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ABSTRACT 
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This study, through reflective practice, provides an original contribution to the field of 
the application of metafictive devices in postmodern picturebooks. The study was 
explored after a self-conscious process of discovering that metafictive devices are the 
vehicles used by many authors and illustrators in postmodern picturebooks. I came to 
the understanding that the opportunities existed to adapt metafictive devices into my 
illustration practice. Hence, I demonstrated through my own story and artwork how 
metafictive devices assist storytelling and communication within picturebooks, in 
order to establish the effectiveness and creativity of a series of metafictive devices as 
tools for the study. In contrast with the explanations and discussion of postmodern 
picturebooks by various scholars and commentators, there is little in the way of 
exploration of postmodern picturebooks from the perspective of authors and 
illustrators. Therefore, this study seeks to provide an insight into the application of 
metafictive devices in a picturebook as an artefact. This investigation comprises a 
contextual and creative practice-based research which involves five main areas- 
historical and academic context, reflective practice as methodology, personal visual 
progression, storyboard developments, and plot structure. All components of this 
study (eg, the reflective commentary, progressive visual journey, and the dummy 
book) are presented as evidence reflecting the characteristics of metafictive devices in 
postmodern picturebooks, such as parody, playfulness, and ambiguity.   

Key words: Metafictive devices, postmodern picturebooks, reflective practice, 

creative practice-based research. 
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Introduction 

1.1 Contextual background 

In recent decades, there has been a wave of research experimenting with visual 

representations in children’s and young adults’ literature. Scholars such as Salisbury 

(2004) and Nikolajeva (2015) have contributed to research in this field. While the 

latter dealt with children’s literature and visual literacy, the former focused 

specifically on the practice of illustrations in children’s picturebooks. Quite notably 

however, Manolessou (2012) used practice-based research to investigate the use and 

role of animal characters in picturebooks which demonstrated a non-linear, often 

intuitive process. This research led to new discoveries in creative practice and 

necessitated more interest in the relationship between postmodern picturebooks, and 

metafictions; it could be said that radical changes and visual literacy have therefore 

increased. Sipe and Pantaleo (2008) focused on young children’s responses to 

picturebooks. Pantaleo investigated elementary students’ understanding, interpretation 

and responses to contemporary picturebooks, specifically to literature associated with 

radical changes and metafictive devices. For Lewis (2001), it was a clarification of the 

distinction between postmodernism and metafiction. The author argues that 

postmodernism is an historical phenomenon, which appeared in the 1960s and 1970s 

while metafiction is a set of devices that use a range of techniques rather than 

historical phenomena. 

Postmodern picturebooks are products that reflect social, historical and technological 

times (Anstey, 2002). As a new subgenre, it changes attitudes, styles and academic 

disciplines and they are created for adults and children by using experimental designs, 

self-referential, irony, and undecided outcomes. The main characteristics of 

postmodern picturebooks are playfulness and parody. Put differently, Sipe and 

Pantaleo (2008, p. 1) agree that postmodern picturebooks are narratives that have the 

characteristics of being playful, rule breaking, without boundaries, ambiguous, vague 

and intertextual. Metafictive devices are essential features of postmodern 

picturebooks. Their characteristics are to ‘distance readers from the texts, draw their 

attention to the artifice of fiction, and position them in a more interactive and 

interpretive role as readers’ (Pantaleo, 2004, p. 211). Additionally, they ensure that 

readers not only receive information from the artifice of fiction actively, but also 
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provide readers with the power to think differently and form additional interpretations 

about the authors’ stories. Scholars like Anstey (2002), Goldstone (1998), and 

Pantaleo (2005) outline four classic postmodern picturebooks that apply metafictive 

devices, and these are: ‘The Three Pigs’ (Wiesner, 2001), ‘The Stinky Cheese Man 

and Other Fairly Stupid Tales’ (Scieszka and Smith, 1992), ‘Black and White’ 

(Macaulay, 1990) and ‘Voices in the Park’ (Browne, 1998).  

 

1.2 Research aims 

Despite these discourses and observations being extensively analysed by scholars, to 

date there has been very little creative practice-based research into metafictive devices 

from the perspective of artists. Therefore, this research has the specific aim to explore 

the application of metafictive devices in postmodern picturebooks involved in making 

such a book, especially in relation to the creative practice which has scarcely been 

undertaken till date. The study investigates the application of metafictive devices in 

postmodern picturebooks through creative practice associated with making the 

researcher’s own postmodern picturebook. 

The significance of the study would be to reveal and exhibit the creative process 

involved in the application of metafictive devices in making a picturebook. The study 

will also offer picturebook makers the opportunity to experience a demonstration of 

observations and discussions of postmodern picturebooks from the academic field. 

The study will fill a gap in literature by applying the significance and function of 

metafictive devices in a postmodern picturebook executed by an illustration 

practitioner. The main question left to address is how important is the success/quality 

of my picturebook as a picturebook in research terms? The main purpose of creating a 

book is to understand the process that goes into the comprehension of metafictive 

devices within writing and storytelling, and to then demonstrate this by employing 

research methodologies. 

 

The nature of creative practice means that the comprehension which arises from the 

process is influenced by the practice and can often be ambiguous, even at times to 

illustration practitioners. Thus, in order to assess the quality of creative outcome of a 
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picturebook, it is important for the illustration practitioner to be aware of the balance 

between research as cultural inspiration and basic intuitive storytelling. 

 

1.3 Components of the research  

This research submits three components comprised of one written component and two 

visual components. The written component is a reflective commentary on the creative 

practice. The two visual components include the dummy book and the progressive 

visual journey. The dummy book consists of the story of ‘Where is Meowmi?’. The 

progressive visual journey comprises all the figures including character development, 

reflections on storyboard, various media experimentations, the plot structure, and the 

visual progression of individual pages from the dummy book. The following outline 

details the contents of the three components.  

1.3.1 The dummy book ‘Where is Meowmi?’ 

The dummy book, also referred to as the creative outcome of this research, applies the 

industry model for demonstrating a picturebook idea in a commercial standard. The 

dummy book also includes final artwork for 28 double spreads, and a front and back 

cover design. It is a fifty-six-page dummy book that consists of detailed digital 

drawings and full text for all the pages.  

The postmodern picturebook, titled ‘Where is Meowmi?’ features two main 

protagonists, Little Witch and Meowmi, who live in a conventional world. There are 

also supporting fairy tale characters: The Three Pigs, Big Bad Wolf and the Seven 

Dwarfs. I as the researcher have written the text, which is based on the story of Little 

Witch as she tries to find her missing cat, Meowmi.  

1.3.2 The progressive visual journey of the practice  

This progressive visual journey is recorded and documented mainly through sketches 

and drawings that are organised and edited in an A3 volume. The A3 volume 

comprises of the character development, four storyboards, various media 

experimentation, the plot structure and the progression records of each image in the 

dummy book. This part of the submission is the product of my illustration practice 
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and contains a selection of the most representative of my drawings, prints and digital 

drawings. In keeping with the visual work, it demonstrates different phases of the 

practice. The text above the figures offers only brief information as the figures are 

referred to in detail in the reflective commentary.  

1.3.3 The reflective commentary  

The reflective commentary offers historical and academic contexts, the use of 

reflective practice, and the critical reflection on the dummy book. They are organised 

into chapters and associated with different parts in chronological order of the practice. 

The structure of the reflective commentary is summarised as follows.  

Chapter 1 briefly offers the contextual information of postmodern picturebooks and 

metafictive devices as the main objective of the research. This chapter also specifies 

the aim of the research, and the content of components are discussed in detail. The 

chapter ends with an outline of my educational and cultural influences, and my 

previous illustration practice during my Master’s study.  

Chapter 2 delivers the understanding of a historical and academic context. This 

chapter offers definitions for postmodern picturebooks, the discourses of how 

postmodernism influences children’s picturebooks, a detailed discussion of the 

frequent uses of parody of metafictive devices and the examination of the use of 

metafictive devices in seven existing postmodern picturebooks. These are: ‘Black and 

White’ (Macaulay, 1990), ‘The Stinky Cheese Man and Other Fairly Stupid Tales’ 

(Scieszka and Smith, 1992), ‘Voices in the Park’ (Browne, 1998), ‘Beware of the 

Storybook Wolves’ (Child, 2000), ‘The Three Pigs’ (Wiesner, 2001), ‘Willy the 

Dreamer’ (Browne, 1997) and ‘I Want My Hat Back’ (Klassen, 2011).  

In Chapter 3, I discuss reflective practice as the main methodology. The definition of 

creative practice-based research provides information to distinguish the difference 

between design research and art research. I discuss how my research draws on 

Christopher Frayling’s classifications of art and design research. Finally, this chapter 

provides the concept of ‘Pick and Mix’ to synthesise the methods from Donald Schön 

and Graeme Sullivan’s views on art practitioners in research.  

Chapter 4 primarily emphasises the visual work involved in sketch drawings based on 
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my personal experience and focuses on the characters’ development. Moreover, I 

explore my understanding of the various levels of metafictive devices in the process 

of making storyboards, and the following attempt to apply metafictive techniques to 

the construction of a sequence of scenes.  

The use of parody is manifested in four storyboards, and the utilisation of my own 

reflective practice is to improve the quality of the storyboards. This is to increase the 

intensity of the usage of metafictive devices in order to meet my expectation of the 

practice. Lastly, in order to select a suitable aesthetic approach for the dummy book, it 

is beneficial to experiment with various media including printmaking and digital 

drawings. By employing the reflective practice methodologies, the experimentation 

with various media was undertaken with the aim of deepening the inquiry and 

informing aesthetic judgement. 

Chapter 5 provides the plot development and details the structure of the plot. Through 

the illustration practice, the visual progression represents individual images and their 

evolution through the dummy book. The conclusion suggests possibilities for the 

application of a set of metafictive devices in demonstrating the contributions to this 

research.  

1.4 My educational and cultural background 

Since childhood, I have been deeply influenced by Japanese culture. As Taiwan was a 

colony of Japan, I grew up with Japanese Manga, cartoons, animations, and television 

programs. I received art and design educational programme training in Taiwan for 

seven years. After completing my undergraduate degree, my work as a visual designer 

had included commercial package design, and book commissions for musicians and 

celebrities. I have also managed and designed over 50 high-profile company or event 

websites for clients such as Samsung and Nokia. My Master’s study, which focused 

on combating cyber bullying, led me to create a social network website, ‘Girls book’, 

which utilised a fairy tale theme for teen girls to raise awareness on the issue of cyber 

bullying. In 2014, I was invited to a private school in China, Hangzhou, to deliver a 

three month course in creation of children’s books illustration. These experiences 
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together have impacted my understanding and practice of visual design and also 

directly or indirectly informed the infusion of modern society phenomena into my 

creative practice. 
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The historical and academic contexts of postmodern picturebooks 

To gain a deeper understanding of the metafictive devices of postmodern 

picturebooks, it is necessary to examine the components and criticism of 

postmodernism and how postmodernism impacts upon visual practice in different 

fields and children’s picturebooks. The rest of this chapter draws on the definition and 

characteristics of postmodern picturebooks by analysing existing postmodern 

picturebooks and examining the use of metafictive devices within them. This will be 

done by combining Pantaleo’s (2005) list of classification of metafictive devices and 

with Allan’s (2012) discoveries about the characteristics of metafictive devices of 

postmodern picturebooks. The conclusion of the chapter summarises the used 

metafictive devices and how they potentially assist in my creative practice. 

2.1 The definition of postmodernism 

In this study, the purpose of understanding a range of opinions about postmodernism 

from children’s literature experts and art historians is to investigate the application of 

metafictive devices in creative practice. There are some varying perspectives on 

postmodernism. According to Flieger’s (1991) explanation, it is because 

postmodernism is rooted in different perspectives on modernism. Eskilson (2012) and 

Hutcheon (1988) share similar views on postmodernism that suggest an ‘after 

modernism’, and present a ‘critical revisiting, and ironic dialogue with the past’ 

(Hutcheon, 1988, p. 248). Eskilson (2012) puts across the relationship between 

postmodernism and modernism by there being a break between them; one of the vital 

features of postmodernism. Further supporting the importance of the break between 

modernism and postmodernism, the view of ‘incredulity toward metanarratives’ from 

Lyotard (1984, p. xxiv) confirms Butler’s (2002) opinion that the shift is established 

by a ‘multiplicity of connections and disruptions’ (Allan, 2012, p. 5).  

Borrowing from Hutcheon’s (1998) opinion regarding ironic dialogue with the past, 

Eskilson (2012) suggests that postmodernism interacts with modernism by 

questioning, reinterpreting or deconstructing the constituted ideas or truths that 

modern designers believe, instead of accepting the Master theory in modernism 
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concept. Flieger’s (1991) point of view reflects Eskilson’s statement of 

postmodernism ‘as reaction, as denial, as reside, or as intensification of modernism’ 

(Sipe, and Pantaleo, 2008, p. 1). Another view comes from Allan (2012, p.7) who 

refers to Nicol: 

‘Perhaps Bran Nicol’s (2009, p. 2) explanation provides the greatest clarity by 

suggesting that there are three derivatives – ‘postmodernity’, ‘postmodernism’ and 

‘postmodern’. He explains: 

 ‘Postmodern’ is an adjective that refers both to a particular period in literary and 

perhaps cultural history […] and to a set of aesthetic styles and principles which 

characterize literary production in this period [1950s to 1990s…] and which are 

shaped by the context of postmodernism and postmodernity. Where ‘postmodernity’ 

refers to the way the world has changed in this period, due to developments in the 

political, social, economic, and media spheres, ‘postmodernism’ (and the related 

adjective ‘postmodernist’) refers to a set of ideas developed from philosophy and 

theory and related to aesthetic production. 

However, Watson (2004) maintains an alternative insight towards writing literature by 

arguing that postmodernism is more of an extension of modernism than a reaction 

against it. From the art and design perspective, the tendency of the subject seen by 

postmodernists is ‘culturally overdetermined.’ The postmodern visual practice reflects 

how postmodernism influences individual expression, motivation, or ideas, which are 

made by breaking boundaries, playfulness, self-consciousness, self-referentiality and 

are psychoanalytically decentered (Eskilson, Coles and Hael, 2012). Coincidentally, 

the arrival of new image-based media and digital technologies such as the television, 

video, video games, computer, and Internet have huge impact on visual practice of 

postmodernism. Hence, postmodern artists utilise the new technologies that are 

involved in installation, video and photography-based art, simplify the traditional art 

making process and are still able to create something new. Furthermore, postmodern 

artists tend to creatively mix different elements, and make a hybrid of unconventional 

elements and traditional forms in order to produce new references and pastiches.  
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2.1.1 Postmodern artworks 

Botero’s artworks ‘Mona Lisa’ (1977) and ‘Menina after Velazquez’ (1978) engage 

with situational portraiture. His signature traits with the obese figure are injected into 

his artwork and turn the famous and original paintings into proportionally exaggerated 

figures (Figure 2.1 and 2.2). Those obese portraits and sculpture represent a form of 

parody and comedy from Botero. Richter (1970) used a range of manipulations in 

photography including applying pigments onto the photography to create various 

painting pictures and also worked on his portraits by projecting photographs onto 

canvas and the main subject became blur (Figure 2.3 and 2.4). Another distinct 

example of utilisation of mixing genres is found in Koons (1994-2000) which 

recycles the primitive sculptural techniques to banal objects such as dogs, swans, 

rabbits, diamonds, and Easter eggs in balloon shapes (Figure 2.5 and 2.6). 

       Figure 2.1: Mona Lisa (1977)  Figure 2.2: Menina after Velazquez (1978) 

[redacted due to copyright] [redacted due to copyright]
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Figure 2.3: Firenze (2000)  Figure 2.4: Portrait Schniewind (1964) 

Figure 2.5: Bollon dog (1995)  Figure 2.6: Bollon Swan, monkey and rabbit (2004) 

2.1.2 Postmodern architectures 

Furthermore, the statement from Coles and Hall supports the concept of 

postmodernism as being ‘rejection of unity, homogeneity, totality and closure’ (Coles 

and Hall, 2001, p. 114) this statement is supported by Venturi’s architectures such as 

Guild House and Vanna Venturi House, which are two of the most important and 

influential developments in postmodern movements in the twentieth century. The 

Guild House is designed for senior citizens with low incomes, although the building 

provides a cheaper social construct in a conventional classical feature. The facade of 

Guild House (1960-1963) is ornamented in red bricks and with ordinary metal 

windows, which are features both symbolic to Venturi (1972). However, it is still 

recognised as ‘ugly’ by the public (Venturi, Scott-Brown and Izenour, 1972, p. 70). 

Thus, the architecture represents a self-conscious rejection of modernism based on 

Venturi’s architectural philosophy, ‘Ugly and Ordinary.’  

[images redacted due to copyright]
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 Figure 2.7: Guild House 

As Schwartz quotes in ‘The First Postmodern Anything’ (Davies, 2006, p.30), Vanna 

Venturi House is also considered the first significant postmodern architecture. Venturi 

applies his theories of ‘Complexity and Contradiction’ (1977) into the house. The 

exterior has a parallel and symmetrical appearance, but the interior design of the 

house embodies Venturi’s concept of ‘Ugly and Ordinary’ that displays in 

compositional center and sets a series of changes, various geometric changes, and 

unexpected traffic flow (Figure 2.8). 

Figure 2.8: Vanna Venturi House 

Even though postmodernism has been criticised as a culture that lacks depth 

(Jameson, 1991), Lucy (1998) suggests that a certain version of postmodernism might 

conclude that there is nothing below the surface of any text. Rather, that there is a 

play of the surface and instead of a ‘meaning-to-say’, there is a ‘meaning-to-play.’ 

[images redacted due to copyright]
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Bertens (1997) argues that there are two perspectives of looking at postmodernism in 

terms of depthless culture. One perspective is that postmodern fiction could be 

liberating because it effectively undermines all metanarratives as well as the beliefs 

and values associated with them. On the contrary, postmodern fiction can be seen as 

challenging itself by exposing its own fictionality and intentionally conveying 

meaning to reveal answers. Further, McGowan’s (1994) theory reflects Bertens’ 

(1997) view on the arguments of postmodernism that ‘highlights the multiplication of 

voices, questions, and conflicts’ without providing an answer to the debates.  

2.1.3 The influence of the digital age on graphic design 

Manuel (1996) states that the ‘digital age’, which began in the 1970s, is the 

continuous change over time with new technologies, an interactive approach for 

people, and the development of the Internet. Technology has undergone rapid 

development, and impacts on an economy based on information technology, which 

provides the services to deliver information quickly. 

In the 1990s, science fiction, video games and technology formed a hybrid style that 

was strongly embraced in graphic design. In the early development of the digital 

aesthetic, a technology-informed style was pursued with a primitive look in the 

grunge style where forms and surfaces appear flat and textureless. As video games 

depicted virtual worlds, the grunge and technological aesthetic favoured the use of 

‘richly chaotic images with fluorescent colours, and a fragmented form of frenetic 

layered design’ (Eskilson, 2012, p.392). 

Gradually, the grunge and technology aesthetic declined in popularity among 

designers and artists. Instead, akin to the machine aesthetic in the 1970s, the focus 

was on a ‘digital aesthetic’ which depicted a futuristic world. From the influence of 

video games, many commercial enterprises used the futuristic aesthetic elements such 

as metal, flesh, earth, cyborgs, and cyberspace, in the graphic design of advertising. 

Furthermore, the other extension of the digital aesthetic, Pixel art, has been 

extensively developed by designers or artists of Eboy (Eskilson, 2012, p.392).  
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In terms of graphic design, the influence of digital technology has accelerated the 

decline in traditional illustration. According to Rosenwald, her observations 

concerning the graphic design profession were that illustrators were treated as 

peripheral where the digital illustration of text and photos has become the commercial 

standard, and the illustrators’ drawing skills were considered as peculiar and outdated 

(Eskilson, 2012, p.389). However, with Rosenwald’s billboard in Times Square, New 

York, designed in 2009, she successfully turned the disadvantage into advantages by 

employing her unique signature of quirky hand drawing integrated with digital 

graffiti-typography, which both formed an outstanding digital illustration.  

Eskilson (2012) also pointed out that ‘in the last few years, if anything there has been 

a resurgence in the popularity of illustration in graphic design of the postmodern 

nostalgia for past styles.’ This quote echoes Salisbury and Styles’ discoveries of the 

trend of digital printmaking. Nowadays, many young artists are inclined to create 

illustrations that appear as ‘retro aesthetic’ or ‘undigital’ as possible. The work 

methods commonly involve assembling, integrating and manipulating a range of 

traditional media through specific computer software such as Adobe Photoshop and 

Illustrator (Salisbury and Styles, 2012, p. 150). 

2.2 What is a children’s picturebook? 

A picturebook is normally formed of thirty-two pages and comprises of a cover; 

endpapers; a title page containing information about the author, illustrator and 

publisher and a double spread layout. The double spread layout includes a collective 

unity of story, poem, theme or concepts through a series of pictures and words. The 

elements that constitute a story in a picturebook are normally visual and verbal 

narratives. Visual narratives often refer to illustrations that are shown carefully with 

composition, shape, line, colour, space, hue, saturation and other visual elements. The 

narratives are represented in a landscape form that visually flow from left to right in 

double spreads. The contents and characteristics of the picturebook as a cultural item 

of the twentieth century are examined among many children’s literature experts. 

