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Abstract 

 

On Narrative Design and a Possible Future for Comics 

 

Dale Christopher Wallain, M.F.A. 

The University of Texas at Austin, 2011 

 

Cosupervisors:  Gloria Lee & Peter Hall 

 

This report is a chronicle of my research and design practice at The University of 

Texas at Austin in pursuit of the MFA in Design. It traces my interest in visual narrative, 

specifically in the component relationships evident in a close study of comics as they 

relate to questions of dimensionality and form. Key elements in this trajectory include the 

application of humor, sequential illustration, paper engineering and the adaptation of 

texts to works of visual and dimensional narrative. Along with a documentation of my 

working methods and experience, an appropriately distilled version of my extensive study 

of literature, comics, diorama, and pop-up books can be found in the following pages. 
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 1 

"My soul hovers, five stories up, in the happiness of creation, the rapture of 
conjuring something out of nothing. All around me, my fellow students are silent, 
sleeping or communing with the printed page; only I, in this vicinity, am carving a 
little window into a universe that, an hour ago, had not been there at all.” 
     
     --John Updike (McSweeney’s, 41)  

 
 

Chapter 1:  Introduction 

It has been difficult for me to situate my work and interests in the world of 

product, graphic and systems design. My work as an MFA student can be seen to 

chronicle the struggle of an artist who brings a rather peculiar set of interests to the 

design forum: illustration, narrative, craft, and a burning desire to combine these interests 

with a history of formal conventions and pictoral language. Early feedback on my work 

in Design includes references to the personal nature of my work, to my illustrative 

efficacy, and to the relative difficulty in seeing my chosen form, comics, as a relevant 

design concern.  

 And yet, it occurs to me while writing this report, that I have perhaps tackled the 

concerns of an array of design disciplines, separated and dissected across a spectrum of 

critiqued functionality and relative usefulness.  More and more, designers place an 

emphasis on the storytelling approach to effectively present a designed object, and maybe 

if that object is a story, the bulk of the work is already done. The “comic” is what it says 

it is: a story that presents itself, where form and content are one and the success of the 

product can be measured on whether or not that story communicates with an audience. 
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  In his seminal work, Understanding Comics, Scott McCloud defines comics as 

“juxtaposed pictorial and other images in deliberate sequence, intended to convey 

information and/or produce an aesthetic response in the viewer”(9).  McCloud is 

essentially describing an information graphic, where “sequence” suggests the passage of 

time across a data set. His book, itself a comic, is a non-fiction account of the data that he 

has acquired and generated on the subject of comic making. In his later work, 

Reinventing Comics, he refers to comics as “an artist’s map of time itself” (206).  This is 

a broad and yet immediately relatable sentiment in the sense that a visual storyteller, 

illustrating or otherwise, has to have a particularly profound understanding of his or her 

content in order to effectively communicate it to a reader.  

As I began working through formal experiments on the function of comics, I 

arrived at the question that has become central to my studies: how can the meaning and 

effectiveness of a comic or cartoon be emphasized by its formal construction? And how 

can that formal construction serve as a variable of shifting prominence similar to the 

text/image relationships that are already present in such a work? 
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Chapter 2: Influence and Precedent 

 
In order to begin answering this question, I assumed the role of “cartoonist” (and 

later, “engineer”) drawing every day, and determined to find one of the infinite points of 

intervention in conventional comic-making that might allow me to test theories about 

how the form could be more engaging. I sought to achieve this through a collection of 

understandings and applied knowledge that could only be possible via an examination of 

my influences and their immeasurable impact upon my own work.  

I’ve categorized my extrapolation of the various works that have informed my 

own along the following arch in order to make some logical sense out of my research 

trajectory: textual works, text/image intersections, construction of volume and form, and 

finally, the hybridization of all of these. This is useful not only in showing where my 

work lives among that of my peers, but can hopefully offer some sense of where it is 

going. The arch of projects that I’ve synthesized below should not in any way be 

interpreted as an evolution, where the first item is the least resolved, but rather, it is a 

sampling of works from large formally related bodies of work that have directly 

influenced the varying forms that my own endeavors take at given stages within my 

making processes. 

Textual Work  

Almost all of my text/image narratives begin in prose form. I adopt the generative 

means of a novelist or short story writer in order to structure a narrative before editing 
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and adapting it to my visual style. Most influential to this part of my process are novels 

and prosaic works of Richard Ford, specifically, The Sportswriter. 

