted. This reinterpretation corresponds to what cognitive science defines as
“restructured knowledge.” Restructured knowledge produces mental mo-
dels that are more flexible, interconnected, and functiona.

The Role of Diagrams, Schemas, and Abstract Representations in Conceptual
Construction:

Diagrams, schemas, and abstract representations constitute some of the
most significant subtypes of illustration and play a critical role in processes
of conceptual construction. These visual tools not only organize information
but also directly influence how mental models are structured, how relations-
hips between concepts are perceived, and how knowledge is interpreted. Di-
agramming a concept signifies not merely representing it, but situating it
within a conceptual framework.

Diagrams are visual organizations that facilitate the comprehension of
complex systems. From energy flows in ecosystems to the limbic structures
of the human brain, from the behavior of mathematical functions to the
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structures of social networks, numerous domains of knowledge are repre-
sented through diagrams. Such representations both organize and enrich the
mental model of a concept. While constructing a diagram, individuals iden-
tify subcomponents of the concept, define relationships among these com-
ponents, and visually systematize the internal structure of the concept.

Schemas offer a more abstract and relational form of representation than
diagrams. A schema visualizes information flow, process steps, reciprocal
interactions, or logical relationships. For example, a flowchart of a decision-
making process represents not only the steps involved but also their logical
structure and alternative pathways. Such representations play a critical role
in guiding mental models, as individuals classify concepts, reconsider their
interrelations, and mentally test alternatives while constructing schemas.

Abstract representations, by contrast, operate at higher levels of abstraction,
distancing concepts from direct physical references. These representations
are frequently employed in conceptual art, design thinking, systems theory,
and cognitive modeling, as they reveal structural relationships independent
of concrete instances. For example, the concept of “balance” may be repre-
sented through linear symmetry; “fluidity” through wave forms; or “conf-
lict” through colliding shapes. Such abstract representations restructure
mental models through visual means.

Furthermore, diagrams, schemas, and abstract representations function as
forms of external memory in cognitive processes. External memory refers to
the transfer of information onto an external surface in order to reduce inter-
nal cognitive load. This surface does not merely store thought; it enables
thought to be reprocessed. Consequently, the role of illustration as external
memory deepens the process of conceptual construction.

The Interaction Between lllustration and Design Thinking:

Design thinking has gained significant importance in both academic and
professional contexts as an approach to problem solving and creativity. Vi-
sualization, conceptualization, experimental production, and iterative trans-
formation lie at the core of this approach. In all these processes, illustration
functions as an indispensable cognitive and methodological tool.

Within design thinking, drawing is not merely an idea-generation activity
but a cognitive process that renders thought itself visible. For this reason,
professional designers, product development specialists, architects, and UX
researchers actively employ sketches, diagrams, and conceptual illustrations
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during idea-generation processes. Illustration enables the rapid externaliza-
tion and evaluation of complex ideas.

Iteration, one of the fundamental principles of design thinking, is directly
tied to the process of illustration. When individuals draw a concept, they see
it again; seeing it again leads to reevaluation; reevaluation leads to red-
rawing. This cycle plays a vital role in the development of conceptual thin-
king, producing a reflective mode of thought often associated with deep cog-
nition. Consequently, illustration is not merely a method for producing out-
comes, but a process that enables the evolution of thought itself (Schon,
1983; Dalgig, 2014; Frayling, 2019).

In addition, “rapid prototyping” techniques employed in design thinking
methodologies are largely illustration-based. Rapid prototypes are created
by representing preliminary versions of ideas through drawing. These sketc-
hes function as cognitive maps that guide more advanced design processes.
Thus, illustration maintains a bidirectional relationship with design thin-
king:

e On the one hand, design thinking employs illustration as a methodolo-
gical tool.

e On the other hand, illustration expands the conceptual boundaries of
design thinking.

This bidirectional interaction positions illustration as one of the fundamen-

tal components of conceptual production processes.

THE COGNITIVE FUNCTIONS OF ILLUSTRATION IN AN INTERDISCIPLINARY
CONTEXT

The relationships that illustration establishes with mental models and visual
codes extend it beyond the boundaries of an artistic discipline and situate it
within a much broader academic field. Contemporary research demonstrates
that illustration interacts with a wide range of disciplines, from educational
sciences to engineering, from medicine to artificial intelligence, and from
psychology to sociology. This broad field of interaction positions illustration
as an interdisciplinary cognitive tool.

For example, in the field of medicine, anatomical illustrations are not merely
methods of information transfer; they enable the construction of mental mo-
dels of complex biological processes, the comprehension of spatial relations-
hips between organs, and the understanding of functional integrity. For a
student of anatomy, a verbal description of the skeletal system is insufficient
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for grasping the spatial organization of bones; drawing makes it possible to
mentally construct the structure.

Similarly, in engineering, technical drawings, diagrams, and schemas estab-
lish the mental models of mechanical systems. Concepts such as the relati-
onships between gears in a machine, the direction of circuit flows, or the
structure of power distribution may remain cognitively complex and ambi-
guous without illustration. For this reason, technical illustration constitutes
an integral component of engineering thinking.

In educational sciences, the role of illustration becomes even more prono-
unced. The mental models that students employ while learning new con-
cepts develop more rapidly and more effectively through visual representa-
tions. Particularly in early education, illustration serves as a fundamental
tool in the construction of initial mental models. Visual representations play
a critical role in a child’s understanding of abstract numbers, letters, or sci-
entific processes. Consequently, visual teaching materials form one of the
foundational pillars of early education.

These interdisciplinary domains of application demonstrate that illustration
is not merely an activity of “visualization,” but a system of cognitive organi-
zation. Each discipline employs different systems of visual codes when visu-
alizing its own concepts, processes, and relationships. This diversity reveals
illustration as a flexible, transformative, and universal mode of thinking.