Bader (1976, p. 1) makes a vivid definition a picturebook by explaining it thus:  
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“A picturebook is text, illustrations, total design; an item of manufacture 

and a commercial product; a social, cultural, historical document; and 

foremost an experience for a child. As an art form it hinges on the 

interdependence of pictures and words, on the simultaneous display of 

two facing pages, and on the drama of the turning page.” 

Further corroborating Bader’s statement regarding the link between pictures and 

words in a picturebook as an art form, Nodelman (1990), Sipe (1998), and Nikolajeva 

and Scott (2015) provide interpretations from different angles. Nodelman (1990, p. 

222) opines that ironic relationships always occur in picture and text as ‘... the words

tell us what the pictures do not show, and the pictures show us what the words do not

tell.’ Further, Sipe explains that words and pictures have a ‘synergistic’ relationship

and emphasizes the link between the visual and the verbal text in the reading process.

On the other hand, Nikolajeva and Scott (2015) address the combination of visual and

verbal as a dual quality and are two levels of communication in art form in a

picturebook. Kiefer (2008) points out that the categories follow Bader’s (1976)

definition for a picturebook and hence comprise of alphabet books, counting books,

toy books, concept books, information books and wordless books.

2.3 The influences of postmodernism on children’s picturebooks 

As Flieger (1991) explains, there are a variety of debates around postmodernism 

because it originates from modernism which has also been critiqued with different 

views. Allan (2012) supports Flieger by describing the difficulties in reaching a 

mutual understanding about the definition of postmodern picturebooks. In order to 

define what characterises a postmodern picturebook, it is necessary to discuss the 

influence of postmodernism on children’s picturebooks. As its influence addresses the 

development of philosophy, literature, art, architecture, music and more recently, law, 

science and technology, the interest in this study lies within the fields of children’s 

literature as an art form (Stephen, 2008).  

In the early 1960s, ‘Where the Wild Things Are’ (Sendak, 1963) was published at the 

time the postmodern movement was occurring. At that time, it was common to engage 

with issues such as ontological plurality, instability, naturalised ideologies and 
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constructions of history. In his book, ‘Reading Contemporary Picturebooks’, Lewis 

(2006, p.99) comments about the influence of postmodernism, 

“ ... [b]ecause authors and illustrators have been exposed to the same 

postmodern influences as everyone else, it would be reasonable to 

suppose that such influence might find their way into books.”   

What is more, Sendak was one of the major children’s literature writers and 

illustrators who demonstrated that they respond to their personal, cultural and 

intellectual circumstances, showing that children’s literature always reacts directly to 

the transition of social and cultural backgrounds. For example, children created in 

picturebooks are mostly portrayed as having good characters, where they exhibit 

characteristics of being sweet, cute and lovely – in the same manner in which animal 

characters are personified. ‘Where the Wild Things Are’ (Sendak, 1963) changed the 

nature of picturebooks, as authors and illustrators started to change overall aesthetics 

of picturebooks, subverting the social standard of beauty and ugliness (Lewis, 2006). 

The period from the 1990s to the twenty-first century were considered to be the most 

productive time in postmodern picturebooks (Allan, 2012, p.18). From David 

Macaulay’s ‘Black and White’ (1990), Jon Scieszka and Lane Smith’s ‘The Stinky 

Cheese Man and Other Fairly Stupid Tales’ (1992), Anthony Browne’s ‘Willy the 

Dreamer’ (1997) and ‘Voices in the Park’ (1998), David Wiesner’s ‘The Three Pigs’ 

(2001), Lauren Child’s ‘Who’s Afraid of the Big Bad Book?’ (2002) and most recently 

Jon Klassen’s Hat series (2011, 2012, and 2016) have all demonstrated the evolution 

of the continuing influence of postmodernism.  

2.3.1 What is a postmodern picturebook? 

Many scholars provide their own views on postmodern picturebooks, such as Sipe and 

Pantaleo (2008, p. 3), who identified several characteristics of postmodern 

picturebooks from those fragmented puzzles. This includes characteristics such as 

blurring the boundaries between popular and ‘high’ culture; challenging literacy 

conventions; making intertextuality obvious; having a variety of meanings; 

playfulness and self-referentiality.  

In traditional children's picturebooks, the author creates a plot using particular 
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narrative conventions such as the orientation-complication-resolution structure of 

stories (Allan, 2012, p. 64). Additionally, the conventional plot introduces a narrator 

who dominates and directs the storyline. Children are able to gain a sense of security 

in traditional children’s picturebooks. In contrast, postmodern picturebooks 

emphasise pastiche and parody, bricolage, irony and playfulness that are presented to 

the reader as a playful nature of ambiguity, whilst making the decision to turn up or 

turn down the uncertainty. Alternatively, the reader might be surprised by the 

absurdity in postmodern picturebooks by adopting various assumptions whilst reading 

them. The reader might deal with plenty of possibilities as he or she progresses 

through the books and the intention of the author is to make sure all plots are 

adaptable to change. This kind of ‘empowerment’ is playfulness for the reader, where 

he or she works to solve the puzzles in the text after gaining an understanding of the 

fragments.  

 

2.4 The identification of metafictive devices in postmodern picturebooks  

Several scholars notice the various usages of metafictive devices in postmodern 

picturebooks: indeterminacy and boundary-breaking (Lewis, 2001), irony and self- 

referentiality (Bradford, 1993), as well as questions regarding originality and 

ontological plurality (Grieve, 1993). Lewis (2001) pointed out that postmodern 

picturebooks are purely metafiction. What is more, Dresang (2008, p. 41) argues that 

when postmodernism applies to literature for youth, ‘postmodern picturebooks are 

often described in terms of metafictive devices and techniques.’ Scholars discover 

metafictive devices from existing postmodern picturebooks; in other words, the 

techniques used by authors or illustrators. There is a tendency for scholars to examine 

the same postmodern picturebooks with different perspectives. 

Many scholars provide various explanations or observations of metafictive devices 

that Pantaleo (2005) then assembles as a list to show the various devices that 

postmodern picturebooks use in metafiction. To investigate the utilisation of 

metafictive devices in postmodern picturebooks, Pantaleo’s (2005) extensive list of 

metafictive devices and techniques is used. Pantaleo’s list does not include all 

metafictive devices, but it contains the most important metafictive characteristics. 
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Pantaleo (2005) reflects the views of Anstey (2002), Goldstone (2002), Nikolajeva 

and Scott (2015). In addition, Allan’s (2015) discoveries of metafictive devices are 

the extension of some of the most significant features from Pantaleo’s list. Allan’s 

discoveries are therefore used in Pantaleo’s list to identify metafictive devices with 

clearer indications. The use of the list of metafictive devices is to examine the 

application of metafictive devices in postmodern picturebooks and to gain a deeper 

understanding of the utilisation of metafictive devices in studies such as those that 

follow.  

McCallum (1996) explains that metafictive devices include typographic experiments 

and include narrators who directly address readers and comment on their own 

narrations. McCallum describes there being parodic appropriations of other texts, 

genres and discourses. On their part, Nikolajeva and Scott (2015) stress the features of 

illustrative framing, for instance, a visual or verbal text buried within another text. 

Goldstone (1998) makes a valuable contribution to the explanation of metafictive 

devices by opining that there should be a disruption of time and space, a description 

of the creative process, multiple narrators as polyphony, metalepsis disruption or 

heteroglossia and multiple narratives that could include techniques such as Chinese-

box structures or Mise-en-abyme. Lastly, Ansty (2002) writes about there being new 

and unusual design and layout; a pastiche of illustrative styles; availability of multiple 

readings and meaning for a variety of audiences; intertextuality and indeterminacy in 

written or illustrative text, plot, character or setting. These have all been used to 

examine the metafictive devices in the following postmodern picturebooks: ‘Black 

and White’ (Macaulay, 1990), ‘The Stinky Cheese Man and Other Fairly Stupid 

Tales’ (Scieszka and Smith, 1992), ‘Voices in the Park’ (Browne, 1998), ‘Beware of 

the Storybook Wolves’ (Child, 2000), ‘The Three Pigs’ (Wiesner, 2001), ‘Willy the 

Dreamer’ (Browne, 1997) and ‘I Want My Hat Back’ (Klassen, 2011). One of the 

most evident metafictive devices is parody and this appeals to a wide range of usages 

in postmodern picturebooks, hence further discussion about parody will take place 

over the following sections. 
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2.4.1 Parody as a metafictive device in postmodern picturebooks 

By examining existing postmodern picturebooks, one of the most evident metafictive 

devices is parody (parodic appropriations of other texts, genres, discourses and 

intertextuality). This section discusses further evidences about the concept of parody 

as a metafictive device.   In children’s literature, parody is a metafictive device where 

the author selects a concept familiar to the audience with the intention to joke and 

imitate other forms and genres. This has the effect of making the original text sound 

ironic and funny, whilst producing a work of art that has new significance and 

amusement.  

The word ‘parody’ describes a process of breaking down a particular text and building 

up an ironic replacement of it; it disrupts a previously written text and, in its place, a 

new version of it is created. It is important to understand that humour is added to the 

text during this process because it is the vital ingredient of parody.  

The structuralist, Genette (2001), explains that parody stems from playfulness and 

reversal, though sometimes it is simply done out of appreciation. Parody usually starts 

by applying a classic phrase such as ‘Once upon a time’ or by starting with a source 

from a book, as it is the parody of a particular author or work that is achieved by 

applying the style of the author or work to a less or more worthy subject (Korkurt, 

2009).  

Lewis (2006) explains that parody goes against the argument that events occur 

naturally, including those originating from culture. As a literary strategy, parody often 

plays with concepts such as mockery and irony. Although parody is widely used in 

children’s picturebooks, it is especially associated with particular authors or particular 

visual work, for example, Sczieska and Smith (1992), David Wiesner (2001), Lauren 

Child (2002 and 2012), and Emily Gravett (2005). Parody enables authors to use 

traditional, narrative genres and to add their own commentaries – and this technique is 

popular in children’s literature. In children’s picturebooks, fairy tales and folk tales 

are made into parodies quite often because they tend to follow a fixed convention 

from traditional culture (Lewis, 2001, p. 36).  

The style of parody tends to be full of mimicry and playfulness. The evidence of the 

work or author chosen to be made into a parody is traced through the imitation and 
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continual emphasis of the contrast between the original text and the parody. By 

deconstructing the work through parody, the nature of the metafictive devices 

emerges. Not only does parody work for literacy; it is also apparent in different forms 

of art such as pop culture and social topics, through intertextuality. The work to be 

made into a parody has to be familiar with the audience in order to be effective. 

Korkut (2009) addresses the fact that the work which is made into a parody is 

decoded by the author and then encoded again. Another decoder (the audience) then 

reads the parodied work and compares the original work to the parodied version.  

Lewis (2001) points out that parody in children’s picturebooks tends to mimic fairy 

tales, folk tales, information books and pop culture. A key example is Antony 

Browne’s application of parody in ‘Willy the Dreamer’ (1997). In view of this, this 

study focuses on parody in classic fairy tales and how the process to deconstruct and 

reconstruct them with playfulness creates a new object through different 

interpretations based on parody from individual authors. This creates new 

personalities of characters and the role-play of them shifts to challenge the original 

plot so that the twisted original object represents a completely new artistic creation. 

Two types of fairy tale parodies are commonly used –fairy tale makeovers and fairy 

tale salads –both of which are discussed below.  

2.4.1.1 Fairy tale makeovers  

Nodelman (2002) investigated which classic fairy tales children are most familiar 

with. He identified the most common fairy tales as: ‘Little Red Riding Hood’, ‘The 

Three Little Pigs’, ‘Goldilocks and the Three Bears’, ‘Hansel and Gretel’, ‘Jack and 

the Beanstalk’, ‘Snow White and the Seven Dwarfs’, ‘Sleeping Beauty’ and 

‘Cinderella.’  

What is currently known about fairy tales is mostly based on versions which moved 

away from the Brothers Grimm editions and keeps violence away from the global 

dominance of Disney and Dreamworks (Zipes, 2015). It is generally believed that 

only the subjects that contain good moral standards are suitable for children to read, 

which means that censorship interferes between stories and children. As a result of 

this censorship, classic fairy tales are modified many times because ethics and social 

values have to be taken into consideration, hence the term fractured fairy tales 
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emerged and was first defined in ‘The Oxford Companion to Fairy Tales’. Fractured 

fairy tales not only rearrange traditional fairy tales and create a new plot, they also 

change the meaning of the original fairy tale. Fractured fairy tales are similar to 

parody fairy tales, yet these two genres have their particular purpose: parody fairy 

tales evoke fun and playfulness in the entire genre, whereas fractured fairy tales 

reconstruct stories since their purpose is to pass on the latest social, ethical and moral 

messages (Zipes, 2015).  

Parody and fractured fairy tales both break down the original language, plot and 

subject to recreate a new form. The most noticeable difference is that parody offers a 

sense of joyfulness, though it depends on the contrast of the original subject and the 

reader’s familiarity with it. Parody also enables the reader to experience 

intertextuality and metafictiveness. In contrast, fractured fairy tales are characterised 

by their replacement of original ideas with new ones.  

2.4.1.2 Mixed fairy tales  

The term, ‘mixed fairy tales’ refers to a new text where the author has introduced a 

variety of characters from traditional text such as classic fairy tales, folklores, fables 

and nursery rhymes. Ahlberg (1986) described how he used this technique to create 

his work, and Beckett (2013) explains that a fairy tale salad is like a chef tossing 

every ingredient into a big pot. When analysing Beckett’s description of this, ‘tossing’ 

refers to the mixing of creative ideas through traditional stories; ‘every ingredient’ 

refers to a series of various figures, and ‘a big pot’ implies a group of fairy tale 

figures on the stage. Three elements of fairy tale salads are commonly used and are 

described below.  

• A figure in an interlude  

Fairy tale salads often need a figure to appear in an interlude to go in and out of each 

fairy tale. This figure functions as a character to put all the fairy tale elements 

together in order to create a fluent narrative. For example, the postman in Allan 

Ahlberg’s and Janet Ahlberg’s Postman series is created in ‘The Jolly Postman’ 

(1986), ‘Other People’s Letters’ (1986), ‘The Jolly Christmas Postman’ (1991) and 

‘The Jolly Pocket Postman’ (1995). The character, Herb, served the same function in 

Lauren Child’s ‘Beware of the Storybook Wolves’ (2001) and ‘Who's Afraid of the Big 
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Bad Book’ (Child, 2012) as well as the character, Miss Smith, in ‘Miss Smith’s 

Incredible Storybook’ (Garland, 2005). Other figures that appear in stories during an 

interlude are Jack and Little Red Hen in ‘The Stinky Cheese Men and the Other Fairly 

Stupid Tales’ (Scieszka and Smith, 1992) and the three piglets in ‘The Three Pigs’ 

(Weisner, 2001). These are all typical characters that show up in classic fairy tales 

and most readers are already familiar with them.  

• Story settings  

This type of parodic story can be classified into two major settings. One is set using 

the nature of the reconstruction to create an alternative fairy tale kingdom in which all 

personalities are introduced. Allan Ahlberg and Janet Ahlberg’s three books in the 

Postman series create a beautiful world of wonders. ‘The Frog Prince Continued’ 

(Scieszka, 1994) and ‘The Stinky Cheese Men and Other Fairly Stupid Tales’ 

(Scieszka and Smith, 1992) are all stories that take place in a fairy forest. The stories 

are operated by the figures in the interlude, such as the postman in the Postman series, 

newsboy in ‘Fairy Letters’ (Cartlidge, 1993), frog princess in ‘The Frog Prince 

Continued’ (Scieszka, 2003) and Jack in ‘The Stinky Cheese Men and Other Fairly 

Stupid Tales’ (Scieszka and Smith, 1992). The background setting switches to a 

different one straightaway. Other fairy tale settings apply to the modern real world, 

where fairy tale figures are found in children’s picturebooks and where the virtual 

world interacts with the real world. In ‘Who's Afraid of the Big Bad Book’ (Child, 

2012), the little boy, Herb, in a modern real world, goes through the portal that is the 

storybook and enters a virtual world that is the setting and background in the same 

book.  

Regardless of the setting, whether it is a fairy tale kingdom, a fairy forest or a world 

where the real world interacts with the virtual one, the Postman series are perfect 

examples of parody. It introduces modern postal systems into the story that are 

relevant to modern life; including the envelopes, the postal service, laws, publications 

and other messages. Additionally, the electrical supplies in the ‘Frog Prince 

Continued’ (Scieszka, 2003), the uniforms of policemen, the bowling ball and 

sportswear create a comical effect.  
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• Figures interaction  

Most of the figures in classic fairy tales are flat characters, as the reader knows the 

good and bad characters from the beginning of the story. There is no need to leave too 

much explanation for the narrative because the reader knows good and bad are 

different characters. Years of spoken tales have thus been created with plenty of 

figures and attached labels. For example, the typical villain is usually a wicked witch, 

a wicked step-mother, a scary giant or a fire-breathing dragon. Conversely, heroes 

such as beautiful princesses or prince charming are bullied and need to be rescued by 

a fairy or fairy godmother. The plot is usually twisted, and the tables are turned so 

that the bully loses; this comforting and happy-ending satisfies the fantasy of readers 

of all ages. There is another group in fairy tales, who, without the help of a fairy to 

rely on, use their own fortune or wisdom to help themselves, for example, ‘The Three 

Little Pigs’, ‘Little Red Riding Hood’, ‘Snow White and the Seven Dwarfs’ (Gág, 

1938). If the good figure has bad luck, they will be defeated or destroyed by villains 

and figures with wit may be able to conquer their enemies. In conclusion, the labelled 

figures who tell the good from the bad carry many cultural messages and become 

materials that are easily manipulated in parody.  

2.4.2 Examination of metafictive devices of seven existing postmodern 

picturebooks 

The examinations of metafictive devices of seven existing postmodern picturebooks 

show how the variety of metafictive devices are utilised in different storytelling 

contexts. A metafictive device could potentially be applied in various ways such as 

multiple narrators and multiple narratives (Goldstone, 1998). This therefore inspired 

me as a researcher to explore the possibilities of the use of metafictive devices in my 

own story making. 
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2.4.2.1 Examination of metafictive devices in Black and White (1990) 

Table 2.1: Black and White 
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2.4.2.2 Examination of metafictive devices in The Stinky Cheese Man and Other 

Fairly Stupid Tales (1992)        

          

 Table 2.2: The Stinky Cheese Man and Other Fairly Stupid Tales 
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2.4.2.3 Examination of metafictive devices in Willy the Dreamer (1997) 

         

 Table 2.3: Willy the Dreamer 
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2.4.2.4 Examination of metafictive devices in Voices in the Park (1998) 

          

 

	

Table	2.4:	Voices	in	the	Park	
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2.4.2.5 Examination of metafictive devices in Beware of the Storybook Wolves (2000) 

Table	2.5:	Beware of the Storybook Wolves	



30	

2.4.2.6 Examination of metafictive devices in The Three Pigs (2001)

Table 2.6: The Three Pigs 
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2.4.2.7 Examination of metafictive devices in I Want My Hat Back (2010) 

Table 2.7: I Want My Hat Back 
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2.4.3 The frequent usage of metafictive devices in existing postmodern 

picturebooks 

 

Table 2.8: Frequent usage of metafictive devices 

By examining existing postmodern picturebooks, several metafictive devices are 

commonly identified in this study: typographic experimentation; parodic 

appropriations of other texts; genres and discourses; multiple narrators and multiple 

narratives; new and unusual design and layout; availability of multiple readings and 

meaning for a variety of audiences; intertextuality and indeterminacy in written or 

illustrative text and plot, character or setting.  
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2.5 Conclusion 

Lewis (2001, p. 87) writes: 

“[W]riters and illustrators of picturebooks over the last thirty years have 

been doing no more than responding to the tenor of the times, either 

consciously or unconsciously importing the approaches, techniques and 

sensibilities of postmodernism into their work.”  

 

Flieger (1991) agrees that postmodernism originates from various perspectives on 

modernism. Therefore, overall, postmodernism is not only a movement but also an 

attitude ‘as reaction, as denial, as reside, or as intensification of modernism’ (Flieger, 

1991). From Nicol’s definition of ‘postmodernity’, ‘postmodernism’ and 

‘postmodern’, an important clarification is established: that postmodern is an 

adjective that associates with literary production, cultural history and a set of aesthetic 

styles and principles that are conceptualised by the context of postmodernism, such as 

postmodern picturebooks. What is more, the development of technology related to 

images occurred while the postmodern movement was developing. Many postmodern 

artists and architects manipulated their artworks with these new technologies. The 

characteristics of their artworks are mixed genres that display hybridisation of new 

concepts or elements with primitive or existing artwork to make something new, even 

though this remains self-referential. These postmodern creations inspired my strong 

desire to learn how to make a postmodern picturebook, especially, with regard to the 

digital age and digital aesthetic which have a great influence on my personal 

background.  
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Reflective practice as the main methodology 

3.1 The definition of creative practice-based research 

Being a practitioner in the art and design field, the inquiry into the application of 

metafictive devices in postmodern picturebooks strongly comes to the fore in creative 

practice-based research. This is so because, metafictive devices and postmodern 

picturebooks are inseparable (Allan, 2012), and are often presented in various visual 

forms of art, text, and narrative in children’s literature. It is essential to choose 

appropriate methodologies in order to establish a robust and reliable performance in 

the inquiry. The title of the research directly identifies it as a creative practice-based 

study. It is necessary to understand the nature of practice-based research and this 

comprehension would allow me to employ suitable methodologies to make a 

contribution in the body of knowledge in the field.  