 In his acclaimed work within the novel genre of “dirty realism” Ford offers us 

something that the phrase does not quite describe. It becomes a work of something almost 

more acute than realism, an affirmation that our thoughts are real and that the way we 

describe and categorize things and feelings and opportunities is as concrete as anything. 

She said that it was a mistake to have made as few superficial friends as I have 
done in my life, and to have concentrated only on the few things I have 
concentrated on--her, for one. My children, for another. Sportswriting and being 
an ordinary citizen. This did not leave me well enough armored for the 
unexpected, was her opinion. She said this was because I didn't know my parents 
very well, had gone to a military school, and grown up in the south, which was 
full of betrayers and secret-keepers and untrustworthy people, which I agree is 
true, though I never knew any of them. (13). 

 

Ford’s texts are a seamless interplay of imagery and abstraction, finding beauty in the 

breadth of human landscape and in things that don’t actually exist. His narratives strive to 

develop complexity in a breadth of subjects where there is seemingly none.  I find this 

approach to my own texts to be particularly well suited to the kind of tensions required to 

make an interesting text/image relationship.  

Text & Image 

The films of David Gordon Green have influenced both the style and tone of my 

prose, as well as the text/image relationships that I use to generate humor in my comics in 

order to connect to a broader range of individual readers.  
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An example of Green’s juxtaposition of image and irony can be found in the 

following excerpt from All The Real Girls where the lead character in the film, Paul, is 

speaking to an unknown, off-screen character:  

   

Figure 1: Selected frames, All the Real Girls. 

 
“I mean, I brought you all the way out here. It’s not like I’m the one that needs swimmin’ 

lessons. And the fact that you’re not even trying—well that baffles me. Really. I mean 

what are you afraid of? There’s no sharks in here.” 

   

Figure 2: Selected frames, All the Real Girls. 

 

“Suppose a water dog comes walking down the tracks and sees you? What’s he gonna 

say about you? Land dog? There’s times in this world when it’s time to take a chance.” 
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 The poetic and photographic elements in the film, All The Real Girls, accentuate 

the text by giving it a new meaning; one that neither the dialog, nor the sequenced images 

delivers alone.  

A similar application of text/image harmony can be found in Comeau and Horne’s 

A Softer World, which is a weekly online comic that uses sequential photographs, paired 

with text, in order to solicit an emotional reaction from the reader.  

 

Figure 3: Sample strip, A Softer World. 

 

In this example, we are shown a familiar image (a highway) and the first several words of 

a familiar phrase. The comic is not a cartoon but a set of selected images that can remind 

us that, as Angel Miller argues: 

Comics are about frames: frames as ways of narrating and composing time; ways 
of isolating moments in a temporal continuum, but also as a means of calling 
attention to how we know things. We know them because they refer to other 
things, as frames within frames—an endless mise en abyme that contains a good 
part of the history of visual communication” (from her introduction, 6). 
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It is precisely the reference points that we can immediately identify in the comic above 

that allow us to access it. Our relationship to the world in the comic (ours) is what makes 

it funny and also a bit tragic.  

 In a discussion of comics, text and image, and even tragedy, it is prudent to 

analyze the work of Chris Ware.  Consider this page (15) from his work Jimmy Corrigan, 

The Smartest Kid On Earth: 

 

Figure 4: Selected Panels, Jimmy Corrigan (15). 

 

You can determine without reading it that the featured character is sad, melancholic or 

dejected. The word, “change” which is printed on the vending machine, is an image of 

the machine but it is clearly text, meant to take on an interchangeable meaning.   
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As Raeburn has noted in his essay on the artist,  

“[For Ware,] comics are a map of the fourth dimension, composed not only of the 
intersection of words and pictures, but also of words that act like pictures and 
pictures that act like words, with colour and composition shaping the map with 
their own structure and emotional meaning” (21). 

 
When you read to comic above, you discover that even though you can’t see the character 

doing most of the talking, you develop an image of him through his dialog. The text is 

indeed the image, and while it is not pretty, it yet humbly reflects the incisive intent of its 

author.  

Volume & Form 

When I began studying dimensional works where form might dictate a narrative, I 

found several volumes that, while purporting to be narratives in the form of pop-up 

books, had no text or images at all. Boisrobert and Rigaud’s Popville is narrative without 

text, where conventional storytelling is replaced by the construction of form.  