THE CULTURAL AND SOCIAL DIMENSION IN THE PROCESS OF CONCEPTUAL
CONSTRUCTION

Mental models are not shaped solely by individual cognitive processes; they
are also formed through cultural and social contexts. For this reason, illust-
ration functions as a cultural memory tool. The symbols, visual rituals, tra-
ditional motifs, and aesthetic approaches of a society directly influence the
conceptual construction of illustration.

For example, the concept of time is visualized differently across cultures. In
Western cultures, time is commonly represented as a linear progression,
whereas in many Indigenous cultures it is visualized as a cyclical wheel, a
spiral, or a natural cycle. These differences in visual representation reveal
how the mental model of time is culturally constructed.

Similarly, the ways in which societies perceive power relations, hierarchies,
conflicts, or collective identities become evident in visual representations.
Propaganda posters, social campaign visuals, political illustrations, and
examples of graphic activism are not merely materials that convey messages;
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they are tools that influence, direct, and reconstruct the mental models of
societies.

Consequently, illustration is both a product and a producer of cultural cog-
nition. Cultural context shapes the visual codes of illustration, while illust-
ration, in turn, reshapes how concepts are perceived at the cultural level.

THE FUTURE OF ILLUSTRATION: ARTIFICIAL INTELLIGENCE AND NEW COGNITIVE
MODELS

With the advancement of artificial intelligence technologies, the cognitive
dimension of illustration has entered a new phase. Images generated by ar-
tificial intelligence are transforming the traditional definition of illustration
and restructuring processes of visual thinking. This transformation brings
with it both affirmative and critical perspectives.

On the one hand, artificial intelligence enables the externalization of mental
models in new forms; on the other hand, it offers novel tools that accelerate
processes of conceptual construction. For instance, a researcher may use
text-based prompts to rapidly visualize an abstract concept. This process fa-
cilitates the external expression of a mental model.

However, the ways in which Al-generated illustrations affect mental models
are not yet fully understood. While this technology has the potential to sup-
port visual thinking processes, it also carries the risk of diminishing creative
thinking capacities. The role of human-drawn illustration within cognitive
processes differs fundamentally from that of Al-generated imagery, because
illustration produced by human hands constitutes an act of thinking in itself.
Al-generated visuals, by contrast, are often not the outcome of a thinking
process but rather the output of an algorithm.

For this reason, future research should examine the differences between Al-
generated and human-produced illustrations in terms of their roles within
mental modeling processes.

GENERAL EVALUATION

This section as a whole has aimed to reveal the profound cognitive impact
of illustration within processes of visual thinking. All of the topics addressed
demonstrate that illustration is not merely an art form, but also:

a mode of thinking, a system of cognitive organization, a tool for conceptual
transformation, a mechanism of cultural representation, a method of prob-
lem solving, a semiotic structure, and an epistemic instrument of knowledge
production.
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Through this analysis, it has been shown—within a multidimensional pers-
pective—how illustration shapes mental models, how visual codes govern
processes of conceptual construction, and how visualization transforms
knowledge itself.

CONCLUSION

Ilustration extends far beyond being merely an aesthetic practice or a super-
ficial mode of representation within processes of visual thinking. As discus-
sed in detail throughout this chapter, illustration plays a central cognitive
role in the formation of mental models, the organization of visual codes,
processes of conceptual construction, and the restructuring of knowledge.
Mental models are internal representations through which individuals make
sense of the world; illustration renders these representations visible and
transforms them. Visual codes enable the organization, classification, and
relational structuring of information, and illustration actively employs these
codes. Conceptual construction emerges from the integration of these two
processes, with illustration functioning as the driving force behind this
construction.

The most significant conclusion presented by this chapter can be summari-
zed as follows:

lllustration is a cognitive instrument of production.

It is not merely a form of drawing, an artistic practice, or a visual communi-
cation technique. Rather, it is directly connected to the fundamental ways in
which the human mind thinks, analyzes, reorganizes, and produces mea-
ning.

For this reason, illustration should be regarded not as a supplementary ele-
ment but as a central subject of inquiry within disciplines such as cognitive
science, design, education, communication, art theory, and visual culture.
Illustration contributes directly to the shaping of thought, the restructuring
of knowledge, and the deepening of conceptual models.
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KEYWORDS

Ilustration: Ilustration is a visual mode of expression used not merely for represen-
tation, but for establishing conceptual relationships, structuring ideas, and
making meaning visible.

Visual Thinking: Visual thinking refers to the process of reasoning through images,
diagrams, and visual representations rather than relying solely on verbal lan-
guage. In this process, visuals function as both carriers and organizers of tho-
ught.

Mental Models: Mental models are internal representations constructed by individu-
als to understand their environment, phenomena, and relationships. They
serve as the foundation for reasoning, problem-solving, and predictive thin-
king.

Visual Codes: Visual codes refer to the systematic organization of visual elements
such as line, color, form, scale, and composition in order to produce meaning.
These codes enable visual information to be read and interpreted.

Conceptual Construction: Conceptual construction refers to the process by which
knowledge is not treated as fixed, but is gradually built through perception,
experience, and representation. Concepts are continuously shaped and resha-
ped through cognitive and visual tools.

Cognitive Processes: Cognitive processes encompass mental activities such as per-
ception, attention, memory, reasoning, and problem-solving. These processes
play a determining role in how information is acquired, processed, and utili-
zed.
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ABSTRACT

Illustration is an important visual communication tool that enables the
transmission of written, spoken, or abstract information through visual rep-
resentation. Throughout history, it has been used effectively in many fields
such as science, publishing, education, advertising, editorial work, fashion
design, etc. This efficient use is becoming even richer with the ever-evolving
technology, and it proportionally enriches every area it touches. This study
aims to examine the conceptual framework of illustration and its areas of
application within different disciplines. By addressing the communicative,
aesthetic, and functional dimensions of illustration, the study reveals its role
in the production of visual narratives. Furthermore, the contribution of il-
lustration to establishing meaningful and effective communication with the
target audience is evaluated, and its ever-changing face and transformation
within the context of contemporary practices are discussed.