Candy (2006, p. 1) states a clear definition for Practice-based Research (PbR): 

“Practice-based Research is an original investigation undertaken in 

order to gain new knowledge partly by means of practice and the 

outcomes of that practice. In a doctoral thesis, claims of originality and 

contribution to knowledge may be demonstrated through creative 

outcomes in the form of designs, music, digital media, performances and 

exhibitions. Whilst the significance and context of the claims are 

described in words, a full understanding can only be obtained with direct 

reference to the outcomes.”  

This clarification of PbR enables me to understand that a practice-based PhD involves 

the creative process, the claim for the contribution by submitting the original creative 

work, a progressive visual journey, and a reflective commentary of the creative work 

which is emphasised in the originality of the knowledge about practice that arises.  

“In the early 1960s, the Frascati Manual helped the research of emerging 

economies, and employed creativity as an essential element in practice-

based research. Furthermore, a clear description of creative practice-

based research is summed up in the following words: Creative work 

undertaken on a systematic basis in order to increase the stock of 
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knowledge of humankind, culture, and society, and the use of this stock of 

knowledge to devise new applications.” (OECD, 2002, p.30)  

Moreover, the major characteristics of creativity and novelty are considered standards 

for producing stock knowledge that potentially evolves and is applied in innovative 

and creative practice (Sullivan, 2010). Evans, Hardy and Shaw (2010) and 

Manolessou (2012) both affirm that there is no certainty of questions undertaken for a 

practice-based research which tends to be toward employing qualitative research 

methods and its aim does not necessarily make specific questions for itself. The 

summary is stated by the UK Council for Graduate Education in the following words:  

“Research in the practice of the Arts related subjects is more likely to 

employ qualitative research methods. This kind of research does not, 

typically, begin with a predetermined set of questions or assumptions, but 

arises from particular situations or contexts, which can be described with 

sufficient precision for a project to emerge which can be scrutinised and 

approved by the institution and supervisor.” (UK Council for Graduate 

Education, 1997, p. 16)  

In terms of a PhD in Design, and a PhD in Art, Jones (2006) points out that a PhD in 

Design demonstrates an exceptional ability to combine imagination, reason, 

technology and art in response to related design industries by improving creative 

work. On the other hand, a PhD in Art must present exceptional perceptiveness, and 

originality of creative work (Yee, 2009).  

3.2 Research THROUGH art and design, and Research FOR art and design 

The art inquiry that is the focus of this study has specific aim: to investigate the 

application of metafictive devices in postmodern picturebooks through practice which 

involves creating my own postmodern picturebook illustrations, and applying a series 

of metafictive devices.  
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Three categories of art and design research activity have been classified by Frayling’s 

analysis (1993). They are Research INTO art and design, Research THROUGH art 

and design, and Research FOR art and design. I find my inquiry is located within the 

classification of Research THROUGH art and design and Research FOR art and 

design. Firstly my practice of creating a postmodern picturebook with metafictive 

devices is the engine of the research. In addition, my research includes a progressive 

visual diary as a manner of communication including character development, 

storyboards, experiments of various media, the construction of plot, and visual 

progression of the dummy book. Furthermore, the dummy book itself embodies my 

thinking in order to communicate visually instead of verbally. Therefore, the research 

activities undertaken in this art inquiry involve Research THROUGH art and design, 

as well as Research FOR art and design.  

 

3.3 Pick and Mix  

Yee’s (2010) research on ‘Methodological Innovation in Practice-Based Design 

Doctorates’, highlights the characteristics of methods applied on the chosen samples 

of research in Design. One significant characteristic, Pick and Mix, has been widely 

addressed in art and design research in recent years. As the lack of an established 

research method for design, the concept Yee (2010) adapts is from Galloway (2008), 

who presents a form of bricolage, or assemblage that is often a hybrid discipline from 

social science, humanities, and hard science to conduct an appropriate model of 

research in the design field. Yee introduces the terms of bricolage and describes it as 

‘Pick and Mix’ that has become the established method for design. In Sullivan’s 

(2010) words, whether in the design or art inquiry:  

“A flexible framework that can be adapted to suit different purposes, 

emphases, and scales, yet retain a dynamic relationship between the part 

and the whole, will guard against the tendency to codify visual art 

research practice.” (Sullivan, 2010, p. 99) 

 

The practitioner or bricoleur uses various methods to unfold new knowledge, examine 

and adjust existing methods in order to achieve the research goal. In Yee’s (2010) 
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research, she discovers that the most commonly used method in the selected case 

studies is reflective practice (Schön, 1983), especially for practice-based research. 

The method Schön proposes is a common qualitative model for general practitioners’ 

inquiries. Similarly, Sullivan (2010) has close insights of the framework for reflective 

practice which more specifically focuses on art practice as research. Sullivan suggests 

different approaches with regards to relational and transformative research methods. 

Although Sullivan provides flexible frameworks that meet various purposes in art 

inquiries, nevertheless one of the frameworks under transformative research is 

reflexive practice. 

Reflexive practice offers me as the researcher – an illustration practitioner – the 

opportunity to practice an individual’s perspective through transparent knowledge, 

reflection on the information, open dialogue, and questioning the information in order 

to create new understanding and knowledge in visual art. Therefore, in this creative 

practice-based study, not only is Schön’s (1983) reflective practice employed, it also 

combines Sullivan’s notion of reflexive practice which is reflective practice with 

elaboration particularly for illustration practitioners. Hence, further discussion would 

be engaged in the following sections on a series of methodologies that combine 

Schön’s and Sullivan’s theories.  

3.3.1 Reflective Practice  

Moore (1983) argues that if a unique circumstance occurs in every professional 

problem, the best solution should be improvised and spontaneous, instead of solving 

the problem by professional knowledge. By referencing Moore’s point of view, the 

doubt about Technical Rationality’s dominance stresses systematic knowledge that is 

also implemented in the institutional context of a few top professions.  

Schön (1983), using the example of ‘social work’ as a profession and the theoretical 

basis of which is constructed via systematic knowledge, argues that every profession 

would seek to be acknowledged within the professional hierarchy.  

In the 19th century, the epistemology of practice for the positivist is Technical 

Rationality that becomes institutionalised in the modern educational institution. 

However, practical knowledge does not fit properly into the model of Technical 

Rationality as meaningful propositions are either logic and mathematics, or empirical 
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observation to deliver knowledge. On the other hand, an epistemology of practical 

knowledge implicates artistic skill and intuition as a cognitive process that also 

involves reflection-in-action. Practitioners depend on tacit recognitions, judgments, 

and skillful performances with situations of complexity, uncertainty, instability, 

uniqueness, and value-conflict which contradict the model of Technical Rationality, 

constituted by four factors: “1) it is specialised, 2) it is firmly bounded, 3) it is 

scientific, and 4) it is standardised.” (Schön, 1983, p.23) 

 

3.3.1.1 Reflection-in-action  

Practitioners’ skillful performances often exhibit ‘knowing more than we can 

describe.’ This sort of indescribable phase was termed ‘tacit knowledge’ by Polanyi 

(1958), when making examples in research of facial recognition. Vikers (1978) 

provides clear explanation of the sense of tacit knowledge that we are often unable to 

fully articulate: 

“Artists, so far from being alone in this, exhibit most clearly on oddity 

which is present in all judgment. We can recognise and describe 

deviations from a norm very much more clearly than we can describe 

itself.” (Vikers, 1978, p.61)  

 

From Vikers’ point of view, judgments are made through tacit norms that proceed on 

certain movement of recognition of knowing-in-action (Schön, 1983, p.54). The 

norms include: 

• Spontaneous performance including action, recognitions, and judgments 

without second thought. 

• Unawareness of learning to do things, simply just responding to the action. 

• Either the awareness of the understandings is attributed to our feelings or it is 

not even noticed.  
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In terms of the relations of knowing-in-action and reflection-in-action, Schön (1983, 

p. 54) describes the relationship of cognition in reflection-in-action:  

“If common sense recognizes knowing-in-action, it also recognizes that 

we sometimes think about what we are doing. Phrases like “thinking on 

your feet”, “keeping your wits about you”, and “learning by doing” 

suggest not only that we can think about doing but that we can think about 

doing something while doing it.”  

 

3.3.1.2 Reflection-on-action  
 
When the practitioner faces divergence that may become obstructive, a bottleneck is 

encountered, as well as stagnancy or extreme dissatisfaction about performance. The 

practitioner may need to review retrospectively the tacit knowledge, the qualitative 

appreciations, the skills applied in the practice, the contextual information of the 

study, and then use intuitive knowing for adapting situations of complexity, 

uncertainty, or uniqueness in order to reframe, redirect or adjust unsatisfied 

performance from reflection-in-action (Vickers, 1995).  

3.3.1.3 Reflexive practice as Transformative research  

Transformative practice is an important quality of the framework of visual art 

research as it emphasises that, 1) through the process of making creative work, the 

knowledge of visual art can be recycled and the use of ‘talk back’ can bring new 

experiences during practice; 2) an illustration practitioner is part of visual art research, 

as the knowledge of visual art originates from the practitioner themselves, as the 

unique individual’s knowledge is framed, encountered, critiqued, and innovated in 

order to communicate.  

Reflexive practice is one of the branches of methods of transformative practice that 

Sullivan (2010) proposes. It is a research activity that applies mixed methods to 

examine existing visual art researches and provides the opportunity to gain new 

insight through observing phenomena. There are four elements in operating reflexive 

practice:  

• Self-reflexive practice requires transparent knowledge of visual art from the 
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illustration practitioners themselves, and directed by the illustration practitioner’s 

personal interest, experience, and creative thinking in the practice.   

• Reflection on information to consider other approaches in the practice.

• Open dialogue with the information that leads the practitioner to debate and discuss

in 

a process of inquiry.  

• Questioning information that contains content and context which are  potentially

     problematic issues that offer opportunities for a change artistically, socially, 

     politically, educationally and culturally.  

3.4 Reflective loop practice as methodology 

The goal of reflective practice is to achieve exceptional perspective and originality in 

art inquiry, although potentially, every practitioner may encounter obstructions or 

make no progress or have dissatisfactory performance. Thereby, the understanding of 

overcoming the difficulties and obstacles in the practice, not only reflection-on-

action, would be a solution. Reflexive practice also enabled me to obtain a new 

insight of visual art inquiry that likely escalates the quality of creative work for the 

best outcome for this study.  

At this point, I would like to address myself as the illustration practitioner. The 

combination of reflective practice and reflexive practice makes me realise that when 

an illustration practitioner reflects in and on their knowing-in-action, there is some 

phenomena of reflective activity constantly occurring in the professional practice, and 

I find it is constituted as a loop since the reflective practice always comes back and 

forth (Figure 3.1). 
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Figure 3.1: Reflective loop practice as methodology 

The reflective loop is operated by the Reflection-in-action mode, Reflective-on-action 

mode, and Re-reflection-in-action mode; each mode informing the other within the 

reflective and reflexive activities in this study.  

3.4.1 Reflection-in-action mode 

3.4.1.1 Self-reflexive practice  

In the process of reflection-in-action, self-reflexive practice involves the illustration 

practitioner providing their personal transparent knowledge, experience and interest in 

making a postmodern picturebook with the application of metafictive devices. The 

importance of self-reflexivity is that the illustration practitioner can see through 

existing content or theoretical information, therefore they, as an individual with a 

specific social background have influence on the reflection-in-action practice (Crotty, 

2015).  
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Figure 3.2: Self-reflexive practice 

3.4.1.2 The volume of repetitions or experimental activities 

As an illustration practitioner, repetition in the practice enables proficiency increase 

so that the performance is expected to be satisfactory. In this practice, there are three 

parts of the creative study that require repetition to improve performance: (Figure 3.3) 

• Characters development

To begin with creating a picturebook, the development of characters is an important 

process, and constantly sketching down my ideal character’s appearance requires a 

high volume of repetition in the practice. This is to establish the appropriate character 

to communicate through the story.  

• Storyboards

It is inevitable for the illustration practitioner to alter the narrative of the story by 

storyboards, and in this process, the necessity of refining the narrative is by constantly 

repeating the practice until the story meets the research aim.  
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• Various media experimentation  

In order to establish my personal visual language with the most suitable medium for 

making a book, it is important for me to experiment with various media that include 

linocut, etching, aquatint, screen printing, collography and digital drawing. All of 

which requires repetition to allow me to make intuitive judgement of which medium 

fits the book’s aesthetic quality such as the forms of shapes, colours, and textures. By 

employing reflective practice methodology, every part of the creative practice 

including character development, storyboards’ development and experimentation with 

various media are all conducted in parallel. Hence, every element of development in 

creative practice has influence on the final decision of the appropriate medium for 

making a postmodern picturebook.  

 

Figure 3.3: Repetitions 

3.4.1.3 The development of a repertoire of knowing-in-practice: recording reflective 

thoughts using multiple methods (see figure 3.4) 

• Note recording after reflection-in-action mode.   

• Sketchbook recording: visual thinking captured in the dated sketchbook.   

In creative practice, if the practice itself becomes stable, the practitioner learns to 

develop a series of expectations, anticipation, images and skills, which lead the 
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practitioner to encounter fewer accidental events. Hence, knowing-in-practice starts to 

act tacitly, spontaneously, and unconsciously (Crotty, 2015, p. 60). At this point, 

divergence of practice occurs, and the practitioner may neglect to reflect on what they 

are doing while they are in reflection-in-action mode.  

       

 

Figure 3.4: Recording reflective thoughts using multiple methods 

3.4.2 Reflection-on-action mode  

After the illustration practitioner encounters dissatisfactory performance or makes no 

progress in their reflective-in-practice, they need to reflect on the whole situation and 

information to see what they overlook. All movements of reflection-on-action require 

and allow the practitioner themselves to take time and space, and step back to 

evaluate the dissatisfactory performance in the practice, and thereafter make a 

decision to reform and redirect with new insight for altering the dissatisfied 

performance by reflection-on-action (Figure 3.5). The following elements of 

execution in reflection-on-action are key in my practice:  
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Figure 3.5: Reflection-in-action transits to Reflection-on-action 

3.4.2.1 Reflective conversation: Situations talk back and open dialogue 

To digest the situation of reflection-in-action, the illustration practitioners must allow 

situation talk back, and with their initial appreciation respond to the situation’s back-

talk (Schön, 1983, p.148), and then form the action of resolving the divergent 

situation. With this step of reflection-on-action, I personally find it is usually 

conducted with inner talking with my inner thinking, and my own appreciation.  

However, I find that a limitation of the situation ‘talk back’ is that it could narrow a 

range of possibilities for resolutions or improvements for the research. Therefore, 

after some inner-conversation about the situation, the ‘talk back’ information is 

derived from the process of the practice, as a subject is debated and discussed by 

conducting an open dialogue within research practice, and among peers to gain more 

new insights or perspectives (Figure 3.6). 
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Figure 3.6: Reflective conversation 

 

3.4.2.2 Informal feedbacks  

The following constitute the channels for informal feedbacks at this stage of the 

reflective conversation. 

• Supervisor  

Regular meetings with my supervisor had offered me valuable insights and provided 

feedback with regards to my creative work and written commentary. This feedback 

not only widened my horizontal perspective, but also guided me through the 

important process of picturebook making. From my supervisor’s professional point of 

view, I had collected constructive criticisms, immersed myself and enabled myself to 

reflect-on-action to review the situation.  

• Peers including primary school teachers, and friends who are parents  

As the subject is creating a postmodern picturebook, the feedback of the maquettes is 

collected informally from friends who are primary school teachers, as they 

represented peers that provided perspectives based on their professional educational 

background; and friends who are parents, that know what kind of picturebooks they 

would like to read to their children or would like their children to read. Their 

feedbacks were practical and realistic, and I found them useful because they made me 
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reflect on my creative work in a way that is considered more dynamic in re-reflection-

in-action practice (Figure 3.7). 

Figure 3.7: Collect informal feedbacks 

3.4.2.3 Constancy appreciation: Self-critiquing and questioning 

In this art inquiry, there is no specific audience envisaged, as I believe myself to be a 

reader that has sufficient experience in reading children’s picturebooks. Furthermore, 

the ability to self-critique my creative work during the process of making it, was met 

with a certain degree of dissatisfaction. Being a reader of my own picturebook 

involves being impartial, critical, and using constancy appreciation, as well as having 

the courage to question the problems by reading the book repeatedly, and then reflect-

on-action to be responsive to potential change in re-reflection-in- action mode (Figure 

3.8). 
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Figure 3.8: Constancy appreciation 

 

3.4.3 Re-reflection-in-action mode  

In distinguishing between Reflection-in-action and Re-reflection-in-action, reflection-

in-action in the practice process applies tacit knowledge with more uncertainty, 

uniqueness, complexity, and value-conflict. On the other hand, Re-reflection-in-action 

is new understanding and know-how to improve the quality of the performance after 

reflection-on-action. Although Schön (1983, p. 280) believes that ‘in any case, the 

practitioners are most likely to initiate reflection-in-action when they encounter 

obstacles in the work or unhappy about their performance.’ On the contrary, I find 

myself initiating reflection-on-action and then re-reflection-in-action as the processes 

that make efficient progress within my creative work.  

This activity has impact on my reflective commentary that contains character 

development, storyboard evolution, the suitable media for the creative work and 

visual progression of dummy book (Figure 3.9).  
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Figure 3.9: Re-reflection-on-action 

 

3.5 Conclusion  

To conclude, the methodology used in this study is based on the nature of practice-

based research in art and design, which is aimed at creating a postmodern picturebook 

with a series of metafictive devices that embody exceptional perceptiveness and 

originality. From Frayling’s (1993) classification of art and design research, my 

research in art and design, using a postmodern picturebook as a tool and the 

progressive visual journey as a manner of communication, is deemed effective. What 

is more, THROUGH art and design and FOR art and design, my creative work (a 

postmodern picturebook) is able to communicate effectively. According to Yee’s 

(2010) research findings, Pick and Mix is one of the key characteristics and it is 

adapted among art and design research, including this present study. In this study, the 

mixed methodologies by Schön’s (1983) reflective practice did not only assist in 

achieving the aim of the study by improving the quality of the research outcome, it 

also, with Sullivan’s (2010) reflexive practice, impacted upon my personal social 

background, interest, and knowledge in order to conduct the process and the progress 

systematically and to gain new insight for the practice. This study describes how my 

creative practice highlights the nature of reflective practice as the main research 

methodology. This involves a creative and critical reflective process that establishes 
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how knowledge and understanding of the application of metafictive devices 

continually evolve. In this way, practice informs the theoretical information of 

metafictive devices, which in turn informs my own creative practice.  
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Where is Meowmi? 

 

4.1 Drawing practice and developing a personal visual language 

 

My sketches in general do not form a smooth continuous series. This is because 

during different periods in my practice-based research, the sketchbook has played a 

number of different roles. Throughout my previous experience of studying in Taiwan, 

I was not trained to consider my personal visual language or to develop it through 

sketches. Therefore, I was confronted with the prospect of creating images/drawings 

using an unfamiliar methodology, and it was this that proved to be my greatest 

challenge. 

 

When I began the creative practice-based research, my attitude towards the 

sketchbook originated from my supervisor’s suggestion that there are many ways of 

drawing visual languages, but whichever is used (literal or stylised), there needs to be 

a consistency of purpose. Most important to my practice though, is the processing of 

the visual information that I have absorbed, and transferring it imaginatively in 

relation to a text or personal thoughts. 

 

In the early years after reflecting on my research, sketchbooks were a very important 

way of maintaining focus on my creative practice, and one of those drawings evolved 

years later into the first concept of my story ‘Where is Meowmi?’ In this sense, the 

sketchbook operates as a creative document that contains both written and visual 

materials, and is a place that I can record observations, express my point of view and 

brainstorm ideas. Thus, I have noticed that throughout my journey in the creative 

practice-based research, the sketchbook has played an increasingly important role, to 

such an extent that it is now a complete necessity and an unconscious process. As 

Frayling (1993) noted, “The brain controls the hand which informs the brain”. The 

journey towards my first-hand responses came from my intuition, by talking to 

myself, by recording my visual thoughts, visual practice and by carrying out trials of 

different techniques and processes. 
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In the beginning of the creative practice, the development of my own personal visual 

language was an essential part of the process. Meanwhile, I was also aware of 

experimenting with metafictive devices for my first story ‘Space Snail’, where I 

attempted to use parody in visually establishing the individual characters and their 

personalities and emotions. For example, Space Snail is disappointed at losing face 

and by applying the typography playfully; I was able to convey the anxiety that the 

female snail feels when waiting for Space Snail who is late for the date (Figure 4.1). 

 

However, at the time, using a storyboard for developing sequence and structure did 

not occur to me. I was inspired by a particular approach to graphic shapes on the page 

rather than a narrative idea. Consequently, many single page compositions were 

constructed in a page at a time, without consideration for the sequence and coherence 

that appeared in my initial sketches. This resulted in the original idea of the story 

becoming somewhat lost, leaving me unable to integrate metafictive devices 

effectively and to compose the storyboard completely.  

 
Figure 4.1: Space snail 
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4.2 ‘Where is Meowmi?’ – A story about a little witch and her cat 

  

Following the above experiences, I was able to progress towards controlling and 

organising initial ideas and then expanding them through further exploration in my 

sketchbook. As previously discussed, the first story did not run completely smoothly 

in terms of my creative practice. As a result, I learnt from this past experience and 

discovered that when creating a story, my ideas would originate from within myself, 

the practitioner, from an emotional place – whether it would be internal or external. 