 

Figure 5: Sequence of images, Popville. 
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Although seemingly short and simple, this work becomes a socially loaded, tactile 

narrative device disguised as a simple three-dimensional analog rendering of a narrative 

environment.  Its significance lies in the fact that while there is nothing spectacular about 

creating a simple work of shape, form, and transformation, Boisrobert and Rigaud have 

made use of an existing technique to physically form new buildings and real estate. The 

buildings show (not only in image, but in real space) how people develop their 

environment (or more appropriately, how our environments seem to develop themselves). 

This proved to be particularly useful since the variable of physical construction 

was isolated from text and image, allowing me to evaluate, not only its technical 

presence, but also its effectiveness as a narrative element that could be placed in 

conversation with other elements. 

Hybridization 

Such a conversation is expertly present in the pop-up edition of The Incredible 

Book-Eating Boy by Oliver Jeffers. As a pop-up, it is not overwrought with construction 

or mechanics. The text is concise and seamlessly integrated into the forms of the work, 

sometimes hidden under flaps, revealed by activating tabs or simply by opening a page. 
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Figure 6: Selected images, The Incredible Book-Eating Boy. 

 
 

A cursory reading reveals a peculiar relationship between the text and illustration. 

It is as though they are a single narrative variable in quiet conversation with the 

understated mechanical elements in the book. In the end, it serves as a perfect example of 

the balance of narrative components that I’m attempting to investigate in my own work. 
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Chapter 3: Materials 

 
“It is the pencil that teaches best, and anyway, the trees of theory can obscure the 
forest of practice.”  
     --Ivan Brunetti (12) 

 
 

In a considered effort to legitmize the designed aspects of my chosen interests, I 

began to explore the formal components of book structures and physical narrative.  In 

retrospect, this was unnecessary, as there is plenty of practice research to be done in the 

field of comics, however, I’m pleased to say that it led me to the focus of my studies and 

to a technical proficiency in the construction of paper geometries which have allowed me 

to emphasize time and motion in what would otherwise be two-dimensional narratives. 

I began by selecting materials, both physical and conceptual. The first of these is 

the language of comics, of illustrated forms used to communicate in conjunction with 

text. The approach to form as material allowed me to utilize and refine much of my 

existing practical knowledge on the subject. For much of my work, I have developed an 

illustration style that is focused on outline and containment, intended to echo the style of 

my handwriting.  
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Figure 7: Sample of line art and image-reading. 

 

This was achieved through considered mark-making with a standard black 

ballpoint pen on bristol board.  I used a typical document scanner for digital input, and 

had the final work printed on Mohawk 110 lb. uncoated coverstock from an industrial 

Epson photocopier for affordable, high-quality printing.  My limited material set allowed 

me to experiment quickly and freely while maintaining a look, style, and scale for my 

work that helps to establish it as evidence of a unified vision.  
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Chapter 4: Methods 

While my chosen methods are circuitous and varied, there is a logical progression 

in the development of my work that can be most easily understood through a description 

of how a specific set of projects was made during my graduate studies. Methodology is a 

shifting thing, and I will likely be working differently at many points in the future of my 

practice.  

Although not all of my work has been in the pop-up format, almost all of it over 

the course of my research here has been physically constructed. While I came to graduate 

school with an understanding of the comic form, I have attempted to devise a way of 

developing that proficiency into new and unfamiliar forms. Prior to my practice research, 

I could make a comic but could not articulate many of the decisions I make in order to do 

so. The methods described below were used to generate the series of physically 

constructed comic texts that appeared in my exhibition and will surely evolve to suit my 

results with regard to accessibility and readability. 

TEXT/IMAGE METHODS 

Conceptualization 

 I have adapted the following list of relationships to generate ideas about what to 

show when I’m sitting in front of a set of blank page spreads and an idea for a short text 

that, while calmly existing on its own (and hopefully speaking for itself), is destined to be 

a part of a larger conversation. 
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Modification 

 The relationship between word and image should create a clear message through 

provocative logic. 

Complication 

The relationship is open to interpretation and the viewer should be able to 

contemplate it in unpredicted ways.  

Contradiction 

The text and image have contradictory quality, yet should communicate a 

substantially clear message. 

 

I’ve found these to be most useful if a text is already open to multiple 

interpretations. I sketch out ideas for how to make the same text operate in each of these 

categories. Then I start to get an idea about how components from one can form a unique 

relationship with another. 
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Figure 8: Sketches of figure relationships and text drafts. 