INTRODUCTION

Illustration, as one of the methods of visually expressing knowledge, is an
effective design practice that has successfully fulfilled—and continues to ful-
fill—the functions of concretizing, conveying, expressing, and internalizing
a wide variety of subjects from past to present. Defined in its most general
sense as “illustrative work created for the purpose of explaining, exemplify-
ing, or embellishing” (Ambrose & Harris, 2014, p. 113), illustration may
function at times as an explicator of information, at other times as an exem-
plar of a situation, a narrator of a story, or an organizer of an environment.
Fundamentally involving the act of visualizing a narrative, illustration ex-
tends beyond purely descriptive representation to acquire interpretive and
critical qualities as well (Zeegen, 2015).

Etymologically, the term illustration derives from the Old French illustration,
meaning “appearance,” and from the Latin illustratio, meaning “luminous
presentation” (Kara, 2014, p. 5). By reflecting this inherent “luminosity”
onto the contexts it engages with, illustration not only contributes to func-
tionality but also guides the development of an aesthetic perspective. In this
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sense, illustration is, as Jon Krasner (2013) states, “both an aesthetic pro-
duction and a means of communication.”

Having occupied a central role in the visual dimension of communication
since its emergence, illustration continues to sustain its effectiveness today
thanks to its adaptable structure across diverse environments. Containing
meanings far deeper and more extensive than what is immediately visible,
illustration owes its power to its applicability across a wide and varied range
of fields. From this perspective, the present study categorizes the areas that
enhance the power of illustration into four main groups: editorial fields, sci-
entific fields, advertising, and fashion illustration. Each of these main cate-
gories is supported by subcategories that further elaborate and exemplify
their scope. These include book illustrations, children’s books, comics, and
graphic novels within editorial fields; medical, biological, botanical, and
technical illustration within scientific fields; graphic product illustration
such as brand-logo, poster, and packaging design within advertising; and
fashion illustration. These categories and subcategories are presented in the
following sections through enriched theoretical content and visual exam-
ples. In doing so, the study examines illustration—an influential subject
within the field of design—through its diverse areas of application, aiming
to demonstrate its value and effectiveness within the discipline.

APPLICATIONS OF ILLUSTRATION

Illustration, defined as the act of visually designing existing content in order
to explain, define, support, emphasize, and render it open to interpretation,
is one of the key techniques that facilitate the production of multilayered
meanings through its inherent characteristics. By simultaneously fulfilling
functions such as information transfer, aesthetic expression, and cultural
representation, illustrations have become an integral part of contemporary
visual culture, particularly as their fields of application have diversified fur-
ther through digitalization. In this context, illustrations are considered not
merely as supplementary visual elements but as independent domains of
narrative and intellectual production.

Unlike other forms of visual art, each of which possesses distinct meanings
and functions within itself, illustration is narrative-oriented and interpretive
in nature. Its structure, which enables storytelling, supports the viewer’s
ability to make inferences. It operates in close relationship with written texts
or conveyed concepts and, in addition to its strong visual qualities, is de-
signed to fulfill a specific purpose. From this perspective, illustration simul-
taneously pursues both aesthetic and functional objectives.
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By fulfilling both aesthetic and functional tasks, illustrations address a wide
range of fields and stand among the primary methods for producing solu-
tions to their communicative needs. In this section—structured around edi-
torial fields, scientific fields, advertising, and the fashion sector, each further
elaborated through subcategories—the subject of illustration is examined
from a theoretical perspective, analyzed through examples, and clarified ac-
cordingly.

EDITORIAL FIELDS

In today’s media environment, the problem of remaining confined to purely
textual narratives—often resulting in monotony—has brought diversifica-
tion and differentiation in information production and circulation to the
forefront. The power of visual narration as a solution to this problem plays
a decisive role, particularly in the communication of complex, political, or
abstract textual subjects. In this context, editorial illustration fills a signifi-
cant gap by emerging as a form of visual narration that interprets news
items, opinion columns, and articles while encouraging the reader’s intel-
lectual engagement (Heller & Chwast, 2014).

Editorial illustration constitutes one of the visual communication networks
that clarifies the interpretation and comprehensibility of texts—especially in
print media—offers users a critical perspective, and enables the concretiza-
tion of abstract concepts through visual metaphors. Beyond merely decorat-
ing newspaper, magazine, book, and digital publication texts, editorial illus-
trations represent a field of illustration practice whose primary aim is not
only to convey the text directly but also to reveal the underlying meanings
embedded within it, often incorporating interpretation, critique, and meta-
phorical expression (Zeegen, 2012).

Encountered across various forms of literary production, editorial illustra-
tion occupies a significant position within the category of graphic products.
This includes newspaper, magazine, and book illustrations, as well as chil-
dren’s books—where illustration is used particularly effectively—and visu-
ally driven formats such as comics and graphic novels. Serving different pur-
poses, these products contribute numerous successful examples to the field.

Newspaper-Magazine-Book lllustrations:

The development of written culture has, over time, been accompanied by
the emergence of visual narrative forms that support, emphasize, and often
enable the reinterpretation of textual meaning. Exemplifying this phenom-
enon, newspaper, magazine, and book illustrations fulfill core functions such
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as news transmission, storytelling, situational interpretation, and promo-
tion. They shape modes of perception and operate not merely as decorative
elements, but as visual communication tools integrated with meaning itself
(Heller & Chwast, 2014).