 

It is important to bear in mind that this new story is inspired by my own personal 

intimate experiences with my cat – Meowmi. When it came to beginning a new story 

while continuing with my creative practice-based research, a simple story that 

immediately came to mind centred on this cat. A little witch (the archetype of myself) 

in the story constantly reflects upon missing her cat and these reflections have been 

influenced by my own emotional experience of missing Meowmi. However, it is not 

always easy to spot the idea or to see the narrative potential through abstract jotting or 

thinking, thus the concept of the story was developed in a different direction by the 

parody of several well-known fairy tale characters. From my initial idea, I myself 

have become the Little Witch but my cat remained as Meowmi. Most stories, 

however, need to solve problems that include particular thematic issues, such as, 

anger, loss, the resolution of puzzles or friendship (Salisbury, 2004). Therefore, the 

issue of loss is related to the day that Little Witch’s cat (Meowmi) goes missing. 

Moreover, we know that characters often work, not towards the real solution, but to a 

perceived solution. And characters frequently grapple with a problem that is 

ultimately recognised as only a symptom of the real problem (Phillips and Huntley, 

1999). 

 

                                                                                     

4.3 The creative process: from observation into imagination 

 

4.3.1 Transformation from observational drawings to my own personal visual 

language 
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When making observations at the beginning of the drawing practice, I recorded my 

sketches by classifying each drawing according to its particular subject in order to 

display my own visual thoughts while abiding by the initial story set. When I started 

the story, the habit of jotting down a few words or a few tiny doodles of various ideas 

of a little girl and her cat formed the very first stage of my practice. This was not 

necessarily with the view of starting the story from this point, but was more a process 

of fostering connectivity with each of the characters, to develop their personalities, 

and to develop a sense of familiarity between myself and the characters. With regards 

to the development of the personalities of the characters, the observation of both 

children and cats played an important role. In particular, I spent time observing cats 

and children in photographic references as well as live ones. I found that observing 

and interpreting the different motions of cats in my sketchbook helped me to better 

understand feline shapes, movements, and behaviour. With regards to the little girl, 

the witch’s characteristics involved integrating both movement and personality, along 

with particular significant characteristics of each in order to complete a little girl’s 

transformation into a witch. In addition, I believe that these observations helped me to 

convincingly infuse my characters (be the human or animals) with appropriate yet 

imaginative characteristics. 

  

Many of my drawings are considered by some observers to resemble closely the 

stylistic qualities of Japanese comics or Manga and this has been a powerful influence 

through exposure to media and artwork that emanates from my cultural background. 

East Asian graphic traditions are, indeed, a strong influence in my highly-stylised 

approach to characterisation and manga elements to my visual work. 

 

4.3.2 The main character development  

 

4.3.2.1 How was Little Witch ‘born’ and how did she grow? 

 

While developing the main character in the practice-based research, it is inevitable 

that the character process from inception is always tied to the storyline, especially 

when the practitioner operates as both artist and author. The character drives the 

storyline, and the storyline molds the character arc. (Weiland, 2016) Furthermore, 

Weiland’s theory is similar to Mckee (2010). As McKee observed: “We cannot ask 
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which is more important, structure (storyline) is character; character is structure. 

They are the same thing, and therefore one cannot be more important than the other.” 

Interestingly, both theories stem from the perspective of making a successful 

character, a story and a film. 

 

On the other hand, creating a picturebook is in some ways closely akin to directing a 

film, with all the elements of pace, suspense and rhythm that are involved (Salisbury, 

2004). The difference between film making and picturebooks – specifically in the 

case of picturebooks – is if the artist and author is the same person, the character and 

the story line are able to be processed individually. 

 

In my practice-based research, I have found myself at the very beginning of creating a 

character, with both verbal/textual and visual correlation, the character emerging from 

a fusion of both. It started with a concrete image by describing the character such as 

establishing a biography of the main character with pencil studies, until the character 

starts to talk to me, insistently and by doing so becomes the lead in the main role. 

 

4.3.2.2 The biography of Little Witch  

 

Writing a biography is a voyage of discovery in terms of character development. 

Little Witch is the protagonist of the tale. The character concerns a young girl aged 

seven who is a junior witch. She has light brown hair, as she is a witch, in my mind, 

she must have an unusual hairstyle with the distinctive witch’s hat and magic wand – 

a necessary tool in a magical world. Little Witch’s appearance naturally comes from 

the archetype of myself, when I was a child. Her personality and disposition are 

friendly, gentle and naïve. She only spends time with Meowmi and she is content with 

her life until Meowmi goes missing.  

 

In the tale, she loses her companion (her cat) whom she spends all her time with and 

loves more than anything in the world. When Meowmi goes missing, she exhausts her 

magic powers in the story in order to find her missing friend. However, she is still 

very young and her magical powers are limited. Meowmi is the little girl’s feline 

companion and the cat frequently appears in her memories until they are reunited at 
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the end when Little Witch finds him. The reason for the cat’s disappearance remains 

unknown throughout the book. 

 

4.3.2.3 Visual development1 

 

• Physical appearance 

In terms of Little Witch’s biography, I based my interpretation on a younger me. 

In the early pen studies, I combined more of an unappealing look with half-moon 

eyes and shaped with big dark eyeballs to build up the ‘typical’ witch’s 

personality. Furthermore, I drew on more details adding to the hair a certain 

straw-like and lank quality. However, throughout doodling the initial character’s 

appearances, I realised that ‘she’ didn’t connect with the biography at all, and the 

direction of her development had in fact moved the opposite way (Figure 4.2). 

Little Witch is, after all, a happy and naïve girl, so I moved in a different 

direction that is less representative of actual appearances than a collection of 

intellectually defined attributes.  

 

To start over again with Little Witch’s appearance, I spontaneously depicted 

circle lines with the character’s round face and simplistic body figure, and the 

hairstyle was inspired by the contour of a butterfly. My instinct came along with 

the circle line and the vibe of the character began to connect with my ideal Little 

Witch representation.   

 

																																																								
1 Appendix (Component 2/3): Progressive Visual Journey- Character development, p1  
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Figure 4.2: The development of Little Witch  

 

• Facial features/expression 

During the pen studies process, the possibility emerges that the initial drawings of 

the character’s facial expressions and appearance might dictate the potential of 

the narrative’s direction.  

 

Getting to know the character visually in this way can be the starting point for 

more subjective drawings, where I feature Little Witch with a range of reactions 

and moods with the basic formula for representing appropriate responses, 

emotions, movements and gestures. 

 

For Little Witch’s facial features, the dots signify eyes, the solid single colour 

and mass colour represents Little Witch’s hair. Through the initial drawings, from 

this early, formulaic starting point I built up an extensive assemblage of visual 

representations of emotions. When expressing happiness, the upturned mouth is 

universally symbolised, the opposite expression of sadness is, of course, a 

downturned mouth. However, the proportion of the face including eyes, nose and 

mouth, and where these features are located on the face, always offers the 

possibility of a subtle change to read and convey the mood and emotions in 

various ways.  
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In many children’s books, the appearances of characters are key to engaging the 

reader with the narrative. The body proportion of the character also plays an 

important role in terms of the likeability of the character. Whether in the context 

of human beings or animals, the baby look is always the cutest characteristic 

element in a story. Exaggerating the size of the head is essentially the most 

significant feature of a baby. To be likable as a baby as a character, the body 

proportion is normally between 1:2 and 1:3, along with the other important 

feature of being round (Hao, 2006). Angaramo’s little duckling in The Ugly 

Duckling (2006), Ian Falconer’s Olivia, Leonie Shearing’s animal characters, and 

Disney’s Mickey Mouse are all good examples that validate Hao’s theory. 

Exaggerating the size of the head of Little Witch gives her instant appeal, and I 

found that through drawing her with round lines, the representation of Little 

Witch acquired the effect that I expected.  

• The customs

The stereotype of the typical witch has always been unpleasant in general.

However, from Little Witch’s biography, in order to match her gentle

temperament, it is necessary to keep her costumes simple yet identifiable as a

witch. Therefore, the pointy black hat, a black sleeve swing dress outfit, a

broomstick remains. However, she does not wear boots on her feet in order to

hint at her naïvety in a subtle way (Figure 4.3).

Figure 4.3: Little Witch’s customs 
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• The movement sequence / Mannerism

For the purpose of making Little Witch more believable, the way of getting to

know the character visually is by observing the gestures of witches using magic

wands, creating potions and flying with a broomstick. The movement can also

indicate the character’s personality and mood, I have made a series of pen studies

directly from the life of a few individuals that I feel suited the story or sequence

and also these studies manifested themselves in the character’s overall body

language as well as in close-up facial expressions (Figure 4.4).

Figure 4.4: Little Witch’s movement 

• The visual development of Meowmi

The above observations and developments needed to be converted into my own

visual language with Meowmi. During the transformation, I practised three to

four different figure proportions and lines to assess which of the feline images

were best suited for Meowmi to develop the overall visual language. The same

process was applied to the development of Little Witch (Figure 4.5 and 4.6).

Figure 4.5: Observation of cats 
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                                                                                             Figure 4.6: Development of Meowmi 

 

• The famous fairy tale characters 

The ways in which different artists deal with anthropomorphism are infinitely 

varied. Big Bad Wolf is the villain of another famous tale and makes an 

appearance here as a friend of Little Witch. His famous ability to huff and puff 

are this time put to good use, as he blows posters of the lost cat across the town to 

help locate Meowmi. The Seven Dwarfs who, together with Little Witch, asks for 

the help of a magic mirror. The Magic Mirror is of little help here as its skills are 

largely limited to assessing the beauty of young women throughout the land. The 

Three Pigs contribute their well-known choice of building materials, i.e. straw, 

wood and bricks to the mixture of a potion (Figure 4.7). 

 

Figure	4.7:	Fairy	Tale	characters	
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4.4 Forming storyboards  

 

As an illustration practitioner, I am conscious that postmodern fiction can be seen as 

too playful to be worthy of academic investigation as I am aware of a gap between 

academia and metafictive devices, that creates an opportunity for me to fill. Based on 

the strict creative practice of the development of the main character, I attempt to make 

my own practice research infused with metafictive devices (playfulness) and 

meaningfulness (depth of culture). Therefore, my intention when forming a 

storyboard relies on the plot being both playful and meaningful. Consequently, the 

plot has been refined many times, not only to apply metafictive devices but also to 

attempt to forge a closer connection with the reader and Little Witch that I have 

discovered is essential in terms of plot development. 

 

4.4.1 Forming the storyboard 

 

4.4.1.1 Flatplans 

 

Developing a narrative over a sequence of pages is to produce a form of a storyboard, 

and forming a storyboard requires the consideration of key elements of the story and 

how they fit into the number of pages. As was previously mentioned with regards to 

the description of character development, the main character’s representation may 

lead to the potential change in direction of the narrative. Essentially, at the early stage 

of the development of Little Witch and Meowmi, some rough texts and various 

thumbnails sketches have become the fundamental elements that have been recycled 

to draw out a flatplan and work on scribbles repeatedly until I can form this visual and 

textual information into sequence. The roughest of drawing, and paying no attention 

to the design of shapes on the page is the efficient way to form a basic storyboard. 

Simple, and clear line drawing are later required after planning to establish where the 

story goes and where – during this stage of creative practice – it is inevitable to 

produce key images subliminally, as every individual author/illustrator has their own 

pace and rhythm. Gradually, the designs of shapes on the page become resolved 

regarding the page format and the book as a whole setting. 
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4.4.1.2 The basic pattern of reading a picturebook 

 

Creating images in sequence is a complex skill that builds on what is learned 

unconsciously in early childhood reading. A difference between the West and Taiwan 

in the East, where I am originally from, is the basic principle of reading from left to 

right, and from top to bottom when the text is laid out horizontally, for both words 

and pictures. In Taiwan, some of them are completely the opposite, and the texts 

especially are not only read from right to left, and from top to bottom but also display 

vertically. Furthermore, the basic pattern by which most readers read picturebooks 

might follow a rhythm such as this: first picture, then texts, then repeated, then turn 

the page, then the next picture, then the texts, and so on. For picturebooks with 

different pictures on each of two facing pages, the pattern probably doubles: left 

picture, right picture, left text, left picture, right text, turn the page. I had to bear these 

basic patterns of reading a picturebook in mind when I started to scribble the images 

of the sequences, as especially in my childhood, the pattern of reading a picturebook 

was completely different to how a Western child would read it. 

 

4.4.1.3 The relationship between text and illustration 

 

During the construction of the sequence, as an author/illustrator, through reflective 

practice, I have found that using different media to communicate different 

information would set up different moods within the story. I also discovered that the 

text and illustrations of a book have a complementary relationship with each other: 

the texts tell readers what the illustrations do not show, and the illustrations show the 

readers what the texts do not tell (Nodelman, 1990). Illustrations and texts each first 

allow a number of different narrative possibilities. When they are composed together, 

they make each other more specific. Therefore, according to this kind of relationship, 

in my own practice, it seemed better to avoid descriptive visual information and 

likewise, overly descriptive texts, maintain the symbiotic relationship between 

illustration and text and to retain this balance.  
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4.4.1.4 Laying out the pace 

• Adding drama in various ways

The narrative, based on the concept of the story, followed with working scribbles

and developing storyboards that show how I captured my visual thought and

gradually refined the sequence of pages so that a variety of angles, viewpoints

and compositions are used to give pace and drama to the story, and most

importantly to infuse metafictive devices as the main focus in this research.

• Editing the visual and textual information

In my research-based practice, there are four storyboards through refinement, the

fourth version of the storyboard is the final version. Throughout the whole

practice-based research, editing down the visual and textual information is the

most subjective part of my practice, especially when encountering the dilemma of

what I want to keep, trim, adjust or compromise with reference to my own

preference of the visual or textual information in the story. Often, I found that

there were conflicting ideas in my head during the editorial process, resulting in a

form of editing that could have become overly personal, subjective or even

indecisive.

However, the key aspect of the editing process is to ensure that the sequence 

reads smoothly and legibly, making the function of maquettes crucial in terms of 

developing and creating a picturebook. From the progression of the flatplan to lay 

out the pace, the maquettes of each storyboard have been useful as I have been 

able to be more objective through reading the maquettes and flipping over the 

pages. This has allowed me to recalibrate the whole story’s direction, how the 

key elements of the story fit into the number of pages, which ones are the 

quintessential images, how the two facing pages work, the rhythm of the pace, 

where to add metafictive devices, drama, visual pace and the character arc, 

consideration of a sense of colour, density, the visual language and the mood.    

After the first maquette, then moving forward to the second flatplan with the 

reflective thoughts and improved story sequence, and then again making the 
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second maquette, the same procedure operates repeatedly until the fourth 

storyboard is finalised with reflective loops. 

 

 

4.5 Reflection on storyboard development2  

 

4.5.1 Storyboard Version I, with the maquette 

 

The initial storyboard is more rudimentary, and formed using the basic concept of the 

story, which is Little Witch is looking for Meowmi and she has received assistance 

from her famous fairy tale friends. However, none of this assistance works out, thus 

she understands that only through studying magic harder would there be an 

opportunity to find Meowmi. Eventually, she is capable of using her magic spell to 

make herself become a giant so that she is able to find Meowmi by looking down 

above the city. I focused on developing the characteristics of Little Witch, for 

example, her magical power, the ability to make potions and flying on a broomstick. I 

did not, however, fully consider the fairy tale characters that can be used to develop a 

different perspective. In this version of storyboard, the parody is the only element of 

metafictive devices that is applied, there is no other metafictive device that appears in 

the first version (Figure 4.8).  

 

 

 

 

 

 

 

																																																								
2 Appendix (Component 2/3): Progressive Visual Journey- Reflection on storyboard, p12 
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4.5.1.1 Start point and ending 

 

The problem and resolution has remained consistent throughout each of the 

storyboards. The Little Witch loses Meowmi at the beginning of the story and this 

problem is resolved when she becomes a giant, allowing her to survey the world 

around her.  

 

4.5.1.2 Critical review of the maquette 

 

• Adding metafictive devices, personality and drama  

Maquette #1 enables me to read through the sequence, allowing me to realise that 

the initial storyboard has to be rearranged in terms of the order and to increase the 

personality for Little Witch and to add drama with visual pace. Finally, the need 

for more metafiction strategies (metafictive devices) and where to add them is 

addressed. 

 

• Writing tone of voice of the texts 

With Version I, in the text on every page, I have found that the written text does 

not collude well with the story concept or the storyline. Also, along with the 

storyline, most texts do not have a complementary relationship with the rough 

thumbnails sketches, most importantly, the texts are flat and uninteresting. These 

reflective insights from myself as a reader for my practice with more perspectives 

to consider and improve the written texts.  

 

4.5.2 Storyboard Version II, with maquette 

 

Compared to Version I, the major differences are the more extensive use of parodies 

founded on well-known fairy tale characters and the disclosure of the artifice of the 

author’s presence. The mission to find Meowmi, which is the main story line in this 

version was emphasised and thus reinforced (Figure 4.9). 
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4.5.2.1 Difference to Version I  

 

The compositions of each page are completely different to Version I, and the initial 

elements appearing in Version I are all rearranged. The images of Version II are 

intended to be simple, the lines of the characters or the interiors are depicted with 

more abstract lines to convey the visual information.  
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Image 4: Enhanced character personality of Little Witch’s fear of loneliness.  

Figure 4.10: Storyboard II image 4 
Image 6, 8 and 10: Focus of parody has shifted from the traditional features of a witch 

to fairy tale characters and extends the essence of each fairy tale character’s 

characteristics.  

 Figure 4.11: Storyboard II image 6,8 and 10 
 

Image 13: The use of the cutting hole as a portal in the page to create a physical exit 

for Little Witch’s escaping from the conventional world to reality. 

 Figure 4.12: Storyboard II image 13 
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Images 14, 15, 16 and 17: First use of the author as Deus Ex Machina device. 

Figure 4.13: Storyboard II image 14,15, 16 and 17

4.5.2.2 Critical review of the maquette 

Through flipping over the maquette #2, my personal reflection based on some key 

points and critical reviews:  

• The coherence of the sequence

While flipping over the pages, the coherence of the initial pages is not applied in

the story, and also the ending is handled with a degree of roughness; Each pages’

images and text seems to represent a different story except from Image 6 until

Image 17. At this point, my challenge is to integrate the independent images and

to generate them into a whole story set.

• The balance of the text and illustration relationship

The feedback from my friends after seeing maquette #2, was that they found it

interesting how Little Witch accepted each fairy tale characters’ assistance, and

the result of assistance all become unhelpful ironies. However, they agreed that

the text was too simplified and did not give enough support to understand what

type of assistance Big Bad Wolf, Seven Dwarfs, and the Three Pigs offered. This

was in spite of the images that can be read and could direct the reader where the

story is going. However, I realised that the correlation between the texts and

Images 6 to 11 did not operate well.
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• The page size is incompatible to the content 

Maquette #2 is made to the actual size of the physical book that I intended to 

order for myself allowing me to have a more objective point of view of the 

images for each page. Through the experiment of making the actual size of a 

physical maquette, I discovered that the images drawn are in fact extremely 

limited by the actual size. Also, the images somehow have to be compromised, 

resulting in a few awkward compositions of some of the images.  I was also 

struggling with the proportion of each character and to manage the spare space in 

each page while I was composing.    

 

• Enhanced metafictive devices, character arc and drama 

In Maquette #2, I have added, 1. New dramas – showing the results after Big Bad 

Wolf blowing off the lost cat flyers, seven dwarfs with the magic mirror, and the 

exploding cats out of the pot because of the improper method of making the 

potion; 2. Reinforce the character arc – Constantly asking “Have you seen my 

Meowmi?” to display Little Witch’s anxiety (Image 1-5), also her facial 

expression has also been emphasised (Image 11), and confronts the author to ask 

for resolution for helping to find her cat (Image 15); 3. Introducing the Deus Ex 

Machina as a metafictive device to disclose a description of the creative process 

of showing the presence of the author and using photography to contrast the real 

world with the story tale world (Image 15-17). 

 

• The writing tone of voice of the texts 

In Version II, as in Version I, the narrative is relayed through Little Witch who 

operates as a first-person narrator. The differences with regards to Version I, 

relates to the simplified nature of the text and through the repetition of the 

continuous question “Have you seen my Meowmi?” to ask the fairy tale 

characters in the story from Image 1-5. This use of asking a question to both the 

readers and the other characters in the story is a conscious reference to Have You 

Seen My Duckling? (Tafuri, 1991). In addition, I address the fairy tale characters’ 

names such as Big Bad Wolf, Seven Dwarfs and the Three Pigs rather than using 

“Friends” in Version I. Regarding the written text mood, I intended to integrate it 

with the overall visual representations, hence it has been simplified to the purpose 
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of telling the reader what the illustration does not show. Using this experiment of 

justifying the mood of writing, the input from my friends after reading the texts in 

Maquette # 2, was that overall, they sensed the tone of writing was actually quite 

different. However, their feedback was that it went to the extreme in its simplicity 

and the experience of drama and emotions in this version. They were especially 

confused about the constant question of ‘Have you seen my Meowmi ?’, that did 

not quite fit the images that I tried to deliver in the narrative.   