 

Physical Construction 

I developed this list of characteristics as guidelines for deciding how I’m going to 

implement style and construction into a work:  

Contrast 

Nothing makes a small thing look small like placing it next to an enormous one. 

Juxtaposition   

Placing a character or other narrative element in an unexpected environment is 

often hilarious. 
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Reinstatement  

Direct illustration can drive a point home. Sometimes letting a thing do what it’s 

expected to do makes the most sense. 

 

This stage is often taken after illustration ideas have been culled from text/image 

guidelines but before anything is actually drawn. Illustration is best done in sync with 

construction so that representation and functionality are equally considered. 

 

 

Figure 9: Sketches of text/image/construction elements. 
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PRODUCTION METHODS 

Making a number of pop-up books is the only way that I’ve been able to 

understand the form’s unique material connections and relationships. Through tedious 

practice, I’ve discovered a number of ways to streamline the prototyping process for 

working with the hybrid form of illustrated pop-up texts: 

Cutting Effectively 

I use scissors for almost everything as I can clean up cut lines later, digitally. 

Using a craft knife is tedious and unnecessary when prototyping. 

Using Removable Adhesive 

The whole thing is going to be taken apart after it successfully functions so it 

should be built quickly and easily and to accommodate a massive margin of error. When 

scanning, I’m mindful of where I’ve made an additive decision so that a compound 

element can become one economical piece in my vector map for production. 
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Figure 10: Sketching on initial prototyping. 

 

From deconstruction to inking to mapping onto a print file, refinement begins 

with inking and scanning. This stage invites the first use of digital applications 

(scanning), but requires careful analog attention as well (inking). 

Deconstruction 

The process begins with the painful disassembly of the spread. If I use 

impermanent adhesives, it becomes slightly easier. It makes sense at this stage to pay 

attention to opportunities for multiple pieces to be one. For instance, if I’ve added a tab to 

a larger part, I simply leave the tab attached and scan the pieces together. 



 19 

Art Resolution 

I like to use a light box to ink multiple pieces onto a sheet, making considerable 

refinements to my pencil sketches. After all of the pencil lines are cleanly inked, the 

single sheet can be rescanned. 

Scanning 

I scan all of the hand-cut pieces from the prototype. Then I scan my respective 

pages of inked artwork. Soon I can drag these components on top of the pencil lines that 

were scanned from the original pieces. 

Outlines 

Most of the time the scanner delivers a pretty good shadow around the edges of 

the pieces and I like to use those to make my outlines in Illustrator. Following that line 

with a tight vector line insures that my new art will fit the pieces and that the new pieces 

will operate the way they are supposed to. 
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Figure 11: Scans of penciled art, ink samples. 

 

REPRODUCTION METHODS 

The reproduction phase is particularly gratifying because it is when I first realize 

that I can put my work into the hands of many readers at the same time. It’s an obvious 

reward when working in traditional printed media, but it’s not so apparent when working 

with a dimensional form. 

Nesting 

The outlines are next turned red (for laser cutting) and layer printing is turned 

OFF (If the outlines print, the cutter will almost never cut in the same place and I’m left 

evidence of a red line printed around my otherwise clean artwork). 
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Printing 

Printing, while necessary for reproduction, is crucially linked to the material 

conditions of prototyping. I found out the hard way that if I construct something on 110 

lb. coverstock, that is has to be printed on the same material in order to operate the way it 

did when I originally made it. 

Cutting 

I have learned to use my nesting outlines for laser cutting; however there are 

mechanical cutters that will also read those vector paths. What is used is obviously 

contingent upon ability and availability. Laser cutting is efficient and suited to the 

digitization of the shapes and illustrations. 

Assembly 

There are lots of ways to do this.  The most boring way is actually the best way, 

which is to create an assembly line. I pick a spread and assemble ALL copies of that 

spread by picking one aspect or material connection and working at all instances of it 

before moving on to the next. 

 

Figure 12: Details of cutting and assembly process. 
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Following assembly, I have multiple, refined copies of my working prototype. Because 

my goal (as with any printed media) is to examine effectiveness through readership, it is 

particularly useful to emphasize the nature of the work through reproduction. 
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Chapter 5: Discussion, Results & Outcomes 

 In this chapter, I will discuss several projects that define key points in the 

direction that my work has taken throughout my research, positioning each of them as a 

result from which I culled experiential data and sought opportunity for the next project.  