Newspaper illustrations, which typically address current, social, and political
issues, are employed in fast-paced news environments to capture the audi-
ence’s attention, simplify complex topics through designed visuals, and pro-
vide concise summaries (Figure 1).

Figure 1. Image from Honoré Daumier’s illustration Lyon-Paris, Ils ne font qu’un saut! (1831).
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Referance: e-skop.com (2016)

Compared to newspaper illustrations, magazine illustrations possess a more
enduring, conceptual, and aesthetically experimental structure. They func-
tion as an independent field of expression, particularly in magazines focus-
ing on culture, art, and politics.

With the development of modern magazine publishing in the mid-twentieth
century, magazine illustrations acquired a more conceptual and abstract vis-
ual language. Among the most well-known examples are the illustrations by
Saul Steinberg published in The New Yorker magazine (Figure 2).
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Figure 2. Images from illustrations designed by Saul Steinberg.

Referance: eyecontactmagazine.com (2012)

Book illustrations, which hold a significant place within the editorial field,
play an integral role—especially in children’s literature and literary clas-
sics—in strengthening narration, shaping the rhythm of the text, construct-
ing the atmosphere of space and events, and influencing character percep-
tion (Nodelman, 1988) (Figure 3).

Figure 3. Images from the illustrations in Maurice Sendak’s Where the Wild Things Are.

In adult literature, where book illustrations are used more sparingly, they
generally shape the reader’s interpretive process through cover designs and
selected interior visuals. In summary, newspaper, magazine, and book illus-
trations—by reflecting, altering, and transforming the meaning of written
content—are regarded not only as supports for written culture, but also as
forces that actively guide meaning-making.

Children's Book Illustration:

Within the realm of literary works, and particularly when examined through
the lens of illustration, children’s book illustration constitutes one of the
fields with the most substantial and valuable examples in both qualitative
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and quantitative terms. Playing a crucial role in the formation of early read-
ing experiences, supporting perception and meaning-making in children,
and contributing to the development of cognitive and affective skills, chil-
dren’s book illustrations are considered indispensable components of chil-
dren’s literature. Nodelman (1988) argues that in illustrated children’s
books, which positively support language development, narration is
achieved through the simultaneous reading of text and images, and further
maintains that visual narration plays a more dominant role than text, espe-
cially during early childhood (Figure 4).

Figure 4. An image of Beatrix Potter's animal drawings based on natural observation.

When examined from pedagogical and cognitive perspectives, research on
children’s book illustration indicates that these books enhance children’s
vocabulary, improve narrative comprehension skills, and support the devel-
opment of empathy (Nikolajeva & Scott, 2001). Illustrated children’s books,
which are indispensable resources for children whose reading skills have not
yet developed, serve as the primary carriers of narration through their sim-
ple, clear, and accessible illustrations. From this standpoint, The Very Hungry
Caterpillar by Eric Carle—an exemplary work that supports learning through
color, texture, repetition, visual rhythm, counting, and the concept of time—
stands out as one of the successful examples in the field (Figure 5).
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Figure 5. Images from Eric Carle’s The Very Hungry Caterpillar, created using the collage technique.
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Referance: amazon.com.tr (2025)

Contrary to common assumptions, children’s book illustrations extend far
beyond mere line work, offering much more than what is immediately visi-
ble. Through the visual imagery and narratives, they contain, they play a
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critical role in children’s intellectual, emotional, and psychological develop-
ment. Given the significant influence of this field on child development, it is
essential that such works be designed within well-defined parameters and
in collaboration with subject-matter experts. Books created with these con-
siderations in mind will continue to inspire every child they reach.

Comics and Graphic Novels:

Illustrations in comic books and graphic novels represent a unique narrative
form in which visual and textual storytelling are combined through sequen-
tial imagery. Comics and graphic novels, where text and visuals are arranged
and presented sequentially, are considered visual culture narrators with a
distinct language and mode of expression. The illustrations forming the core
of this narrative, with their unique structure and graphic language, provide
a valuable area of study both within comic books and graphic novels and in
the broader context of visual communication and graphic design (Figure 6).

Figure 6. Images from Craig Thompson's artwork titled Blankets.
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Will Eisner (1985), who defined comics primarily as “sequential art,” em-
phasizes that these illustrations adopt their own distinctive visual language.
Scott McCloud (1994, p. 4-5), another leading figure on the subject, defines
comics as “images deliberately arranged in a specific sequence to convey in-
formation and aesthetic experience.”

Beyond being a tool for entertainment or hobby, comic books and graphic
novels are recognized as effective literary and artistic products. By synthe-
sizing verbal and visual storytelling, they fulfill the task of clearly conveying,
narrating, and instilling complex ideas and structures (Cigek Sentiirk, 2020;
Temur, 2023; cited in Temur & Uslu, 2024, p. 1479). These works, which
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are also observed to be effective in educational contexts, transmit the narra-
tive not only through visuals and text but also actively engage the reader in
the story process (Figure 7).

Figure 7. Images from Hagio's illustrations in The Heart of Thomas.

Referance: lessaccurategrandmother.blogspot.com (2016)

As a key and indispensable field of illustration, comic books and graphic
novels continue to occupy a prominent place in the study of illustration. By
fulfilling the visual stage of communication effectively, these designs con-
tinue to engage audiences with ever-evolving forms in line with developing
technologies.

SCIENTIFIC FIELDS

Hodges (2003, p. 3), in The Guild Handbook of Scientific Illustration, defines
scientific illustration as “a visual form of expression arising from the combi-
nation of science and art, prioritizing observation and accuracy.” Scientific
illustration represents the intersection of science and art, aiming to depict a
subject or phenomenon as accurately and in as much detail as possible
within feasible constraints. The field is grounded in a shared commitment
to producing visual outputs that faithfully convey scientific observations.