4.5.3 Storyboard Version III with maquette 

After a few experimental storyboards with different approaches, it was clear that I 

encountered the various challenges of balancing the relationship between written text 

and illustration. Furthermore, I continue to find myself still evolving my drawings at 

this stage in order to deliver visual information in line with my own expectations. 

Thus, in Version III, I have two main tasks to improve and resolve the issues that still 

exist in the narrative (Figure 4.14).  

4.5.3.1 Difference to Version II: 

The evident differences are the visual manifestation and the sequence that has been 

rearranged to accommodate the alteration of the visual information in Version II. The 

intention was to experiment with the use of a third person narrator as the main 

narrator instead of Little Witch. Moreover, from the previous version, the images of 

the results of the fairy tale characters’ assistances are also removed from this version 

in order to simplify the plot and to focus on developing the visual characteristics of 

the fairy tale’s characters, such as The Three Pigs who are built in the same building 

with three different materials in Image 4 (straw, wood and bricks). 

 Figure 4.14: Storyboard III image 4
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Image 3: Use of a book as a visual portal to enter the fairy tale world is an additional 

metafictive device as the cutting hole in Image 12.   

Figure 4.16: Storyboard III image 3 and 12

Image 4, 5 and 6: Little Witch is encountering the fairy tale characters as part of an 

unfolding narrative rather than just appearing on the pages in Version II. What is 

more, the images of 4-6 are focused on the fairy tale characters’ characteristics to 

visually reinforce the drama in each encounter. Image 4, the adjustment of the original 

images of The Three Pigs is combined with the materials from each pig’s house and 

The Three Pigs are constructed into one house. Image 5, the “Huffing and Puffing” 

act is the most identical signature of Big Bad Wolf in this image. Image 6, from the 

animated film Snow White and the Seven Dwarfs, Disney has created the general 

impressions and individual adjective names of the Seven Dwarfs that are normally 

associated with happiness and joyfulness. To elaborate on this concept, the image is 

also illustrated so that Little Witch encounters the Seven Dwarfs in a playground.  

Figure 4.17: Storyboard III image 4, 5 and 6

4.5.3.2 Critical review of the maquette 

The collections of feedback from my friends and supervisor of maquettte #3 and also 

self-reflection through repeated reading, led me to conclude that there was no longer 

more space for improving the fluency of the sequence but that I needed to increase the 

amount of drama in the plot and the characters. 
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• The coherence of the sequence 

In Version III, the pace of the sequence is quickened and more direct than the 

previous version. The challenge from Version II was to integrate and generate the 

images into a coherent story, whereas this version utilises the portal as a 

metafictive device in certain pages to continue the storyline. However, after 

discussion with my supervisor regarding the legibility of the sequence, Image 7 

and 11 may not be necessarily presented in the story in order to increase the 

smoothness and legibility of the narrative. 

 

• The written text and illustration relationship 

As part of reflective practice-based methodology in creative practice-based 

research, the intuition that comes from a practitioner also plays important role. 

(Schön, 1991) Not only the feedback and discussion from a third party, but also 

self-reflection with intuition can determine the direction of research in which the 

practitioner is going. In this version, regardless whether it is the third parties or 

myself that are being critical while reading the narrative; my instant intuition is 

that it has become more awkward and unbalanced because the relationship 

became dominated by the written text that was overly descriptive and explicable 

rather than relying on the illustrations. This disequilibrium needs to be adjusted 

between the text and the illustration and also it was important to notice that 

myself, having been struggling in this part of my creative practice. The main 

issue that keeps appearing is that I have been trained in design, and much of my 

experience as a practitioner, has been in this area which has tended to focus on 

individual images with simple texts or publishing books in Taiwan relying on the 

author’s own stories. Balancing the whole book with sequential illustrations and 

texts in one story is one of the important tasks for me to experiment and practice 

more as an author/illustrator as an illustration practitioner.  

 

• The page size is compatible to the content 

Maquette #3 properly fits the scale of images I have drawn and it has more space 

for me to expand visual information. What is more, it allows more space enabling 

me to consider where to display the textual information that needs to be 

integrated with the visual narrative.   
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• Elevate metafictive devices and drama

The collection of responses from the third parties, the idea of using the portal as a

book that Little Witch enters to the fairy tale world gained more attention and

makes the story more dramatic. However, the removal of the result of each fairy

tale character’s assistance for helping Little Witch also reduced the intensity of

parody from others point of view, and made me aware of considering adding

more narrative and reducing unnecessary scenes to make the narratives more

appealing.

• The writing tone of voice of the texts

In Version III, as I considered myself struggling to balance the relationship

between text and illustration in the previous two versions in the practice, I

attempted experimenting by trying different perspectives using the third person as

the main narrator in most of the images, instead of Little Witch herself. By

applying the third person narrator in this version, it is often confusing to shift

between different narrators throughout the story. The third person narrator, Little

Witch and the author have been switched when the image requires the written

text. This experiment does not meet my expectation and the immaturity is shown

in Image 7, and 12 to 19.

4.5.4 Storyboard final version with maquettes 

In this final version of the storyboard, the creative practice unexpectedly has been 

making significant progress. The initial storyboard version includes 16 images and the 

extension of the final storyboard develops 25 images that are composed into a 

sequence. The contents of extensions are included (Figure 4.18):  

1. The distinction between conventional and fairy tale world

2. The fairy tale characters’ visual transformations

3. Retain the results of the fairy tale friends’ assistance

4. The parody of the concept of social media platforms including Twitter, Google and

Instant messaging
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5. The twist at the end 

The evolution of my drawings has become identical and personalised in the final 

version. Additionally, I have found the progression of my personal visual language is 

more suitable alongside the tone of the visual manifestation. 

 

4.5.4.1 Difference to Version III: 

 

As the motif is about loss and the trope of the lie that Little Witch believes, the 

consistency of the issue and the resolution of the issue are still retained in the final 

version. Little Witch tries to search for missing Meowmi at the beginning of the story 

but the resolution of the problem is changed – when Little Witch becomes a giant, 

allowing her to look for Meowmi in the book where she is able to process the 

narrative despite surveying the conventional world around her.  

 

On the other hand, Version III sets out the fundamental mood for my personal visual 

language development in the final version. In terms of creative practice-based 

progress, the creation of a range of stylistic idioms in the Strorybook Tales 2.0 world 

is a breakthrough. 

 

Images 2, 18, 20 and 21: The utilisation of parody in these images by referring to 

social media. The online user interface of Twitter in Image 2 is the subject to be 

mimicked through the concept of the tweets by applying birds and the fairy tale 

theme. In Image 18, the concept of question and response with the magic mirror is the 

reflection of modern technology as a search engine invoking Google. Furthermore, 

the surface of the mirror is homologous to a smartphone’s screen, thus I combined 

both of these characteristics to mock the digital age. Once again, a similar idea used in 

Image 20 and 21, Little Witch and the author’s speech bubble is a mockery that 

reflects the modern phenomenon of the apparent addiction people have to their 

smartphones and that many communications are limited to online messages.   

   
                                                                                         Figure 4.19: Final storyboard image 2, 18, 20 and 21 
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Images 6-12: Shifting stylistic visual idioms as Little Witch meets the different 

characters in different stylistic idioms and the narrative unfolds. As previously 

mentioned, from Images 6-12 are the key point that shows the metafictive devices as a 

pastiche of illustrative styles (Anstey, 2002). 

 
Figure 4.20: Final storyboard image 6-12 

 

Image 13: Hiding Meowmi in the image intentionally elaborates the ending twist as 

this image is used in the ending to create a disruption of traditional time and space 

relationship (Goldstone, 1998), and which depicts the surreal ending.  

  Figure 4.21: Final storyboard image 13 
 

Images 14-18: The characters have their impact on the narrative and the resolution of 

its problem is restored. The futile help from the Three Pigs, Big Bad Wolf and the 

Seven Dwarfs is intended to be ironic and entertaining. Image 14 and 15 have shown 

the sequences of The Three Pigs assisting Little Witch which is to follow the recipe of 

making the potion to find Mewomi, but The Three Pigs suggest putting the materials 

of their houses – straw, wood and bricks, into the potion. The resulting disaster is that 

a number of unknown cats explode out of the cauldron. Images 16 and 17, the barren 

effort of Big Bad Wolf’s huff and puff blow the missing cat flyers off to the next 
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page, and not only is Meowmi still missing, but also Little Witch is covered with 

excessive flyers. Image 18, only a single image demonstrates that Little Witch is upset 

and emotional after getting no result when asking the magic mirror ‘Where is 

Meowmi?’ 

Figure 4.22: Final storyboard image 14-18

Images 23-25: In Image 23, while the author (myself) is forming Little Witch by 

drawing her larger, also the book (itself) and a magnifier appears in the same image, 

with the next image (24) Little Witch is searching for Meowmi by using the magnifier 

throughout the book. The surreal twist of the ending in Image 25 shows Little Witch 

finds Meowmi in Image 13 that is depicted for this ending.  
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 Figure 4.23: Final storyboard image 23-25 
 

4.5.4.2 Critical review of the maquette 

 

The maquette #4 is made in three versions in order to improve the fluency of 

sequences, and the visual and textual information, as this version of the storyboard is 

closer to my expectations and also potentially contributes to the exceptional 

perspective in the research.  

 

• The pace of the sequence 

After a number of storyboards have been produced in the creative practice-based 

process, the final version received more positive feedback than previous ones; 

nonetheless it still needs to be modified in order to achieve the best result for the 

practice. In this version, the fluency of the pace in the sequence is the essential 

subject to be modified. Previously in Version III, the emergence of the issues of 

smoothness and legibility have been refined in the final version. Regarding the 

coherence in the final version, the composition and layout of each page have to 

be arranged in a more related way as each spread must be connected with its 

relationship to the preceding and following pages in the whole book.  

 

• The balance of the written text and illustration relationship 

Relating to the metaphor of the relationship between illustration and the text in a 

picturebook, Cooney (1995) has a suitable interpretation – that a picturebook is 

like a string of beads with visual information (illustration) being the pearls, and 

the textual information (text) is the string that holds them altogether. The 

interdependence of illustration and text also reflects the observation I have made 

which is the complementary relationship between text and illustration. 

Accordingly, the valuable response and feedback from peers have again provided 

me with an alternative perspective and possibility for alteration in my practice. 

Consequently, to ensure that I reach the balance of relationship between text and 
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illustration, repeatedly refining the textual and visual information is necessary for 

the inquiry. The main narrator’s voice remains to be Little Witch, but on some 

occasions, there are other characters’ where dialogue emerges, and the overall 

texts are altered to be more personalised and supportive for the illustrations.  

 

• Reinforcement of metafictive devices and drama 

In the final version, except for the initial metafictive device, Deus Ex Machina is 

still applied, the application of the pastiche of illustrative styles by shifting a 

range of stylistic visuals, and in the end of story the use of Mise-en-abyme (a 

book within a book structure). These enhancements of metafictive devices 

display the characteristics of postmodern picturebooks and elevate the whole 

narrative to a different level of playfulness.                                                                               

 

 

4.6 Experimentation with media and process 

 

4.6.1 Etching 

  

Etching is a time-consuming technique and often not possible to use, due to pressing 

deadlines and time constraints that are often encountered in a commercial 

environment. In a research project, however, one has the time to experiment with such 

techniques. Using printmaking processes, it is essential to develop a personal 

signature and visual language within the print. The fact that I myself, am so culturally 

remote from the tradition of etching, allowed me to elaborate and build my own style 

as I did not feel constrained by publically expected outcomes. I felt my advantage was 

that I did not have any expectation of the process and was very clear of narrative. This 

gave me strength to not be overwhelmed when producing a conventional etching, 

allowing me to arrive at my own version of this etching which was unique3 (Figure 

4.24).  

																																																								
3 Appendix (Component 2/3): Progressive Visual Journey- Media experimentations, p19  
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Figure 4.24: Etching and aquatint

4.6.2 Linocut 

Linocut requires a good deal of prior planning if colours are to be synchronised and 

well organised within the overall tonal structure of the image. I did not plan the first 

practice work and was not satisfied with the result. The colours and the cutting lines 

did not produce a clear enough vision for the viewer to read that the image is actually 

of a number of cats bursting out of a pot. This is because the cutting lines are vague 

and one can barely perceive where the main object is (Figure 4.25).  

       Figure 4.25: Linocut
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4.6.3 Screen printing  

 

Most of the effects created by the screen-printing process can be simulated on the 

computer. I learnt that screen-printing could be planned on the computer beforehand, 

including the composition and the colours. If the registration is carefully done, the 

result can be easily controlled.  I chose the first page of the story as a practice piece. I 

separated two layers. The first layer was the purple while the second was black, which 

outlined the image (Figure 4.26). 

       
Figure 4.26: Screen printing 

 

4.6.4 Collography 

 

The making of collography was applied to a paperboard, and any additional materials 

were included, such as, glue, gel, paper tap, fabric and any interesting textures to 

create different artistic effects. I chose the image of the cat standing on the roof and 

looking up to the sky. I enhanced the effect by using glue and gel to make the house 

and its roof look old and use the peel technique to make the window the darkest 

object in the image (Figure 4.27). 
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                                    Figure 4.27: Collography 

 

 

 

4.6.5 Digital drawing 

 

The unique visual language of Manga emerged through my habitual use of my 

sketchbook as an idea based, computer-generated illustration. There are two main 

factors behind my reasoning to select this medium, the first being my familiarity with 

it and the second being the suitability of the visual language in terms of conveying the 

comic book aesthetic (Figure 4.28).   

   
Figure 4.28: Digital drawing 
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Chapter 5: Final dummy book 

5.1 The elements of the plot development  

5.2 A series of Metafictive devices in the context of traditional storytelling 

5.3 Visual Progression of Where is Meowmi? 

5.4 Conclusion: The challenge of creating visual consistency when 

integrating a range of stylistic idioms 
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Final dummy book 

 

5.1 The elements of the plot development  

 

5.1.1 Priority change  

 

Little Witch’s priorities suddenly have changed because her cat Meowmi has gone 

missing and she has to find him. The plot has been revised several times and in the 

final version, Little Witch realises that the problem is not the fact that she is unable to 

find her missing cat but her flawed methods for achieving her goal. There are three 

periods of realisation:  

1. Entering the crystal ball after she saw the image of Meowmi there, and 

following Meowmi’s footprints to enter StoryBook Tales 2.0. 

2. Asking the fairy tale characters where her cat is. 

3.  Making an immature magic potion, the help she receives from Big Bad Wolf and 

Magic Mirror is limited.  

 

5.1.2 The necessary change, making Little Witch explore her misconception 

 

In order for Little Witch to evolve in a positive way, she has to begin with something 

lacking in her life, a reason to make the change in her life a necessity. She is 

incomplete in some way, but not only because she is lacking something external 

(Meowmi) but also is incomplete on the inside. She is harbouring some deeply held 

misconception about either herself, the conventional world, or perhaps both. This 

misconception is going to prove a direct obstacle to her ability to fulfil this plot goal. 

In some instances, her magic skills may start out seeming to be reasonable, but as the 

story progresses, it becomes her Achilles heel. 

 

5.1.3 Examining the plot if the ‘Lie’ might already be evident in the conflict 

 

To change the arc of the character is all about the Lie the character believes. 

(Weiland, 2016) As this theory is based on the perspective of making successful 
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stories, there are numerous examples of examining the Lie in the plots of novels, 

films and picturebooks.  

 

5.1.3.1 Novels and films 

 

Jane Eyre: The lie that is central to the development of the overall development of the 

plot and the arc of the character is that she believes she is not worthy of being loved. 

Also, by her additional belief that she can only find love if she is willing to enslave 

herself to others, physically and emotionally.  

 

Toy Story: The shared belief of the toys ‘worth’ only comes from being the favourite 

toy of Andy’s  (Weiland, 2016, p.27).   

 

5.1.3.2 Children’s books 

 

Snow White: The evil queen believes in the magic mirror and also the only way to be 

the most beautiful woman in the world is to murder Snow White.  

 

Alice’s Adventures in Wonderland: Alice believes that it is only by finding the rabbit 

with a watch that will enable her to return to home. 

  

5.1.3.3 Postmodern picturebooks 

 

In terms of postmodern picturebooks, the Lie cannot be interpreted as the Lie that we 

mean in the real world. In postmodern picturebooks, the Lie can be performed 

visually or verbally enabling readers to know explicitly what is happening. Also, in a 

postmodern picturebook ‘reality’ or any singular notion of truth often cannot be 

conveyed due to the presence of metafictive devices which can be used to play with 

concepts such as truth and lie making the outcome more playful and ironic.  

 

One of the characteristics is the paradoxical nature of postmodern picturebooks, and 

based on the analyses of the metafictive devices of each postmodern picturebook,  

most of the main characters are either playing or dealt the Lie alone within the 

narrative with intertextuality, parodic appropriation of other texts, genres, and 



	 93	

discourses, and a pastiche of illustrative styles. These devices are intentionally used to 

expose the Lie in front of the readers while simultaneously making them aware of the 

Lie.  

 

• The Stinky Cheese Man and Other Fairly Stupid Tales (Scieszka and Smith, 1992) 

In the beginning of the story, the third narrator – Jack, of Jack and the Beanstalk, 

has already told the readers that this story is unreal and most of the fairy tales are 

stupid.   

  

• The Three Pigs (Wiesner, 2001) 

The Lie appears visually in this story when Big Bad Wolf blows the three pigs out 

of the story’s narrative into an unknown and adventurous world. 

 

• Willy the Dreamer (Browne, 1997) 

Immediately the Lie can be spotted in the story, as Willy, the protagonist, 

traveling in his own dream and is interpreted within different artistic genres or pop 

stars or fairy tale characters. Furthermore, in the end of the story, Willy opens 

only one eye and smiles. This expression implicates Willy knows he is playing 

with different roles in his dream and none of them are real. Browne applies 

various pastiches of illustrative styles.   

 

• THIS IS NOT MY HAT, and I WANT MY HAT BACK (Klassen, 2011 and 

2012) 

In the Hats series, the mischievous characters that Klassen created, are all aware 

that they are telling the Lies in both stories, but the Lie they all believe is that they 

will not get caught or punished by stealing the hats from the original owners. 

 

• My own practice: ‘Where is Meowmi?’ 

When the story opens, Little Witch’s action is whispering to a little bird in order 

to spread the news to the world she lives in. Her negative symptoms or reactions 

are anxious and less calm then when she saw the image of Meowmi in the crystal 

ball. Moreover, because of her fear of losing her intimate companion – Meowmi, 

the Lie of Little Witch’s fundamental belief is that only finding Meowmi through 



94	

entering a Crystal ball would find him after reading ‘How to Enter Crystal Balls 

for Dummies’. At this point, the plot has been an evident in the conflict. The 

reaction of the lie that Little Witch may be aware, even if she is not yet able to 

recognise the Lie itself. More than that, she may want nothing more than to shed 

the negative symptom, however she is unable to, because she has the 

misconception about being a witch and overestimates her inner ability. As the 

result of this misconception, Little Witch demonstrates to the reader that she is 

lacking self-awareness. This lack of self-awareness gives the basis for the plot to 

explore Little Witch’s inner and outer world.  

5.1.4 The inner world inside of Little Witch 

5.1.4.1 What Little Witch wants and what Little Witch needs 

More preclusion and contradiction between what Little Witch wants and what she 

needs, more drama and undulation appear in the plot. It is also the gasoline in the 

engine of the outer conflict. 

In order to build a robust foundation for the plot, to discover the protagonist’s inner 

conflict between what Little Witch wants and what she needs, the first intersection of 

plot is found in Little Witch’s goal. It would be insufficient to create a story goal that 

is rather normally a surface goal. To intertwine with the goal for Little Witch is set up 

to be an extension or reflection of something that matters to her on a deeper level. In 

Little Witch’s biography, it has been mentioned that one of the characteristics of her 

personality is her naïvety. To that extent, the negative aspect of being naïve, is that 

she is inexperienced with regards to her own ability and lacks self-awareness. 

Furthermore, her deep attachment to her cat is also a reflection of her inability to be 

independent. On a deeper level, she needs to find Meowmi to resolve this issue, which 

is insecurity and she may not be fully able to comprehend.  

• What Little Witch wants

For most stories, the thing that the protagonist always wants is almost always

something external or physical. In the plot of ‘Where is Meowmi?’, the
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disappearance of Meowmi is the physical evidence that little witch tries to solve 

her inner emptiness with the exterior solution of finding the cat.  

 

• What Little Witch needs  

It is usually always opposite to what the protagonist wants, typically it is not 

something physical although the needs in this plot take both a physical and visual 

manifestation which is the reorganisation of her real ability, until she started to 

find a way to seek useful assistance from the author (which is myself). This 

realisation is laid out to transform her perspective of herself and the world around 

her, leaving her more capable of dealing with her remaining external problems. In 

the beginning, Little Witch spends most of the story pursuing an outer, plot-

related goal to the thing she wants which is to find her cat. Additionally, what the 

story really focuses on, at a deeper level, is her growth into a place where she, first 

unconsciously, then consciously, recognises and pursues her inner goal – the thing 

she needs. Furthermore, what Little Witch really needs is not only the realisation, 

but also, she needs the personalised antidote to the Lie. This is the most important 

thing in this story. For Little Witch, it is essential to realise the truth so that she is 

able to grow in a positive way.  