 I will also discuss the process of exhibiting some of this work as well as the 

relative successes and failures of viewer interaction and readability. 

PROJECTS 

Formal Experiments 

For this project, I chose to draw a comic with a conventional panel structure and a 

rather simple narrative without text. The idea was that if the comic itself didn’t do 

anything spectacular, it would be easier to determine what it did differently when I began 

experimenting with the form. 
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Figure 13: A comic about a shy turtle. 

After drawing and scanning the comic (which is about a shy, curious turtle who 

attempts to find companionship with a human female), I did several iterative studies on 

the panel structure and the physical structure of the work as a book or image text.  The 
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first was a simple accordion structure, bound as a conventional book. I followed that with 

a series of mounted tiles where panels could be arranged in any order to form a different 

narrative. I did several other studies where I adjusted the panel structure to suit other 

forms such as scrolls and single pages, but the most important decision I made with this 

work was not about the source form at all. I decided that if I was going to experiment 

with form as dimension, that it could be a unified element as opposed to a container for 

the existing text. 
 

 

Figure 14: Series of images, Formal Experiments. 
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 It was in the resolution of this project, where I recreated it as a diorama that lead 

me to my attempt to conceive of a narrative that was more appropriately designed for 

dimensionality, framing, depth, and ultimately, interaction.  

Sea-O-Rama 

I created this piece with a vague sense of how the narrative might form, but at the 

onset, knew only that I wanted it to serve as an immersive diorama, where the form 

became an essential part of that narrative.  

 
Figure 15: Images of exterior form, Sea-O-Rama. 
 

The primary function of the object was to allow the viewer to read the narrative from the 

inside, turning to view the components in a kind of non-animated, inverted zoetrope.  
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Figure 16: Images of interior, Sea-O-Rama. 
 

The form of the work proved to be a bit too large and precarious to be viewed this 

way, and yet, it became a kind of success in its failure. I became so deeply interested in 

opportunities for adding dimension to comics that I began looking for a way to control 

the rigidity of the form and make something a bit more reader-friendly. I determined that 

the large scale of the project was the biggest issue, and that working within the smaller 

form of the book again might offer better results. 
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For Neil 

I quickly became interested in pop-up books over a single weekend. The 

possibilities of uniting the form with comics were endlessly inspiring. Both disciplines 

bring hundred of years of convention, experimentation and success to any attempt to 

unite them. 

Pairing one of my short prose pieces with a rigorous study of mechanical and pop-

up book methods throughout the history of the form, I adapted the story into a book that 

shows a variation of each of the relevant techniques while maintaining the aesthetic of 

my comic work.  

 

Figure 17: Sample page spread, For Neil. 
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The resulting work amounted to what I considered to be a rather conventional illustrated 

pop-up narrative. I maintain that it was an important undertaking in developing my 

practical skills and knowledge of paper-mechanics, but the form and illustration were 

quite separate from the text that I began with. The sense of unification between the 

variables was stilted and unsettling and the text was far too dense to create a balance 

between the images and physical constructions.  

Five Haikus 

Each of the works in this series was an adaptation of a short text. In this project, 

however, text/image/construction relationships were considered throughout the entire 

prototyping and reproduction processes. Each of the components (text, image, and 

construction) was represented to a degree of equal proportion, offering something very 

different than the work would if any of those components was working alone.  

With the books in this series, I attempted to approach something like true 

hybridization. It is no mystery that details of my methods are directly related to this 

project. Text is sometimes revealed by elements of construction and images are in 

constant vibration with other text elements. Some of the conventions of the comic form 

were absent, but in the end, I arrived at a balance of formal and textual elements that I 

sought to achieve in my earliest projects. 
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Figure 18: Sample page spread and detail, Five Haikus. 

 

Exhibition 

I can separate my experience with the design of my exhibition into two 

categories: the process of setting up and coordinating components, and the observations 

that I made during and after the well-attended opening.   

I set out to show my best and most relevant work—those projects that served me 

well and led me from traditional narratives to more dimensional and experimental ones. 
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My early work with diorama, while surely a catalyst, proved to be too formally weak and 

unfit for display. It’s possible to say that even Sea-O-Rama was unfit for showing, but as 

I had painstakingly documented the original structures, the new form became much more 

refined in two dimensions.  