Scientific illustration is one of the primary methods for making complex sci-
entific information more comprehensible, organized, coherent, and visually
appealing. It serves as a cross-disciplinary method for facilitating under-
standing through visual communication and the application of artistic prin-
ciples.



262 | ILLUSTRATION

Core competencies in this field include scientific observation, technical ac-
curacy, and descriptive-explanatory skills. Emphasizing observation over
subjective interpretation, scientific illustration prioritizes precision and relia-
bility. In addition to technical accuracy, visual legibility and aesthetic arrangement
are crucial. Studies in visual communication indicate that visuals that sim-
plify complex information and present it effectively significantly enhance
learning outcomes (Tversky, 2005).

W. J. T. Mitchell (1994) emphasizes that scientific visuals are not only “rep-
resentative” but also “tools for thought.” From this perspective, scientific
illustration can be understood as a representational system that aids in re-
structuring and communicating knowledge.

Scientific illustration plays a vital role in both the production and dissemi-
nation of knowledge, spanning fields from natural history to modern medi-
cine. Advances in digital technology have enabled scientific illustration to
reach new dimensions, allowing it to express information more robustly and
accurately. The field relies on the integration of technical knowledge, preci-
sion, aesthetic composition, observational skill, and didactic value, forming
the foundation for every design produced within the discipline.

The purpose of scientific illustration is to visually define, represent, and doc-
ument scientific data, processes, results, and structures accurately and reli-
ably. This function is critical across numerous disciplines, including medi-
cine, zoology, botany, biology, geology, engineering, and technical fields. Un-
derstanding this process requires examining and exemplifying the relevant
disciplines, which provides clarity on the scope and application of scientific
illustration.

Medical lllustration:

Medical illustration is an interdisciplinary form of visual representation de-
signed to convey highly complex medical knowledge accurately, clearly, and
effectively through an aesthetic perspective, and to make this knowledge ac-
cessible to professionals, students, researchers, and the general public. Due
to its strong educational orientation, medical illustration is frequently em-
ployed in medical and dental schools, surgical training materials, anatomical
atlases, and scientific publications. Supporting this view, Male (2017, p. 139;
cited in Bulduk Tiirkmen, 2021, p. 12) summarizes the practice of medical
illustration as “the production of anatomical and surgical illustrations for
educational and instructional purposes.”
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Unlike other areas of illustration, the defining characteristic of medical illus-
tration is the necessity for all designed visuals to meet both aesthetic standards
and strict scientific accuracy. Medical illustrations are expected to be fully
aligned with scientific reality; therefore, anatomical forms and proportions,
pathological processes, and surgical techniques may be simplified for clarity,
but never at the expense of accuracy (McDermott, 2012). For this reason,
the field of medical illustration requires comprehensive knowledge of med-
ical terminology and specialization in human anatomy, while also necessi-
tating close collaboration with authorized experts, physicians, and scientists
to address potential gaps in expertise.

With roots extending back to antiquity and the Middle Ages, medical illus-
tration reached its peak during the Renaissance. During this period, figures
such as Leonardo da Vinci and Andreas Vesalius gained prominence for their
anatomical drawings and technical mastery, laying the foundations of the
discipline. Vesalius’s De humani corporis fabrica (1543) is regarded as a mile-
stone in the history of medical illustration (Figure 8) (Vesalius, 1543).

Figure 8. Illustration from Vesalius's De Humani Corporis Fabrica (1543).

Referance: reddit.com (2020)

As the field progressed into the modern era of the twentieth century, signif-
icant advancements were observed, particularly through the development of
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anatomical atlases. One of the most influential figures in medical visualiza-
tion, the American surgeon Frank H. Netter, produced Netter’s Atlas of Human
Anatomy, which continues to be used as a fundamental reference in health
education today (Figure 9) (Netter, 2023).

Figure 9. lllustration from Frank H. Netter's Netter's Atlas of Human Anatomy.
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Referance: kenhub.com (2023)

The graphic language used in medical illustration should be as clear, legible,
and precise as possible. Moreover, the design process must adhere to ethical
principles, including maintaining confidentiality when using clinical data,
avoiding visual elements that may reveal patient identity, and refraining
from misleading, exaggerated, or inaccurate representations.

When these principles are taken into consideration, each medical illustration
produced on a sound scientific basis contributes increasingly to both educa-
tional and clinical communication, particularly within the health sciences.
With the rapid advancement of technology and the diversification of visual
production methods, medical illustration continues to play a vital role in the
effective dissemination and communication of medical knowledge among
professionals and the wider public.
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Botanical lllustration:

Botanical illustration is one of the methods used to convey plant and natural
sciences through visual representations that reflect the morphological char-
acteristics of plants (Figure 10). Designed primarily to fulfill the functions
of identifying, describing, depicting, and classifying the subject plant, botan-
ical illustration aims to clearly present the features that enable its taxonomic
distinction (Blunt & Stearn, 1994).

Figure 10. Images from Pierre-Joseph Redouté’s rose illustrations.
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Referance: hivdakarakoc.com (2025)

Bulduk Tiirkmen (2021, p. 8) emphasizes that the primary source for bo-
tanical drawing is the living plant. However, due to the plant’s natural ten-
dency to wilt, specimens known as herbarium samples (dried plants) are
often used to continue the illustration process. To turn these limitations into
advantages, the author highlights the importance of producing rapid
sketches and employing photographic documentation during the drawing
process (Figure 11).