 

5.1.5 The outer conventional world  

 

5.1.5.1 The outer world where Little Witch lives 

 

To begin with the priority change in Little Witch’s daily life, and then the necessity of 

change is by discovering her misconception. By extending the level of misconception, 

I am able to examine the Lie as it might exist in the conflict of the plot. Moreover, in 

order to go deeper in enhancing the character’s personality and to explore what Little 

Witch wants and what Little Witch needs, a distinction is needed between the 

difference of the groundwork for the plot to begin to act.  

 

Through the flow of the plot development, the narrative has been developed into 

different aspects. As previously mentioned, the priority change, the Lie that Little 

Witch believes, the thing she wants, and the thing she needs are explored to shape and 

define the main character and to enable the integration of those discoveries, in 
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essence, required the context that the outer conventional world provides. The 

importance of the setting of the outer conventional world is needed because it 

provides Little Witch’s ‘before’ circumstances.   

 

From Deemer’s point of view (2003), stories do not appear in ordinary worlds, they 

happen when the protagonist is propelled by various choices and events and they enter 

into a world that is far more exciting, extraordinary and challenging than ordinary 

daily experience. 

 

5.1.5.2 The setting of outer conventional world has some elements to construct: 

 

• The visible contrast between outer worlds and adventurous worlds exhibit in the 

First Act and the Second Act. As the portals are used as one of the metafictional 

strategies by travelling to different worlds that display a dramatically new and 

different setting. The adventurous worlds provide Little Witch with as much 

incentive as possible to constitute her realisation of what she needs. 

 

• The outer conventional world presents the valuable opportunity to visually 

dramatise the Lie Little Witch believes. The opening segment is elaborated to set 

up the following adventures in the plot.  

 

5.1.6 The First Plot Point4   

 

For Vogler (2007), there are three acts that are built in a story which can be regarded 

as representing: 

1. The main character’s decision to act  

2. The action itself 

3. The consequences of the action 

However, based on the views of Vogler, to construct a plot for a children’s 

picturebook, more than three acts are required as it is a complex artefact made with 

textual and visual information. In terms of my own plot I used the key elements of 

plot structure highlighted by Weilend which include, in this order (Figure 5.1):  

																																																								
4 Appendix (Component 2/3): Progressive Visual Journey- Plot structure, p26 
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1. The First Plot Point: The groundwork for First Act 

2. First Act: The story starts to act for real 

3. The First Half of Second Act: The extension act of the First Act 

4. Midpoint: The turning point of the whole plot 

5. The Second Half of Second Act: The realisation of the truth that the main character 

needs   

6. The climax: The unexpected and unorthodox resolution   

7. The Ending: The non-resolution/open-ending   

 

 
Figure 5.1: Plot structure 

 

The preparations for the necessary setup for the plot point included the decisions 

made upon the priority change, to explore Little Witch’s misconception. This is done 

by the extension of the misconception examining the Lie that Little Witch believes, 

the thing she wants, the thing she needs, and her outer conventional world. 

 

Most of these preparations can be utilised just about anywhere within the storyboard. 

I have used my comprehension of my story and by applying the reflective practice as 

the main methodology into the creative process, its necessary pacing is to be 
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exercised by the appropriate timing in each storyboard that I have experimented with. 

Consequently, as a reader, the final version of the storyboard represents my 

expectation in the research.   

 

To start the First Act, the First Plot Point has five moments to enhance the character’s 

personality: 

• Reinforcement of the Lie  

The reinforcement of the Lie that Little Witch believes appears in the First Act 

throughout the journey of finding Meowmi, the revelation of the thing she 

wants and the thing she needs highlights and illustrates the Lie. 

 

• Indication of the character’s potential to counteract the misconception  

The intrinsic potential of Little Witch is her naïvety. The misconception which 

is that she believes that as long as she studies how to enter the crystal ball 

without realising the direction of the study is misled by reading the wrong 

book. However, the intrinsic potential of Little Witch is her persistent 

determination of finding her cat. 

 

• Opportunity for the character discovering to grow and change 

By traveling through the Storybook Tales 2.0 world, Little Witch needs to be 

given the opportunity to realise that there is potential for her to alter the 

method for looking for Meowmi. The First Plot Point foreshadows the 

alteration by giving Little Witch the implication about the nature of her 

misconception that more specifically means her understanding of the truth she 

needs in order to overcome the issue of the disappearance of Meowmi.   

 

• Evolution of the character’s belief in the Lie  

Towards the end of the development of the First Plot Point, the entrenchment 

of the Lie where Little Witch is still deeply convinced that she still is at the 

beginning of the story. Although during the mission of seeking Meowmi, she 

is initiating the action against the Lie’s foundation on an unconscious level, 

the end of the First Plot Point results in her belief in the evolution of how she 

deals with the Lie. 
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• The decision that the character makes

When Little Witch travels through Storybook Tales 2.0, she realises that

Meowmi is absent in the fairy tale world. Therefore, she has to make a

decision in order to make further progress in seeking Meowmi, she decides to

re-access the conventional world from where she originally comes from.

5.1.7 The First Act 

The First Act is when the story starts to act after the setup of the First Plot Point. At 

this stage, Little Witch is given an incentive for her action that is looking for 

Meowmi, and also the action itself which involves the main character’s journey in the 

Storybook Tales 2.0, instead of staying in the stagnation of the conventional world 

where she used to live. In the plot development, the First Act occupies the main 

portion of the story. The First Plot Point’s manifestation that has these considerations 

include; the enforcement of the Lie; the potential growth and change; indication of 

overcoming the misconception; the progression of the belief of the Lie and the 

decision that the main character makes. Those manifestations are applied in three 

important movements in which the protagonist has acted upon them. There are three 

parts of the First Act: 

5.1.7.1 The beginning of the First Act 

The First Act is when Meowmi disappears, upending Little Witch’s normal routine 

life. Her equilibrium is broken and she has to find out where Meowmi is, hence she 

physically travels through the crystal ball and follows her cat’s footprints that leads to 

the huge book named Storybook Tales 2.0 which is the first part of the First Act. The 

following elaborations of each page present in sequential narrative: 

• p5-p6: This spread is the opening of the story; thus, it directly shows the key

issues of the story surrounding Meowmi’s disappearance. Little Witch

whispers to a little yellow bird that she cannot find her cat anywhere, and the

little bird is flying through visual manifestations of her memories of the

interactions of specific times between herself and Meowmi. At the end of the



	 100	

right side of the spread, the main question Little Witch utters to the bird: ‘Oh, 

where is that cat?’ (Figure 5.2). 

           
                                                                                                                                       Figure 5.2: p5-p6 

 

• p7-p8: This horizontal landscape of the joyful forest is the demonstration of 

the conventional world where Little Witch lives and also this is the parody 

manifestation of Twitter. What is more, each different bird has the 

conversation that evidences the link between the conventional world and the 

world of Storybook Tales 2.0 (Figure 5.3).                    

           
                                                                                                                                                 Figure 5.3: p7-p8 
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• p9-p10: In this double page spread, Little Witch sees the image of Meowmi 

chasing a bird in her crystal ball. This is the point she starts to feel anxious and 

less calm, thus she forgets Meowmi cannot hear what she says to him: “stay 

right there, I’m coming right away” (Figure 5.4). 

  

            
                                                                                              Figure 5.4: p9-p10 

 

• p11-p12: This spread has many manifestations from the First Plot Point. The 

misconception of Little Witch’s own ability, the lack of self-awareness leads 

her to reading the wrong book named, ‘How to Enter Crystal Ball for 

Dummies’, which is the intertexual link applied. This page shows the irony 

subtly, as Little Witch enters the crystal ball’s world but she still remains in 

the conventional world she used to live in. This is because she does not have 

to read a book just in order to find Meowmi because she ‘discerns’ Meowmi 

in her crystal ball, and the Lie is reinforced by this subtle irony I deliberately 

created by manifesting this visual information (Figure 5.5). 
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                                                                                                                          Figure 5.5: p11-p12 

 

• p13-p14: Little Witch follows Meowmi’s footprints in the dark forest and she 

is certain that as long as she follows her cat’s trace to access the huge book of 

Storybook Tales 2.0 it would enable her to find the cat (Figure 5.6). 

  

           
                                                                                                                                            Figure 5.6: p13-p14 
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5.1.7.2 The duration of the First Act 

 

During the First Act, the most essential process is Little Witch’s reaction toward the 

events when she travels throughout the Storybook Tales 2.0 world. The expatiation of 

setting up the series of reactions is to make the main character occupied for the 

following sequences of the book, up until the Midpoint. During Little Witch 

encounters The Three Pigs, The Big Bad Wolf, The Seven Dwarfs and The Ugly 

Ducklings, the question ‘Have you seen Meowmi?’ is repeatedly asked in each 

chapter. Moreover, after every visit for each fairy tale character, Little Witch invites 

them to accompany her and accomplish the mission to locate Meowmi. The reaction 

of Little Witch in the First Act has been made to decide to invite the other fairy tale 

characters to join her adventure of finding her cat. The following descriptions of each 

page display in order: 

 

• p15-p16: This spread shows Little Witch encounter the chapter of The Three 

Pigs and she has not realised that she has been transferred into 3D form, but 

her observation of The Three Pigs presents her point of view that their 

appearances are out of her expectation (Figure 5.7). 

 

            
                                                                                                                                       Figure 5.7: p15-p16 
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• p17-p18: While Little Witch is tracing Meowmi, she invites The Three Pigs to 

join her next visit in the chapter of Big Bad Wolf. This double page spread 

demonstrates the shift of stylistic visual idioms from 3D to low poly. The 

visual information provides the awareness of Little Witch when she notices 

that she is in transition when she looks down at herself (Figure 5.8). 

 

          
                                                                                                                             Figure 5.8: p17-p18 

 

• p19-p20: As in the chapter of Big Bad Wolf the visual idioms are presented as 

low poly. The correspondence of the dialogues demonstrates Little Witch’s 

caring personality and unremittingly sticks to the initial mission instead of 

being overwhelmed by the transformation. According to Big Bad Wolf’s 

response that has given the clue of the potential location of Meowmi, and also 

when he replies to Little Witch’s concern by blowing her off to the edge of the 

left side of the spread to show he feels better about his chest infection (Figure 

5.9). 
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                                                                                                                             Figure 5.9: p19-p20 

 

• p21-p22: The transition of Big Bad Wolf to Seven Dwarfs is another visual 

shift from low poly to pixel art. In this page, Big Bad Wolf is leading the 

Three Pigs and Little Witch to the following chapter of the Seven Dwarfs. 

Most characters are all shifted to pixel art idiom except for Little Witch who is 

captured in between her transition (Figure 5.10). 

 

          
                                                                                                                            Figure 5.10: p21-p22 
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• p23-p24: Little Witch, the Three Pigs, and Big Bad Wolf altogether visit the

Seven Dwarfs to look for Meowmi, and yet again he is still ahead of Little

Witch. The Seven Dwarfs claim that they have seen him but he crossed over to

the next chapter that is unknown at this stage. In the textual information of this

spread, the correspondence between Little Witch and the Seven Dwarfs, Snow

White is regarded as the common topic, the association demonstrates in the

beginning of the story p7-p8, a little blue bird is tweeting about Snow White

moving out of the Storybook Tales, thus the Seven Dwarfs reply to Little

Witch’s question is that they are still in touch with Snow White through

messaging (Figure 5.11).

    Figure 5.11: p23-p24

• p25-p26:  The unrevealed chapter is the Ugly Duckling at this page, and once

again, Little Witch, The Three Pigs, Big Bad Wolf and Seven Dwarfs have

been turned into flat-shape based idioms while they cross over to the new

chapter. Little Witch asks the repeated question ‘Have you seen Meowmi?’ to

the Ugly Duckling (Figure 5.12).
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                                                                                                                                     Figure 5.12: p25-p26 

 

• p27-p28: The decision Little Witch has made is to invite the fairy tale 

characters to participate in her onward mission of looking for Meowmi, hence 

the broomstick is extended to enable the transport of all the characters and fly 

towards the Exit where Ugly Duckling indicates Little Witch in the direction 

that Meowmi moved. What is behind the Exit door remains unknown. This 

spread is the end of the First Act as Little Witch makes a decision and she still 

keeps tracking Meowmi by asking the Ugly Duckling (Figure 5.13).  
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      Figure 5.13: p27-p28 

5.1.7.3 After the First Act 

According to what Little Witch wants, as the First Act, she constitutes a clear goal 

that is to find the missing cat. After the First Act, the solidity of the plot goal is fully 

established and yet the remaining conflict of Little Witch’s lack of self-awareness is 

driven for the rest of story, and either the conflict is recognised or still exists to evolve 

the wrong goal. 

5.1.8 The Second Act and the Midpoint 

The First Plot Point is the enhancement of the Lie that Little Witch believes and after 

the First Act, Little Witch has made the decision to gather the fairy tale characters to 

join her mission of locating Meowmi. From the extension of the First Act, the Second 

Act focuses on the realisation of the Lie and what Little Witch needs, that allows her 

to grow and to be creative to deal with the conflict. Generally speaking, the 

distinction between the First Act and the Second Act is that Little Witch is in a 

passive phase during the First Act and evolves more actively in the Second Act.  

In terms of the structure of the Second Act, it is divided into two sections that are the 

First Half of the Second Act and the Second Half of the Second Act; in addition, the 
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stagnation in the whole plot is the Midpoint between these two acts which is also the 

main turning point.  

 

5.1.8.1 The First Half of the Second Act 

 

The scene of the beginning of the First Half of the Second Act exhibits that Little 

Witch and her fairy tale friends all travel back to the conventional world. At this 

point, Little Witch again loses the overall control of tracking Meowmi, and she has to 

do something in order to complete her ultimate goal (p29-p30). She hastens to react to 

the experiences from the First Act, while chasing Meowmi with great effort, as this is 

the thing she wants above all. As the apparent antagonistic force constantly occurs in 

the First Half of the Second Act, Little Witch is extremely active in her pursuit of her 

mission during the act, and she gradually realises that whichever methods of 

achieving the ultimate goal are ineffective. From the understanding of the ineffective 

methods to acknowledging them, Little Witch is trapped by her misconception of 

herself, by extension that the Lie itself is tying her up in knots (Figure 5.14).  

 

          
                                                                                                                              Figure 5.14: p29-p30 

 

In order to explain the First Half of the Second Act specifically, in this section 

I have used a different approach by displaying each spread to demonstrate 

how Little Witch combats the antagonistic force and the result of the combat. 
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• p31-p32 and p33-p34: 

After returning to the conventional world, Little Witch attempts to regain her 

perspective and to use her own knowledge of the magic to find Meowmi. 

There are two main elements that impel the main character’s approach to what 

she wants and far from the truth of what she actually needs: 1) The main 

character is encountering difficulties in pursuing the goal, 2) After making 

effort, the consequence is the main character is further from what she needs. 

 

In P31-P32, the image illustrates Little Witch is facing the obstacles in 

pursuing her goal by making the magic potion and its ingredients shown on 

the wall. Nevertheless, the dialog between herself and the Three Pigs indicate 

the fact Little Witch makes powerless magic potion and – what is worse – is 

that the Three Pigs provide their individual materials from their house (straw, 

wood, and bricks), which are thrown into the magic potion. This spread 

presents the cause of Little Witch endeavour to make an effort with the Three 

Pigs’ assistance for the sake of finding Meowmi (Figure 5.15).  

  

                
                                                                                                                                 Figure 5.15: p31-p32 
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The consequence in p33-p34 shows the weak magic potion that results in the 

explosion of the group of different kinds of cats but none of them is Meowmi. 

This demonstrates the contrast that the result does not meet Little Witch’s 

expectation, instead the result has become a dramatic disappointment (Figure 

5.16).  

           
                                                                                                                            Figure 5.16: p33-p34 

 

• p35-p36 and p37-p38: 

The second attempt in P35-36 of locating Meowmi, this time Little Witch 

strives for a different approach to operate the printing machine to produce a 

pile of flyers containing the information of the Missing Cat which are blown 

away to the next page by Big Bad Wolf. It seems an applicable method, as Big 

Bad Wolf’s huffs and puffs are compelling so far at this stage. The outcome of 

receiving the assistance from Big Bad Wolf emerges in P37-P38. Little Witch 

flies with her broomstick in the sky, however, Big Bad Wolf blows off the 

flyers to the wrong place, to an old house without people noticing the 

information of the flyers. She is covered by the flying flyers and yet again her 

tactic becomes a failure of the mission (Figure 5.17). 
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Figure 5.17: p35-p36 and p37-p38 

 

• p39-p40  

As previous actions for finding Meowmi have resulted in failure, what is 

more, in P39-40, it shows the outcome directly from the Magic Mirror that 

associates with the story of Snow White and the Seven Dwarfs. The Magic 

Mirror is functions as the parody for Google and smartphones, when the 

moment shows zero results after expecting Magic Mirror to provide solid 

answers. At this spread, it is the last straw for Little Witch as she has 

exhausted all other methods that she can achieve. The consistent unsuccessful 

attempts have become a stumbling block in her progress towards the thing that 

she wants, and even further to what she needs. She starts to adjust and 

contemplate the previous events that engender her misjudgement, and 

unpractical methods that potentially compel her to review the whole situation 

and amend her methods to make definite progress towards what she needs in 

this section (Figure 5.18).   
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                                                                                                                           Figure 5.18: p39-p40 

 

5.1.8.2 Midpoint  

 

In the plot development, Little Witch has made constant blunders by making 

powerless magic potion, the inefficient assistance from Big Bad Wolf’s huffs and 

puffs and the disappointment of the answer of the request from Magic Mirror, her 

misconception has made mistakes according to her false assumptions. Everything she 

tries and the conclusion she gets is the endless frustration for her every incorrect 

move in the First Half of the Second Act. At this point, it is about time that the main 

character starts to reflect and contemplate the consequences after the causes she 

makes after the First Half of the Second Act. 

 

Those consequences as revelations guide Little Witch to a crucial turning point which 

forms the Midpoint of this story. After Little Witch struggles to fight the antagonistic 

force, she is overwhelmingly emotional to accept that her attempts of seeking 

Meowmi have all failed and that she has been altered unconsciously. Nonetheless, she 

does not give up her goal, but also, she turns her reactive phase into active status, she 

has figured out her misconception about her level of magical power and she is 

prepared to change the situation. As the Midpoint is considered to be a centrepiece of 

a story (Weiland, 2016, p95), in the plot structure, the Midpoint punctuates the whole 

story as a turning point that stresses the shift from the main character, who is 
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supposed to be impressive, and the centre of the attention. Little Witch’s active mode 

has transformed her to take initiative and evolved to the point where she takes control 

of the narrative to archive her initial goal. 

 

• The Midpoint in p41-p42 

The arrangement of the Midpoint of p41-p42 is a continuation of the simplistic 

design that has been utilised throughout this story. At the Midpoint, Little 

Witch climbs up the ladder to access the hole which is cut near the fold of the 

spread. At this turning point, it remains unclear where she intends to go. 

However, in the textual information, the implication is that she accepts that 

her attempts in the First Half of the Second Act have been unsuccessful, and 

she begins to take a new path to conquer the previous failed attempts of 

achieving her goal. After that, she gains a better understanding of her 

continuing failures and she enters the hole to look for more help. This is the 

emergence at the Midpoint in which Little Witch finally realises what she 

needs is the truth, and that she needs to have the right assistance in order to 

accomplish her ultimate goal, and by extension, the thing she wants (Figure 

5.19).  

       
                                                                                                                                         Figure 5.19: p41-42 
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5.1.8.3 The Second Half of the Second Act 

 

Consequently, Little Witch’s reactive mode in the First Half of the Second Act 

evolves to the active phase at the Midpoint where she is fully in control of the 

narrative, and this phase continues to the Second Half of the Second Act. The rhythm 

of the pacing of the Second Half of the Second Act is arranged steadily faster in this 

part until the climax in the Third Act where it reaches a crescendo. There are three 

significant characteristics of the Second Half of the Second Act throughout the pages 

p43-p44 (Figure 5.20) and p45-p46 (Figure 5.21). 

 

• Elaborating the main character to act in a creative approach 

From the First Half of the Second Act, Little Witch has gained experience 

while she is facing a reactive phase, and then progressed to the Midpoint 

where the realisation of her previously false assumptions lead her to take the 

situation into control. This active mode allows her to achieve significant 

progress towards the thing she wants. She is empowered by understanding her 

truth and the obstacles she has faced propel her towards a greater degree of 

creativity and intelligence.  

 

At the Midpoint of the text, Little Witch decides to take the initiative and 

seeks more help. To do so, she enters a hole which turns out to be a portal that 

connects to an inkbottle, in a setting that appears to be part of an artistic 

working theme: where an old sketchbook with drawings of light colours, 

drawing tools and a cup of coffee all lay on a desk. What is more, her body is 

in a black inkbottle and she is crying ‘Hello! (knock knock) I’m very cross 

now!’, to someone who she seems to know, which is also the expression of her 

inner emotion in a bubble conversation that mimics the form of an instant 

message.  
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                                                                                                                             Figure 5.20: p43-p44  

 

• Conspicuously disclose the moment Deus Ex Machina 

In the double-paged spread P45-P46, the footprints of Little Witch indicates 

that she walks out of the black inkbottle and the trace of her footprints 

dramatises her unremitting persistence. What is more, she stands up on the old 

sketchbook and looks up face-to-face with the author and negotiates the terms 

of her magic which is controlled by the author.  