Next, I chose For Neil, my first attempt to create a pop-up book. As it thoroughly 

maintained and represented my research and had held up after repeated use, I saw it as an 

important transitional work between the generative and short-narrative aspects of the 

diorama and my third exhibited project, 5 Haikus.  These five books show all the strength 

of practical discovery in both of the previous projects, while showing even more 

consideration of process and form.   

For the display of the projects, I chose to use my allotted wall-space as a 

conventionally read, left-to-right reading surface. The first item in the exhibition (from 

left) is Sea-O-Rama. Photos of the process are mounted beneath it. Next, after my work 

statement, is For Neil, serving as a physical transition as the viewer makes way to the 

right, to those forms which command the most attention in the gallery setting, 5 Haikus.   

 
Figure 19: Exhibition materials and space. 
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My decision to place the projects in this order allowed me to adapt a parallel 

narrative for the orientation of process documentation. On the wall above the shelf where 

the books lie, the viewer sees a series of panels, which serve to bridge between their own 

content and the visual texts of the work. While laying out the process texts, I was careful 

to select elements of interest as well as relative disinterest that are found in consecutive 

groupings. This allows me to pair off minute steps into larger and more relevant bodies of 

method and labor. In the end, although the number of steps in the making is infinitely 

reducible, I arrived at five. I used images on each board to correspond with the work 

below it. For instance, if a panel discusses laser cutting and reproduction, the illustration 

shows a page from the process of the work directly under it. All of this allowed me to 

create a complete picture of my working methods, forcing me to evaluate and describe 

even the most abstract elements of narrative process.  

In the future I will test my physical narrative forms over many users before 

settling for defined solutions that have been handled only by me. The experience of 

watching dozens of gallery visitors use my books in succession was extremely useful in 

analyzing both reader relationships to fragile objects, and user relationships to 

interactions that may have unexpected results. Shown here is a sample of structures that 

demanded to be revised after a marathon of repeated use. The red line indicates a 

previous fold; a green like marks the location of its replacement. 
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Figure 20: Details of damage sustained during exhibition. 

 

Paper components that were crushed became new folds. Elements that were torn 

became new cuts. Wherever a better function emerged through mis- or unintended use, a 

new solution arose. For instance, in the spread above, on the left, the part that lifts the 

zombies off of the page, tore upon the first reading when the book was pulled all the way 

open. Now it actually works better after being damaged. Of course, not all instances of 

failure have born successful results…some no longer work at all. But every unsuccessful 

attempt to read one of my pop-up books and return it to its original form raises valuable 

questions about functionality. After all, if the reader is struggling to get a thing to fold 

flat, they have likely already forgotten the story they’ve just read. 
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Chapter 6: Discussion Significance 

My goal, even in its shapeshifting and intangibility, has always been to isolate the 

variable relationships in printed visual narratives and to experiment with ways in which 

the shifting of those variables (commonly text, image, and form) can generate new 

possibilities for storytelling. It’s no secret that existing means of storytelling are effective 

and enduring, and that they’ve greatly influenced my own work, however, the question of 

calculating the potential or effectiveness of a narrative by examining its component 

relationships is one that can give way to a host of new and compelling works. 

The course of my research in working toward this document of my inquiry, 

methodology, and production has been a tightly linked exploration of visual printed 

narrative. In an effort to move away from conventional forms, I seem to have simply 

found other existing niche spaces within which to categorize my work. I’ve now seen 

dozens of readers interact with my work, an observational practice which has been nearly 

as useful as the making of it and what I’ve seen is a level of interaction that is evenly 

balanced across all of the considered elements of the work.  

Which brings me to the world of published work in which it may come to thrive. I 

am confident that pop-up books will “take the backseat” to the hype of fancy, new digital 

forms, but I’m also certain that the fragility and tactility of the sacred memory of pop-up 

books, of their real and unexpected constructions, will be around for a very long time.  
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When I began my study at UT, I was proud of my interest in comics, but uneasy 

about my deep roots in the discipline. If only I’d known what Ivan Brunetti knows about 

comic writers,  

“that we [are], at heart, designing. We consider not only the shape of each object, but also 
the relationship of each shape to the overall composition. Through constant practice and 
awareness of these principles, we develop visual sophistication” (49). 

 

With the methodology secured by my practice and the confidence that I’ve 

fostered through presentation, I continue to explore visual narrative through illustrated 

text and dimensional form.  I feel as though I’m very close to a successful merging of the 

pop-up and the comic, using the original narratives, humorous variable relationships and 

honest and irreverent voice that I’ve sharpened in my time as a graduate in Design.  
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