Figure 11. Images from the drawings of botanical artist Istk Giiner.
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Referance: whatsupistanbul.com (2020)

Despite advancements in photographic technology, the reasons why photog-
raphy has not replaced botanical illustration—but rather functions as a sup-
plementary tool—have been examined, leading to several conclusions.
While botanical illustration enables the detailed depiction and emphasis of
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a plant’s structural characteristics and all of its components, plant photog-
raphy presents only a single moment or fragment of the subject. Moreover,
it is argued that, contrary to the rapid development of photography, botani-
cal illustration continues to be designed and utilized because it has the abil-
ity to present the fundamental taxonomic characteristics of a plant through-
out its entire life cycle within a single composition (Harris & Harris, 2001).
In species identification processes—one of the most significant functions of
botanical science—botanical illustrations effectively address a critical need
by clearly representing essential details such as flower form, seeds, leaves,
vein systems, and root structures. In addition, botanical illustrations suc-
cessfully fulfill vital roles including the identification of new species, the vis-
ual documentation of medically significant plants, and the recording and dis-
semination of information about rare and endangered species.

Despite the development of digital technologies and photographic tech-
niques, botanical illustration remains one of the most powerful tools in sci-
entific disciplines and plant identification methods. By transcending mere
visual appearance and aesthetic preference, it ensures the accurate represen-
tation of plant structures, classification systems, life cycles, and related de-
tails. Drawing strength from its historical development and integrating con-
temporary digital techniques, botanical illustration continues to grow in im-
portance by advancing both its scientific and artistic dimensions.

Zoological lllustration:

Zoological illustration constitutes one of the specialized visual fields that
addresses not only the anatomical and morphological characteristics of ani-
mal species but also their behavioral conditions within a framework of sci-
entific accuracy. By producing observation-based visuals that emphasize the
distinguishing features of animal species, zoological illustration enables the
systematic transmission of zoological knowledge (Ford, 2013). In addition
to external appearance, zoological illustration incorporates skeletal and mus-
cular systems, organ structures, developmental stages, and behavioral
states, ensuring that all these features are represented within scientific and
visual boundaries (Figures 12-13).
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Figure 12. Image from John James Audubon's The Birds of America (1827-1838) bird drawings.
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These studies, which must be conducted and finalized through collaboration
with knowledgeable and authorized experts, enable the visualization of
forms and conditions that cannot be captured in a single photographic
frame. For instance, when it is not possible to depict the physical state of a
bird’s wing or the jaw muscles of a mammal in a single image, zoological
illustration provides an effective solution (Day, 1994).

Figure 13. Image from John James Audubon's The Birds of America (1827-1838) bird drawings.

Referance: sothebys.com (2025)

In these works—produced according to specific measurement systems—the
presence of small organisms and the need to depict fine details within lim-
ited space often require the use of microscopes. This technique, commonly
applied in the visualization of small creatures such as insects, enables re-
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searchers to examine organisms more carefully throughout the drawing pro-
cess and to develop a deeper understanding of morphological relationships,
thereby facilitating an effective learning process (Hodges, 2003).

By successfully fulfilling a wide range of crucial tasks—including new spe-
cies identification, the visualization of museum and natural history collec-
tions, the enrichment of educational materials, and the promotion of en-
demic species—zoological illustrations continue to maintain their signifi-
cance and presence within the field.

Anthropological - Paleontological lllustration:

Anthropological-paleontological illustration represents an interdisciplinary
approach that aims to re-visualize, through technical and scientific accuracy,
research conducted in the fields of anthropology—which examines the un-
knowns of human history, human evolution, and physical and cultural char-
acteristics—and paleontology, which focuses on the structural features of
prehistoric organisms and fossils (Figures 14-15). While anthropological il-
lustration encompasses the visualization of scientific data related to human
evolution, physical anthropology, and cultural remains, paleontological illus-
tration seeks to reconstruct prehistoric animals and ecosystems based on
fossil evidence (Taquet & Padian, 2004, p. 385-386).

Anthropological and paleontological illustration enables the visual recon-
struction of fragmented, incomplete, and interpretation-dependent data
through scientific methods, thereby facilitating the transmission of
knowledge to both academic communities and the general public (Conway
etal., 2012).

Anthropological-paleontological illustration includes the visualization of
fossil remains, the reconstruction of species, and the scientific presentation
of the stages of human evolution (Tattersall, 1995).



ILLUSTRATION | 269

Figure 14. An example of a paleontological illustration designed by Zdenék Burian.
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Referance: paleoporch.com (2021)

Figure 15. Images showing three-dimensional realizations of illustrations created by John Gurche.

Referance: blog-college.ku.edu (2025)

In addition to recording surface details of fossils, anthropological-paleonto-
logical illustrations compensate for missing fossil material and the absence
of soft tissues, enabling a more complete representation of species appear-
ances. With the opportunities provided by advancing technology, the emer-
gence of three-dimensional and increasingly realistic designs has further il-
luminated the field, and these possibilities continue to expand and diversify
(Figure 15). For this reason, this branch of scientific illustration is indispen-
sable to evolutionary research and to the understanding of human evolution
and prehistoric life.

Technical lllustration:

Visual representations designed to convey information about the function
and operation of a machine, structure, product, system, or process fall within
the field of technical illustration. The primary purpose of technical illustra-
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tion is to demonstrate how an object, system, or process works in the clear-
est and most error-free manner possible (Hodgson, 1992). Widely employed
across a broad spectrum—from industrial and engineering fields to architec-
ture and information technologies—technical illustration enables the sys-
tematic understanding, documentation, and production of complex systems
and processes. Consequently, technical accuracy, functionality, measurabil-
ity, and operational clarity take precedence over aesthetic concerns (Figure
16).