 

The purpose of the communication between Little Witch and the author 

(myself) is a solid validation of the truth that Little Witch finally 

comprehends. The moment of the author’s appearance is contrived to be as an 

unexpected force as Deus Ex Machina for the thing Little Witch wants, which 

is to find Meowmi. In addition, not only does she grasp for her 

misconceptions, but also, she finally acquires the truth she needs. This is the 

most powerful magic and it is the creativity that leads her to convince the 

author to relinquish her magic power. The disclosure is exposed in the instant 

message form of dialogue between Little Witch and the author. The footprints 

of Little Witch indicates that she walks out of the black inkbottle and the trace 

of her footprints dramatises her unremitting persistence. Furthermore, she 

stands up on the old sketchbook and looks up face-to-face with the author and 

negotiates the terms of her magic and that she requires the author’s assistance. 
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                                                                                                                                        Figure 5.21: p45-p46 

 

• Before and after the Midpoint  

Before the Midpoint, at the First Half of the Second Act, the misconception 

and the Lie that Little Witch believes misguides her into to making a false 

decision and after the First Half of the Second Act, the consequences have 

inspired her to think creatively to impel her to transform to the active phase in 

the Midpoint. By contrast, her reactive mode before the Midpoint, the active 

attitude of Little Witch completely changed at the Second Half of the Second 

Act. Before the Midpoint, the situation is out of her control; after the 

Midpoint, the circumstance is firmly under her control and this provides her 

with a moment of growth and evolution. 

 

5.1.9 The climax  

 

The Second Act and the Midpoint is the process for the main character to learn the 

lessons from the consequences of her misconceptions that she has encountered, and 

raises herself after her previous disappointments. The embracement of the truth leads 

her to realise that the empowerment she gains from the author as she understands her 

ability is controlled by myself (the author). The conviction throughout the instant 

message conversation has allowed her to act in an unorthodox and creative approach.  
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After the Second Act, the pacing is significantly compact in the climax. In a plot, the 

exclamation point is normally set to be the climax as the dot on the end of the plot. 

The climax is the answer for the plot goal – to find Meowmi, this is the point of 

revelation of where Meowmi is, and how Little Witch locates him after she endures 

all the difficulties she experiences. The whole journey throughout the First Act that 

she follows the induction of ‘How to Enter a Crystal Ball for Dummies’, and leaves 

the conventional world in order to track Meowmi’s footprints to enter Storybook 

Tales 2.0, where she encounters the fairy tale characters. At the reactive mode, her 

attempts of seeking her cat are to receive ineffective assistance from her friends 

during the First Half of the Second Act. The Midpoint and the Second Half of the 

Second Act form the process for the main character to learn the lessons from the 

consequences of her misconceptions and disappointments that she has encountered. 

The embracement of the truth where she realises that the empowerment she gains 

from the author as Little Witch understands her magic power is controlled by myself 

(the author). The conviction throughout the instant message conversation has allowed 

her to act in an unorthodox and creative way. The whole journey after all, is valuable 

despite all the drama and difficulties. The purpose of the climax is the fulfilment of   

resolving the primary misconception that is the Lie that Little Witch believes. As one 

of the characteristics of postmodern picturebooks is playfulness, this brings an 

unpredictable solution in a pleasant progression of the plot towards the ending. As 

such, through the flow of the narrative, Little Witch reaches what she wants; the plot 

goal itself has been completely modified, therefore the thing she aspires is no longer 

the issue in this section. The elaboration of descriptions of the climax feature in the 

following spreads: 

 

5.1.9.1 The enhancement of story world and real world (p47-p48): 

 

At this double-paged spread, Little Witch travels through the hole that represents a 

portal at the Midpoint, she is now in the territory of the reality world where the author 

of the book lives. This spread nevertheless performs one of the features of 

postmodern picturebooks, which is the subversion of traditional and conventional 

literature that undermines the distinction between the story and the ‘real world’ (Sipe 

and Pantaleo, 2008). In terms of the blurring between story and ‘real world’, in order 

to visualise and to distinguish the two different worlds, consequentially the author has 
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to put Little Witch back into the story world. Therefore, the spread demonstrates one 

of the hands of the author which carries Little Witch back to the blank page that 

indicates the story world while the narrative continues to progress. The association 

between the author’s hand, Little Witch and the shadows emerge from the real world 

and by contrast, the half of Little Witch’s body is assimilated into the page of the 

story world (Figure 5.22).  

           
                                                                                                                                   Figure 5.22: p47-p48 

 

5.1.9.2 The unexpected solution (p49-p50): 

 

The spread continues to reinforce the two different worlds by applying photography 

of the author’s hand with the pencil, while the author is drawing Little Witch to the 

largest size of the spread to resolve her issue. Additionally, a magnifier has been 

drawn and this book itself physically appears on this spread. The author dominates the 

narrative and is the unorthodox and unexpected result as Little Witch is supposed to 

be empowered by stronger magical powers to be able to find Meomi with the author’s 

assistance. However, the author decides to reveal the original creative process as an 

artist or an illustrator to dramatise the expectation and present a surprise. At this 

point, the author has given the indication of how to find Meowmi, who is hidden in 

the visual manifestation that contains giant Little Witch, a magnifier and the 

picturebook itself of ‘Where is Meowmi?’ (Figure 5.23). 
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             Figure 5.23: p49-p50 

5.1.9.3 The multiple narrative and unresolved issue (p51-p52): 

As the clues have become clearer at p47-p48, the new giant Little Witch is using the 

magnifier to examine the book where potentially Meowmi is hidden. As the narrative 

of the book is progressing and the protagonist is reading the book while she is in the 

book, this part of the examination of the book evolves its own internal narrative. The 

multiple narratives are pushing the boundaries of conventional storytelling with the 

disruption of traditional time and space relations which are strengthened for this 

section (Goldstone, 1998). 

What is more, Little Witch has been enlarged to be able to find her cat in the book, 

however the contradiction of her being physically transformed into a giant also causes 

the irrevocability of the transformation of the new representation of Little Witch. This 

is the additional non-resolution in the final plot development (Figure 5.24).  
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                                                                                                                                     Figure 5.24: p51-p52 

 

5.1.10 The open-ended ending 

 

For the ending of a story, two elements are often required in order to accomplish it. 

The primary element is to fulfil the resolution of what the main character wants that is 

also the main plot goal at the beginning of the story. Secondly, the final ending should 

normally be positive with happiness. However, due to the nature of postmodern 

picturebooks, the ending sometimes provides twists or an open-ended ending for 

readers, permitting them space to imagine or speculate what the ending would be. The 

ending could be unanswerable to what the character wants in the beginning of the 

story, but the ending might be interesting and playful or in the reverse, the ending 

may also be resolved and with an open-ended ending. There is a plethora of various 

possibilities of endings that appear in postmodern picturebooks. In Klassen’s Hats 

series (2011and 2012), the playful open-ended endings deliberately offer the space for 

readers to create their own endings.  

 

At the end of ‘Where is Meowmi?’ (p53-p54), as previously mentioned in the section 

of evolution of the storyboard’s development, in order to lay out the resolution of the 

ending, Meowmi is elaborately hidden in p29-p30, where they are oblivious to the cat 

in the bush when they return to the conventional world. Therefore, the final ending 

manifests an open-ended ending by Little Witch who uses the magnifier to look for 
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Meowmi carefully throughout the book itself, and the resolution is that Little Witch 

finds Meowmi hiding in the book symbolically but not physically. The intention of 

this open-ended ending retains a high degree of ambiguity for readers to think about 

only one question: Does Little Witch finally really find Meowmi? (Figure 5.25) 

  

              
                                                                                                                                                    Figure 5.25: p53-p54 
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5.2 A series of metafictive devices in the context of traditional storytelling  

 

In the context of the re-telling of traditional stories in postmodern picturebooks, 

parody operates as a metafictive device: a device that can have the effect of drawing 

the attention of the reader to the process of storytelling itself; while simultaneously 

subjecting its source to irony and gentle mockery.  

 

This has been most typically explored in the postmodern picturebook through the 

deconstruction of familiar narratives from traditional fairy tales, and redeploying their 

immediately identifiable accompanying tropes and characters in what have become 

known as ‘fractured fairy-tales’. However, rather than focusing on narratology, I 

decided to open intertextual links with my work and its multiplicity of sources 

through visual forms – both traditional and contemporary – to parody my source 

material along with various aspects of contemporary culture. 

 

However, it is the use of parody as a metafictive device – one that draws the attention 

of the reader back to the process of storytelling itself – that I was most interested in 

exploring through my postmodern picturebook. This has been further aided by my use 

of shifting stylistic visual idioms, with the intention of examining the artistic process 

involved in the production of a picturebook. These shifting stylistic visual idioms 

were intended to invert the gaze of the viewer towards the creative process, a 

metafictional strategy designed to foster a collaborative reflective methodological 

practice with the artist, the author or the illustrator.  

 

5.2.1 Portals  

 

In many postmodern picturebooks, books and the features of a book, serve as a portal, 

or a visual representation of an entrance that leads to a different world. In his version 

The Three Pigs, David Wiesner uses a page that appeared earlier as a paper airplane 

which they board to explore the future pages of his work. Dan Yaccarino’s ‘I love 

Going Through This Book’, meanwhile, engages with this postmodern leitmotif by 

explicitly illustrating the fold of the page in the corner where the page would be 

expected to be turned (Figure 5.26). This illustrative technique along with its 
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supporting text urges its viewer to consider that books themselves operate as portals, 

and a simple turn of a page can lead to a new world. Wiesner, again, depicts 

traditional fairytale characters as workers queuing up to enter their world, this time 

through a large book titled Storybook Fairytales (Figure 5.27).    

 

 Figure 5.26: I love Going Through This Book 

 Figure 5.27: Storybook Fairytales 

 

Similarly, in my book I have made use of this convention, and the portals I have 

applied are below: 

 

5.2.1.1 The crystal ball (p7-p8) 

 

The book begins with Little Witch character looking into a crystal ball in order to find 

her cat Meowmi. As she gazes into the ball, Little Witch soon spots her cat and 

decides to enter this realm after consulting ‘How to Enter a Crystal Ball for 

dummies’. This is the first portal the reader will encounter in this story, and it 

functions purely as a device that shifts the setting into a fantasy world (Figure 5.28). 
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                                                                                                                                 Figure 5.28: Crystal ball 

 

5.2.1.2 The book and its emergency exit 

 

The book acts as a portal that transports Little Witch into a fairytale world. After 

arriving in this fantasy world, Little Witch finds the second portal – this time a book – 

a book that she enters, encountering many familiar characters from traditional tales. 

Little Witch consults these characters on her journey to find her cat Meowmi (Figure 

5.29). The characters exit this fairytale world through an emergency exit embedded in 

the Ugly Duckling tableau on a broomstick, returning Little Witch to normality (p13-

p14, p27-p28). 

 

        
                                                                                                                             Figure 5.29: The book and its emergency exit 
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5.2.1.3 The folds (p17-18, p21-22, p25-26) 

The reader will encounter more of these portals where they are used in the 

transformation of pictorial forms. I also consciously decided to use the physical 

features of a book (for example, the fold of a book) to act as a portal. The fold in the 

book gave me the opportunity to use this book feature as a line of transformation the 

characters pass through as they move between the different stylistic idioms, thus 

giving a sense of motion. As the Little Witch enters a different fairytale scene, via the 

fold between each page, she and the other characters transform, as their shapes move 

through different stylistic idioms (Figure 5.30). 

Figure 5.30: The folds

5.2.1.4 The hole in the book (p41-42, p43-44) 

After an unsuccessful search, she decides to find the author to ask for assistance. 

Again, I decided to play with the traditional features of the design of a book by 

cutting a hole in the page to create a space: allowing Little Witch to escape from her 
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conventional world and to intrude into the real world to seek assistance from the 

author (Figure 5.31). 

 
                                                                                                                                               Figure 5.31: The hole in the book 

 

5.2.2 Social Media 

 

The encroachment of the technological world into the realm of fairytales further 

continues through modes of communication between the characters. This concept is 

also explored by the Ahlberg’s The Jolly Postman or Other People’s Letters, in this 

case, they are bringing the modern mail system into fairytale world. (Ahlberg, 2012) 

 

I decided to utilize certain aspects that have come to define this digital age in the 

context of a postmodern picturebook to comment on the perception (whether justified 

or not) of the ubiquity and overreliance we currently place on technology and social 

media. To do this, I blended highly prominent and recognizable elements that have 

come to define the technological age in the traditional fairy tale setting as the 

Ahlberg’s did in The Jolly Postman or Other People’s Letters, using the modern mail 

system to engage and open intertextual links with its source material. As well as 

operating as a metafivtive device, the encroachment of social media and the contrast it 

creates when set against my traditional fairy tale setting, could also lead the reader to 

reflect upon the extent to which social media has imposed itself onto our own world. 

Including instantly recognisable images (that remain instantly recognisable even when 

taken completely out of context) demonstrates the extent of the impact technology has 

made on modern life.  

 

For example, it has been well documented that Google has entered the English 
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language as both a noun and a verb. It has also become a facet of modern life, 

whereby a smartphone with a search engine is used to settle arguments or resolve 

problems. Therefore, my use of a smartphone with a search engine resembling Google 

allowed me to cast the object in the role of a would-be Deus Ex Machina device in 

place of the Magic Mirror from Snow white and the Seven Dwarves (Figure 5.32). 

This transformation further highlights the ubiquity of this particular piece of 

technology and its everyday usage, to the extent it is now even appearing in a 

fairytale.  

Figure 5.32: Social media-Google 

As Twitter’s concept was from a bird’s tweet, “Twitter is the bird, the bird is Twitter” 

(Bowman, 2012), to parody the concept behind Twitter, I decided to start my story 

with Little Witch whispering with a little bird, and this bird then flying to the next 

page to engage in an online fairytale version of Twitter (figure 5.33).  
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                                                                                                                      Figure 5.33: Social media- Twitter 

 

Has social media eroded our interpersonal relationships? In today’s society, people 

communicate via electronic messages on their smartphones more than interacting with 

each other in person. This question that often underscores discourse relating to the 

phenomena of social media led me to use the instant message bubble. I also decided 

to utilise this message bubble in my story even when Little Witch encounters the 

author of the book (which is myself) in a face to face conversation. (Figure 5.34)  By 

using multilayers within the narrative process I have explored through parody the 

phenomena of the digital age through typographic experimentation.  
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Figure 5.34: Instant messages 

5.2.2.1 Parody of the increased power the Internet over contemporary society- 

Underpinning the reference of Web 2.0 to Storybook tales 2.0  

The title of Storybook Tales 2.0 operates as a pastiche that parodies the fact that the 

internet, as Oliver Burkeman points out, has become a ‘background condition of 

everyday life.’ By placing a direct reference of the Internet into a postmodern 

picturebook alongside traditional folktales and their characters and tropes, hints at this 

pervasiveness of the Internet across all facets of modern life.  

More specifically, however, the title of the book within the book, Storybook Tales 2.0, 

should evoke Web 2.0 along with the evolution of the Internet from its original Web 

1.0. Web 2.0 has facilitated the increased levels of interactivity now experienced on 

the internet through platforms such as Facebook, Twitter, Flicker, Youtube, 

Instagram, and so on through hyperlinks, allowing users to interact and share material. 

It has also facilitated improved access to the Internet through multiple mediums such 

as laptops, computers and smartphones. It is an innovation which has radically 

changed how we engage with the Internet and it could be argued that it has furthered 

its impact upon modern society.  
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I find it similar to my concept of the shifting stylistic visual idioms in Storybook Tales 

2.0 and how postmodern picturebooks operate in general. Postmodern picturebooks 

have evolved in a similar way by fostering visual interaction with the viewer by 

departing from traditional linear narratives and opening interstitial space allowing the 

viewer more space to interpret.  

 

5.2.3 The journey through shifting visual/graphic vocabularies 

  

Self-referentiality, a central tenet of postmodern literature is explored throughout my 

book, particularly when examining the role of the artist/graphic designer. Especially 

when utilising and, therefore, referencing various modern stylistic idioms such as 

Three Dimensional, low poly, pixel, flat-shaped form, photography and hand 

drawings. In Willy the Dreamer (Browne, 2008), the author adopts and re-deploys 

both high and popular art through the use of famous paintings and pop icons such as 

Elvis Presley. Similarly, in my book the journey Little Witch embarks on, is one that 

also passes through narratives and into different fairytale scenes and the real world 

with shifting forms. The transition between forms will hopefully lead the reader to 

form a link with 3D animation films, video games, and photomontages produced that 

are similarly produced using computers.  

 

The starting point begins with this stylistic idiom of 3D illustration to portray the fairy 

tale of the Three Pigs. Then, as we continue through these stylistic idioms, there is a 

reduction in the levels of complexity that underpin these contemporary forms from 

3D illustration to retro style low poly, onto the even simpler style of the pixel art. This 

inverse evolution finishes with the flat-shaped form before returning to the illustrative 

world in which we began. No sooner have we returned to the conventional world, 

than the narrative takes us to the real world where Little Witch engages in 

conversation with the author of this story as a last attempt at resolution. The end of 

the journey finishes with a hand-drawing style, enlarged by the author in order to 

resolve Little Witch’s problem and to end her journey (Figure 5.35). 
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Figure 5.35: shifting visual/graphic vocabularies 

In the recent Pixar film Inside Out, there is a particular scene that shifts between 

different stages of abstract thought; including cubism, deconstruction, 2D and non-

figurativity. As the characters Joy, Sadness, and Bing Bong enter the short cut marked 

‘Danger’, they begin their shift between these four different stages of abstraction. I 

found the use of this concept of shifting forms particularly appealing, both in terms of 

its effectiveness aesthetically, along with the theoretical discourse Inside Out engages 

with. I noticed that there are two perspectives with similarities and key differences 

that both link and distinguish my work and its use of shifting forms with Inside Out 

(Figure 5.36): 

Figure 5.36: Inside Out
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5.2.3.1 Shifting forms 

• Similarities

There are four stages in Inside Out, the different stages present different

abstract art forms within abstract thought. There are also four stylistic idioms

that encroach on the fairytales held in my book that Little Witch passes

through in my story.

• Difference

Pixar climaxes with the extreme form of abstraction that operates in this case

as an existential threat. My characters, on the other hand, pass through various

forms in different fairytales applied in Where is my Meowmi (including a level

of flat-shaped form) without comment or threat before returning to normality.

5.2.3.2 Deconstruction 

• Similarities

Pushing the limit of the form, and by extension of postmodernism and

deconstruction and evoking the critique of the resulting nihilism and threat of

nothingness that can occur when these ideas are pushed to their limit. The

abstract movement pushes deconstruction to its absolute limit within art and

this is something that clearly troubles the creators of this Pixar example. This

is indicated by their character’s anxiety of passing through this form, along

with the final stage of change which pushes abstraction and deconstruction

within art to its limit – a point I shall return to later. In terms of my character,

Little Witch’s passage demonstrates that the process of deconstruction has its

limits, and regardless of levels of abstraction there are levels of deconstruction

that you cannot exceed. I aim to demonstrate this by her return to a traditional

fairy tale setting to show that however hard we push there are still boundaries

of genre, textual and visual parameters that the artist must work within or at

least acknowledge.
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• Difference

Deconstruction of complexity, stripping back the modern forms until returning

to the normality of the conventional world. Transformation hinders progress in

Pixar, my character passes through these forms seamlessly and without

reference. Unlike in Pixar which references these changes explicitly through

plot and dialogue. Whereas the animation needs to reference these changes

explicitly in order to justify the visual change and to make its theoretical point

clear.

5.2.4 Three dimensional illustration 

Computerised three dimensional illustration is still a relatively new technological tool, 

and has been used to great effect in the film industry to produce different visual 

perspectives. I found the prospect of working with this medium intriguing, because 

computerising three dimensional forms in illustration is new, exciting and challenging 

experience to engage with through creative practice in my research.  

The story of Big Bad Wolf, the Three Pigs and their houses made of different 

materials is highly familiar. Postmodern re-imaginings, notably those of David 

Wiesner and Jon Scieszka, have used this familiarity to parody the original by 

subverting readerly expectation through narrative twists. As is the case in the 

examples of Wiesner and Scieszka, the most familiar visual elements of this story – 

the characters and the houses made of straw, wood and bricks – are typically taken as 

whole and re-deployed in their new context of a postmodern picturebook. The effect 

of these highly familiar images juxtaposed against the backdrop of their new and 

unfamiliar context and new outcomes, creates the effect of parody. Russian Formalists 

Fabula and Sjuzhet – story and plot. Fabula is the chronological sequence of the story 

whereas Sjuzhet (plot) can unfold in a non-linear way (Cobley, 2001). 

Rather than following Wiesner and Scieszka’s lead, I instead decided to deconstruct 

these visual images and amalgamate these composite parts to create a new stylistic 

idiom. My idea to use visual synthesis to convey and to open an intertextual dialogue 

with this tale, stemmed from an earlier idea in which the Three Pigs shared a single 

house with each of its three stories constructed from their chosen material. However, 
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after reading multiple versions of this tale, I decided to develop and extend this idea 

into applying these building materials to the characters themselves. Thus, adding a 

degree of originality, even to these highly familiar images.  

The blocky aesthetic of the square house lent itself well (Figure 5.37), allowing me to 

capture the depth of the house and the different action occurring in various sides of 

the house. This particular form used in the context of a postmodern picturebook, was 

intended to be experimental.  