Figure 16. An example of a technical illustration explaining the working principle of a mechanical clock.
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Research has demonstrated that visually supported designs have a signifi-
cant impact on learning and retention processes (Mayer, 2009). As one such
design approach, technical illustration reduces the cognitive load associated
with highly complex information, enabling users to understand and perceive
content accurately, efficiently, and rapidly (Figure 17). Moreover, the appli-
cation of these designs in the form of user manuals, safety instructions, and
educational materials helps prevent potential errors and misunderstandings
(Sless, 2004).
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Figure 17. Images from Ikea assembly guides.
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As one of the distinctive fields within contemporary visual communication
disciplines, technical illustration prioritizes functionality and accuracy at its
core. Considering its historical development, its standardized structure
based on technical norms, and its impact on education, technical illustration
holds strategic importance in both academic and industrial contexts. It is
anticipated that this field will continue to integrate more deeply with digital
and interactive technologies in the future, maintaining its role as one of the
fundamental tools of information transfer.

ADVERTISING FIELDS

Advertising fields, which encompass not only the promotion of a product or
service but also the process of producing and communicating effective
meaning about them, frequently employ illustration due to the fact that in-
dividuals perceive visuals more quickly than text and establish emotional
connections with them more easily (Messaris, 1997). Rather than directly
representing reality, illustrations offer the advantage of reconstructing and
interpreting it, which positions them as a significant component within ad-
vertising—particularly for those seeking to capitalize on this expressive flex-
ibility. Owing to these characteristics, illustrations in advertising success-
fully fulfill functions such as conveying messages effectively, constructing
brand identity and personality, persuading target audiences, and establishing
emotional connections with consumers.

Unlike photography-based visualizations and promotional practices, illus-
trations enable more diverse, flexible, impactful, and explicit meaning-mak-
ing through abstraction, stylization, and metaphorical techniques. As a re-
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sult, illustrations—appearing in forms such as brand identities, logos, pro-
motional advertisements, posters, and packaging—have evolved from being
merely visually appealing elements into powerful tools that facilitate product
recognition and influence purchasing behavior.

Brand-Logo lllustration:

Logos, defined as the smallest yet most meaning-dense visual components
created to promote a brand, product, or service, play a central role as the
primary visual symbols of corporate identity by reflecting and communi-
cating brand value (Pati, 2025). In advertising practices, logos—described as
compact symbolic structures developed to visually express identity, values,
and promises (Wheeler, 2018)—often draw upon illustration as a powerful
expressive method that enables linear, formal, and narrative differentiation.
Illustrations incorporated into logo designs simplify complex and dense
ideas and information, transforming them into visual narratives that not
only convey brand-related information but also communicate the brand’s
story (Giirgan & Ilhan, 2018, p. 131). Through this process, logo illustra-
tions establish an intangible connection between the brand and the con-
sumer, thereby enhancing brand recognition and visual appeal (Figure 18).

Figure 18. Examples of illustrative logo designs.
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In summary, the use of illustration in logo design should not be regarded
solely as a method of aesthetic enrichment, but rather as a strategic approach
that facilitates meaningful relationships and strong bonds between brands
and consumers. By contributing to brand perception and ensuring visual
consistency, illustrative logo designs position themselves among the most
effective tools of symbolic and visual communication.

Referance: freepnglogos.com (2025)
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Promotional Advertisements and Posters:

Poster design, with its deep-rooted historical background, stands among the
most effective tools of visual communication serving purposes such as in-
forming, promoting, persuading, and raising awareness. Posters operate
across cultural, political, artistic, and social domains, closely reflecting trans-
formations within these fields (Meggs & Purvis, 2016). Their ability to at-
tract audience attention and convey messages concisely renders them par-
ticularly significant; in this context, illustrations emerge as one of the fun-
damental elements that strengthen visual narration within poster design.

Art Nouveau posters, which occupy a notable place in design history, repre-
sent early examples of illustrative usage in poster design. Among the leading
figures of this movement, Alphonse Mucha and his posters combined prod-
uct promotion with an artistic and illustrative style, thereby attributing aes-
thetic and cultural value to brands (Heller & Chwast, 2011) (Figure 19).

Figure 19. Images from Alphonse Mucha's illustrative poster designs.
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Referance: oggusto.com (2024)

In more recent times, with the rapid development of digital technologies,
illustrative poster designs have witnessed diverse experimental approaches.
In this period, illustration has played a significant role in enhancing narrative
depth and expressive strength within poster design. Absolut Vodka’s long-
running illustrative poster campaigns—reinterpreting the bottle form
through creative metaphors and associating the brand with artistic creativ-
ity—exemplify the lasting impact of illustration on brand image (Figure 20).
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Figure 20. Images from Absolut Vodka's illustrative poster designs.

Referance: postermuseum.com (2024)

As one of the solutions for producing effective, original, memorable, and
unconventional poster designs, illustration continues to open pathways for
integrating aesthetic, cultural, and semantic dimensions.

Packaging lllustration:

Beyond protecting and transporting products, packaging design functions as
one of the most critical tools for visual and emotional communication with
consumers. In today’s competitive market conditions, packaging serves as a
fundamental element that reflects brand identity and influences purchasing
decisions (Klimchuk & Krasovec, 2018). Acting as a bridge between product
and consumer, packaging design holds the power to shape and transform
consumer perceptions and expectations regarding the product (Marozzo et
al., 2020, p. 915).

The use of illustration in packaging design is frequently encountered in the
industry due to its ability to establish a distinctive brand identity, convey
indirect and symbolic messages, attract attention, and strengthen emotional
associations (Underwood et al., 2001, p. 410). Sharma and Chaturvedi
(2024) assert that the use of original illustrative designs in packaging in-
creases consumer interaction with products during brief attention spans,
thereby fostering brand loyalty (Figure 21).
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Figure 21. Images of illustrative packaging designs for the beverage brand Nongfu Spring.

Referance: tasarimharika.com (2024)

Illustrative packaging designs go beyond providing aesthetic contribution;
they facilitate the consumer’s information acquisition process and visually
represent brand personality (Wu, 2015, p. 224). When combined with
graphic design elements, packaging illustrations strengthen the intended
message. Brand identity, product storytelling, and consumer perception are
reinforced not only through design elements and their application, but also
through effectively designed illustrations and a coherent visual language.

From a broader perspective, the use of illustration in advertising should be
regarded not merely as an aesthetic choice but as a strategic, cultural, and
ideological decision. By reconstructing reality, illustrations possess the
power to shape consumer perception. In this respect, advertising illustra-
tions constitute a significant area of inquiry within discussions of visual cul-
ture and consumer society.

By forming the visual backbone of advertising discourse, illustrations as-
sume a central role in brand identity formation, persuasion, and cultural rep-
resentation processes. With ongoing digitalization, it is anticipated that this
field will further diversify and continue to provide fertile ground for inter-
disciplinary research.

FASHION ILLUSTRATION

One of the fields in which the act of design is actively and effectively prac-
ticed is the fashion industry. Fashion illustration, which serves as the visual
representation of fashion design ideas—the lifeblood of this sector—refers
to the visual designs employed in the process of transforming fashion into a
tangible product.

Within the fashion industry, fashion illustration strengthens visual narration
and adds an artistic dimension; it not only transforms garment forms but



276 | ILLUSTRATION

also reflects the perspective, style, and creative spirit of the designers who
are the principal agents of this transformation, as well as the essence of the
collection itself (Okur & Basaran, 2021, p. 707). For this reason, fashion
illustration has become an indispensable component of the design process,
extending beyond the boundaries of technical drawing (Figure 22).

Figure 22. Images from fashion illustrations by designer Georges Lepape.

Referance: artvee.com (2025)

Occupying a distinctive position within visual communication design, fash-
ion illustration plays a significant role in the promotion, narration, and iden-
tity construction of fashion products, thereby facilitating effective message
transmission. Through graphic elements such as line, form, color, and tex-
ture, fashion illustration generates visual, emotional, and semantic effects
and perceptions in the viewer. In this respect, it does not merely display the
product but also enables the attribution of multiple meanings to it (Kuhnen
& dos Santos, 2019, p. 275).

Throughout history, fashion illustration has functioned as a medium of vis-
ual and cultural communication. With the evolution of traditional drawing
techniques into digital methods, it has entered a new phase and regained
universal relevance. As its interaction with new media intensifies, fashion
illustration increasingly encounters audiences in diverse forms and, in par-
allel, continues to shape fashion culture. By influencing audiences across
multiple dimensions, these illustrations are expected to further enrich their
expressive potential through the strengthening relationship between fash-
ion and digital media channels in the future.
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CONCLUSION

This study aimed to reveal the fundamental functions of illustration within
the field of visual communication by examining its conceptual structure and
areas of use across various disciplines. The findings demonstrate that illus-
tration is not merely an aesthetic form of expression; rather, it is employed
as a strategic tool for explaining, interpreting, and effectively conveying in-
formation to target audiences. Examples of illustration used in scientific, ed-
itorial, educational, advertising, and fashion design contexts clearly high-
light the power of visual narration to simplify and give meaning to complex
information.

The examples analyzed within the scope of the study indicate that illustra-
tion strengthens meaning production through its relationship with text and
enhances visual memory retention. Particularly in educational and scientific
fields, illustration contributes to the learning process by facilitating the com-
prehension of abstract or technical information. Editorial and advertising il-
lustrations, on the other hand, encourage critical thinking through visual
metaphors and enable the establishment of emotional connections with
viewers.

With the advancement of digital technologies, significant transformations
have occurred in the production, presentation, and circulation of illustration.
Digital tools provide illustrators with technical flexibility while enabling il-
lustration to integrate with animation, interactive media, and social plat-
forms. This development has strengthened the position of illustration
within contemporary visual culture and contributed to its emergence as an
interdisciplinary structure.

In conclusion, illustration has become an indispensable component of visual
communication through its historical development from past to present. To-
day, its expanding areas of application in both traditional and digital contexts
reinforce its communicative, cultural, and aesthetic value, revealing its dy-
namic and adaptive nature. In this regard, it is anticipated that illustration
will continue to play a significant role in visual narrative and design practices
in the future.
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KEYWORDS

Ilustration: As a method of visually conveying information, illustration is an effective
design approach that has successfully fulfilled—and continues to fulfill—the
tasks of visually concretizing, communicating, expressing, and fostering un-
derstanding of a wide range of subjects from past to present.

Editorial illustration: Particularly in the field of print media, editorial illustration
serves as a visual communication network that clarifies the interpretation and
comprehension of texts, provides the reader with a critical perspective, and
enables the concretization of abstract concepts through visual metaphors.

Comics and Graphic Novels: Illustrations in comic books and graphic novels repre-
sent a unique narrative form in which visual and textual storytelling are com-
bined through sequential imagery.

Scientific illustration: This approach represents an interdisciplinary method and a
field of visual communication that enhances the comprehensibility of scien-
tific knowledge by integrating principles of art and observation.

Botany: Botany is the branch of science that studies the morphological characteristics
of plants within the context of plant and natural sciences.

Zoology: Zoology is the specialized branch of science concerned with the anatomical
and morphological characteristics as well as the behavioral traits of animal
species.

Anthropology: Anthropology is the branch of science that examines human history,
evolution, and both physical and cultural characteristics.

Paleontology: Paleontology is the branch of science focused on the structural features
of prehistoric organisms and fossils, studied with technical and scientific ac-
curacy.

Technical illustration: Visual representations designed to convey information about
the function and operation of a machine, structure, product, system, or pro-
cess fall within the field of technical illustration.

Fashion illustration: Fashion illustration, which serves as the visual representation
of fashion design ideas—the lifeblood of this sector—refers to the visual de-
signs employed in the process of transforming fashion into a tangible product.
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