Figure 5.37: Three dimensional form illustration 

5.2.4.1 Little Witch 

Little Witch walks into a small book in the top right hand corner of the book and 

begins to disappear into it. As the reader turns the page, she will exit out of the door 

in the pigs’ house made of wood. This will also signal the first shift of visual 

representation, from the standard illustration of the previous page to the 3d world the 

witch now finds herself in.  

This shift in visual representation signifies the beginning of a completely new world 

the witch now finds herself in, and reflects a ‘new and unusual design’ (Anstey, 

2002). Therefore, in this respect this visual transformation operates as a metafictive 
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device often seen in postmodernism picturebooks. Moreover, this page also engages 

with the creative process itself, which is explored in more detail with the concept of 

‘the book within the book’ that appears later in the text. The book within the book 

concept that the protagonist enters, subverts the ordinary book’s narrative and is 

granted more weight through the shifting visual representation (Figure 5.38). 

Figure 5.38: Little Witch in 3D illustration 

5.2.4.2 The pig with the house made of straw 

Initially, I collected three main elements from the pig with the house made of wood; 

1) The house, 2) The straw, 3) For the pig, I restructured the character by

compounding the shape of the straw collected together with the pig’s 3D body as a

skirt to represent the pig’s characteristics to create a new image representation. It is an

image that operates in a more complex manner than a pictogram, which conveys a

visual image through its often simplistic resemblance to a physical object. Here,

instead I took the source text and encoded its basic components (house, straw and pig)

which would pass through.

The concept behind how I utilised each material to blend them into the pig’s 3D 

bodies, came from the personality of the three pigs as represented in earlier versions 

of this tale. The pig with the house made of straw is the laziest pig of the three, so his 

material is the least constructed and is wrapped around his cylindrical body in a 

manner that more represents a Hawaiian skirt than a house. The initial idea of the 

Hawaiian skirt of straw also implies the entertainment and enjoyment as conveyed 

explicitly in Walt Disney’s Silly Symphony (Youtube, 2011) to emphasise the pig’s 

personality by visual implication (Figure 5.39).   
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Figure 5.39: The pig with the house made of straw in 3D illustration 

5.2.4.3 The pig with the house made of wood 

The concept of designing the pig with the house made of wood is in half construction 

by showing the pig’s character, by using the wood texture to indicate the features   

Choosing the wood element to build the pig’s 3D body, as explained earlier, the 

concept originally came from the personality of the Three Pigs. The pig with the 

house made of wood, unlike his straw counterpart, is in a stage of construction, and 

the construction of the house can be seen but is incomplete and rudimentary at best. 

The pig with the wooden house shows an improvement in practicality and effort, but 

is still nowhere near the level achieved by the pig with the house of brick (Figure 

5.40). 
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Figure 5.40: The pig with the house made of wood in 3D illustration 

5.2.4.4 The pig with the house made of brick 

The design of the pig with the house of bricks has far more of an established 

foundation than the other two. Unlike the other two, it is clearly a house complete 

with sturdy walls, a tiled roof and windows. Combining the brick house with the pig 

together as a completed design allows me to convey the character of the pig as stable 

and settled (Figure 5.41).  
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Figure 5.41: The pig with the house made of brick in 3D illustration

5.2.5 Low poly 

Before the latest technological advances, low poly was one of the previous 

incarnations of three-dimensional design. To make something 3D, polygon meshes 

need to be constructed in order to make an object. With regards to these polygon 

meshes, low poly - with their relatively small number of polygons - are most often 

used in real-time applications, such as video or online games due to budgetary 

considerations. In contrast, and perhaps unsurprisingly, high poly is the version used 

in animated movies and for special effects (Derakhshani and Munn, 2008). In terms of 

appearance, low poly is blocky and lacking in detail, and when this is stripped back 

we lose the comforting rounded edges of 3D objects that often appear to be circular 

and spherical. The result is an aesthetic that is striking, yet basic, threatening and 

unsettling. In the digital age, and as computer graphics are getting more powerful, low 

poly graphic is considered to give the effect of a ‘retro’ style conceptually orientated 

towards the pixel art on classic video games (Thompson, Berbank-Green, and 

Cusworth, 2007). As the concept of shifting forms is deeply rooted in my book, after 

the Three Pigs appear in three dimensional form, the logical step was to move towards 

the reduction of complexity into, low poly to mimic graphically Big Bad Wolf’s 

personality.  

I believe this fits well with the character of the wolf, as the main elements of low poly 
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are triangles and polygons that visually represent the sharpness and edginess of The 

Wolf’s personality. Wolves in fairytales signify danger along with their forest habitat 

which can be read as signifying the edge or the end of civilization (Figure 5.42).  

Figure 5.42: Low poly form

5.2.5.1 Little Witch 

With the flow of the narrative, while Little Witch enters into the chapter of The Big 

Bad Wolf, she was in three-dimensional form and is transformed into the low poly 

stylistic idioms. Without using 3D software, I mimicked the low poly form by 

applying triangular meshes to Little Witch, evident in her hat, hair, her face, her 

clothes. Even her cheeks are formed from straight lines, making the transformation 

from rounded three-dimensional form to a mesh of polygons explicit. The colours are 

applied continually and consistently from her previous 3D illustration, with the 

polygon combinations resulting in a mosaic-like representation (Figure 5.43). 
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Figure 5.43: Little Witch in low poly 

5.2.5.2 The pig with the house made of straw 

The transformation of the pig with the house made of straw is relatively smooth in its 

transition, especially when compared with the previous transformations from three-

dimensional to low polygon. This is especially the case with the shift of the 

foundation of the body from its original oval 3D shape into a sharp edged hexagonal 

cylinder. This continues with more straight lines and polygons applied to his face, 

combined with darker colours to especially emphasise the pigs nose, as well as 

triangles put together to construct his arms and his Hawaiian straw skirt modified to 

straight lines with rectangles (Figure 5.44). 

Figure 5.44: The pig with the house made of straw in low poly
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5.2.5.3 The pig with the house made of wood 

The foundation of the body is made of a trapezoidal column, in this respect the 

transformation of the pig with the house made of wood, especially when compared 

with the other pigs shares a closer resemblance with 3D rather than low poly. This is 

because it is taken directly from its previous 3D incarnation, allowing it to retain 

some of its three dimensional characteristics from the previous design. As for the 

wood texture on the body, I changed the flat wooden planks into extreme sharp 

triangles and quadrilaterals, using a darker brown to emphasise the triangles, with the 

intent of creating a whole colour plate of auburn amber. For the face, the application 

in the structure remains the same as the pig with the house made of straw, with the 

previous semi-circular shaped ears in its previous three-dimensional form now 

appearing prism-like in low polygon. The final transformation this character 

undergoes in low polygon form is the omission of his feet in order to simplify the 

whole presentation (Figure 5.45). 

Figure 5.45: The pig with the house made of wood in low poly

5.2.5.4 The pig with the house made of bricks 

Compared with the previous two pigs, the design of the pig with the house made of 

bricks, has only been slightly altered in its new low polygon form. The face structure 

is kept the same, but the most noticeable difference when compared with the other 

two pigs is the extreme lack of depth. Also, in its previous three-dimensional form 

this is the pig that is seen to be lying on the ground. Instead of using this original 

position, I modified the pig’s feet to show him standing up instead of lying down, 

applying a triangle and quadrilateral to mimic low polygon form in place of his feet. 

In terms of the brick house itself, I decided to directly transfer its structure from three-
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dimensional form to low poly. There are two parts of the pig with the house made of 

bricks, these being the pig’s body and the brick house with the body inhabiting the 

house. There is continuity with the colours as it passes through this transformation, as 

I compose the similar colour palette of pink. With regards to the brick house, it is 

constructed with polygons from the previous form, retaining its same colour palette 

with grey and white, using a dim grey to highlight the layers of the bricks of the roof 

(Figure 5.46). 

Figure 5.46: The pig with the house made of brick in low poly

5.2.5.5 Big Bad Wolf 

As there is no previous reference point of this character in three-dimensional form, 

the big bad wolf comes straight from the sketch I drafted (Figure 5.47), where I used 

polygons to incise the figure that has been focused on the wolf’s head, neck, body, 

hands, feet, and tail. The neck of the big bad wolf, is out of order in terms of how I 

mimicked the polygons in the other characters, therefore I am able to apply the 

circular shape, to create a break between the head and the body. In terms of colour, 

the colour palette was intended to be dark khaki, lemon chiffon, and saddle brown and 

the colour of the neck is navy blue in a way I believe is complementary in the figure.  

To interpret and capture the breath of air as the wolf huffs and puffs in low poly was 

quite an abstract concept to depict this transparent matter. Accordingly, I decided to 

portray it symbolically using horizontal cone shapes, with the breath as a polygon 

meshes in a cone shape. The general colour of the breath normally appears in blue and 

white such as is typical with visual representations of air. From this point of view, I 
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combined white and blue in different level tone. After I finished the colour blocking, 

the colours appeared too flat so I lowered the opacity in order to make it lighter and 

more visible.  

Figure 5.47: Big Bad Wolf in low poly

5.2.6 Pixel art 

Pixel art was originally used in older computer and console video games, and is 

particularly evocative of the bit-map graphics of the early Atari games designed 

before smoothing software had evolved (Eskilson, 2012). In terms of appearance, 

pixel art shares certain characteristics with traditional art forms such as counted-

thread, embroidery, cross-stitch, mosaic and beadwork. However, when utilised pixel 

art might inevitably lead the viewer towards the retrospective consideration of 

‘classic’ video games. In terms of creating pixel art, it is a form born through 

constructing small colored units together using, somewhat ironically, modern digital 

computing. 
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Pixel art is commonly divided in two subcategories: 

• Isometric

Isometric often appeared in video games to provide a three-dimensional

representation without producing it by processing three-dimensional images.

• Non-isometric

The appearance of non-isometric images often represents a flat view with dotted

textures, and could be produced using different perspective views individually,

such as from the top, side, front, and bottom.

In my artistic experimentation, I created non-isometric front views for each character, 

as following the reduction of complexity of low polygon and comprehend a reduction 

to the essential. I began by using line drawing to construct the characters that I used 

the pixel app to create each individual fairy tale characters, on the canvas with grid 

and size in 45 dot x 45 dot to start the creation.  

In actual fact, the Seven Dwarfs titled Schneewittchen are individually anonymous in 

the Grimm’s 1812 story although numerous different versions of the individual names 

of The Seven Dwarfs exist up to 1937 when Disney launched the animated musical 

film Snow White and the Seven Dwarfs (Oxford Dictionary, 2016). Following this 

famous release, the septet’s names became well established and familiar to many. 

Doc, Grumpy, Happy, Sleepy, Bashful, Sneezy, and Dopey, each character given a 

strategically selected adjective as a name that aligned with their individual appearance 

and/or characteristics. 

The decision to apply pixel art to the Seven Dwarfs stems from the joyful atmosphere 

and the dynamic quality they embody, as they assist Snow White to escape from her 

evil stepmother. Throughout that film, they demonstrate a positive and supportive 

attitude, as is often the case with sidekicks in Disney animations. Like the Seven 

Dwarfs, pixel art pulsates with energy and clumsiness, and features a frenetic, 

carnivalesque atmosphere with its playful simplicity. As such, it is a form well suited 

to simultaneously capture and convey the dynamic essence of the Seven Dwarfs. The 

illustration of each character in pixel art is configured with an unadulterated single 
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point of light, with the pixel as the smallest unit in the display that sharply contrasts 

with the vibrant region of colours (Figure 5.48).  

            
                                                                                                                      Figure 5.48: Pixel art form 

 

5.2.6.1 Little Witch 

 

As we enter the third chapter: Seven Dwarfs, when Little Witch crosses the fold of the 

double-page spread, she is transformed into pixel art form from her previous form. 

The transformation into pixel art has been made through the use of a more ‘blocky’ 

and square visual idiom. These are constructed dot by dot on the grid canvas in the 

application, thus we can see some dots from her eyes and the edge of her witches hat 

and skirt. Other components of Little Witch’s figure, aside from the hat, and skirt, 

turn into square shapes. In terms of colour, I continue with the consistent use still 

applied on the whole figure with a hard line outlining each part in order to distinguish 

each part. The pose of Little Witch presents itself as quite stiff with each one of the 

characteristics of pixel art resembling the line art composed by dots giving an overall 

mechanical look and result (Figure 5.49). 
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Figure 5.49: Little Witch in pixel art

5.2.6.2 The Three Pigs 

In the previous chapter- the Big Bad Wolf and the Three Pigs had been changed into 

low polygons, with the representations of the pigs highlighting the most symbolic 

feature in each of them, the straw, the wood and the bricks.  

• The pig with the house of bricks

Thus, with regards to the extent of the transformation to pixel art, the Three

pigs are all simplified to a flat view without any three-dimensional effects.

Therefore, once again I was able to convey the most significant symbols of

each pig with the pig with the brick roof on its head directly indicating it is the

pig with the house of bricks (Figure 5.50). The biggest difference to the

previous stylistic idiom is that it no longer inhabits the house. Instead, the pig

has been anthropomorphised and now has a human body figure. The strategy

of transformation at this point is that viewers may be familiar with the pig

with the house of bricks in different forms from the two previous chapters.

This visual connection that this character has with the viewer should continue,

regardless of its new form in pixel art.

Figure 5.50: The pig with the house made of brick in pixel art
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• The pig with the house of straw 

The pig with the strip skirt inherits the low polygon feature that can be seen 

particularly with its Hawaiian skirt, but only uses two contrasting colours to 

present the pig with the house made of straw (Figure 5.51).  

 
Figure 5.51: The pig with the house made of straw in pixel art 

 

 

• The pig with the house of wood 

The pig in trapezoid shape continues with its wooden house made with wide 

strip wood shapes and is also given further continuity through the use of 

colours from the previous versions (Figure 5.52). 

 
Figure 5.52: The pig with the house made of wood in pixel art 

 

 

5.2.6.3 Big Bad Wolf 

 

From the low polygons, Bad Wolf is transferred and simplified to a square shape 

when he enters the Seven Dwarfs chapter. The silhouette of Big Bad Wolf in pixel art 

form remains the same as the previous one. Moreover the colours used tend to be 

more controlled with a simple colour palette. To elevate the identity of Big Bad Wolf, 
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I emphasized the teeth in contrast to his other components (Figure 5.53). 

Figure 5.53: Big Bad Wolf in pixel art

5.2.6.4 The Seven Dwarfs 

The creation of the Seven Dwarfs began with line work on my sketchbook. Instead of 

naming each of the Seven Dwarfs, in my version, I decided to give each dwarf a 

different visual personality, allowing the viewer space for imagination or to project 

their interpretation as to which one occupies what name/role. The goal of the visual 

style of the Seven Dwarfs was to create a joyful and playful atmosphere. I therefore 

injected some elements into different characters such as twins, clowns, and a black 

bearded Santa, with only one character’s personality (Sleepy) comparable to one of 

the characters to be found in Disney’s animated film. In terms of colour application, 

each dwarf has their own distinct colours that I intended to use to show their 

individual personas. Moreover, in order to make the Seven Dwarfs cohesive, I kept 

the silhouette of them as similar as possible, for examples the facial expression, the 

size of bodies, the hats, the outfits along with their movements (Figure 5.54). 

 Figure 5.54: The seven dwarfs in pixel art
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5.2.7 Flat-shaped form 

As we progress through the narrative and the concept of the reduction in complexity 

we encounter through each transformation of art form we come to the last shifting 

form in Storybook Tales 2.0 which is flat-shaped form that is also comprised of non-

figurativity. The concept does not depend on the appearance of external reality or the 

objects of nature from the physical world. This art movement advocated a purification 

of art, the elimination of subject that often comprised vertical and horizontal 

elements. In terms of the colours used, it tended to be primary colours and non-colour 

(The-artists.org, 2014). As the flat-shaped form does not intrinsically follow the 

principle of abstract art, however, the features of the story itself, from my point of 

view, reflects the message behind the story of the Ugly Duckling. 

Hans Christian Anderson’s tale The Ugly Duckling has enlightened and inspired many 

with its message since it was published in 1843. The story itself implies and reveals 

the stupidity and superficiality innate in the human condition, and also calls 

symbolically for new beginnings and new life. As the flat-shape form represents 

visually the austerity of expression in the profundity of the Ugly Duckling and 

provides simplicity for the new transformation. Also in this chapter, the Ugly 

Duckling is also the last chapter we pass through in the world of Storybook Tales 2.0. 

The crowd now has reached its zenith with each of the characters from the previous 

chapters; Little Witch, the Three Pigs, Big Bad Wolf, and the Seven Dwarfs are about 

taking off the storybook Tales 2.0 through the exit door to re-enter the conventional 

world where Little Witch initially comes from. This is also a metaphor intertwined 

with that to be found in the Ugly Duckling, one that represents a new beginning and a 

new adventure for each of the characters (Figure 5.55). 
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Figure 5.55: Flat-shaped form 

5.2.7.1 Little Witch 

Entering the Ugly Duckling chapter, three significant characteristics have been 

considered to represent Little Witch in flat-shaped based form: the pointy triangle 

black hat, a small pink blob that symbolises her round face and two dots for her eyes. 

The transformation of Little Witch is simplified and stripped back, with a lack of 

depth, single colouring and the use of geometric shapes (Figure 5.56).    

Figure 5.56: Little Witch in flat-shaped form 



	 152	

5.2.7.2 The Three Pigs 

 

Throughout their journey with Little Witch, the Three Pigs have been continually 

deconstructed to represent austerity. They finish their journey in flat-shaped form, 

with each of them maintaining the most prominent visual element of each character: 

 

• The pig with the house of straw 

The pig with the house of straw appears as an oval, with the highly identifiable 

pig’s nose. The straw skirt is captured this time using only colour blocking to 

convey this new visual style (Figure 5.57). 

 
Figure 5.57: The pig with the house made of straw in flat-shaped form 

 

 

• The pig with the house of wood 

To capture the most significant visual elements of the pig with the house of 

wood, I used an irregular shape with three sides composed of colour palette 

with bright and dark brown tone and a highly recognisable pigs nose (Figure 

5.58). 

 
Figure 5.58: The pig with the house made of wood in flat-shaped form 

 

• The pig with the house of brick 

For the design of the pig with the house of bricks, two quadrilateral shapes 
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placed together in a typical house contour. The top of the grey quadrilateral 

represents the roof of the brick house, and under the grey roof is the body of 

the pig with light pink colour, offering visual continuity from the previous 

transformation (Figure 5.59). 

Figure 5.59: The pig with the house made of brick in flat-shaped form

5.2.7.3 The Seven dwarfs 

To make the Seven dwarfs more recognisable, I decided to group them together and 

compose them individually but with identical pointy hats with square body figures in 

different colours. However, each of them maintains the hats and colours from the 

previous pixilated version (Figure 5.60).  

Figure 5.60: The seven dwarfs in flat-shaped form

5.2.7.4 Big Bad Wolf 

The figure of Big Bad Wolf in flat-shaped form is composed differently to the other 

characters in this page. It is conducted as a paper cut silhouette as a transformation 

from the previous pixel art form, which possesses qualities of austerity and simplicity 

(Figure 5.61). 
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Figure 5.61: Big Bad Wolf in flat-shaped form

5.2.8 Photographic montages 

Photographic montages are a single work – or part of a work of art –made by 

constructing and assembling a series of photographic images that relate to each 

other visually and are usually based on a theme. In the case of my book, I decided to 

use photomonatage as a means to access another metafictive device: the disruption 

of traditional time and space relationships. Disruption of traditional time and space 

relationships (Goldstone, 1998). As Little Witch emerges from the inkbottle through 

the hole from the previous page, the theme is an assembly of photographic images 

of the author/illustrator’s (myself) working desk with the sketchbook, ink, colour 

pencils, and coffee cup placed accordingly. These images are collected from either 

my own photos of objects such as the sketch book, inkbottle, colour pencils and the 

paper crumpled up, or cut from stationery leaflets like the watercolour pen and 

postcard. The whole montage represents and discloses the reality of creative art 

practice and to provide the viewer with a vision of the artistic process. To integrate 

the various objects into a theme, the perspective was angled from above in order to 

give the impression of an author looking down at a sketchbook. The lighting 

direction is also consistent with this perspective and a wooden texture was given to 

the desk. The background colour is a cold tone that was selected to compliment all 

of the objects with warm colour tones. The only elements that do not conform to 

this desk theme, are those where Little Witch pops out from the inkbottle, with a big 

blue bubble conversation that is used to express her disappointment to the 

author/illustrator. The concept of the big blue bubble conversation also continues 

the parody of modern technology (Figure 5.62). 
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                                                                                                      Figure 5.62: Photographic montages 

The continuing page is a conversation between Little Witch and myself via an 

instant messaging platform, with the side of my face and Little Witch appearing on 

the page. The juxtaposition of my semi-profile and Little Witch indicates that we 

are communicating through this messaging platform (Figure 5.63). 

          

                                                                      Figure 5.63: Deus Ex Machina in photographic montages 
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The next page shows one of my hands placing the reality version of Little Witch 

onto a blank page. She was turned into a flat figure on the page that shows the 

manipulation that I tried to conduct with the two different worlds of reality and the 

picturebook (Figure 5.64).  

          

                                                       Figure 5.64: Two different worlds in photographic montages 

 

5.2.9 Hand drawings 

 

“Drawing is the fundamental language of the illustrator. If your work 

is not underpinned by convincing drawing, then no matter how many 

techniques you develop, there is always the danger that it may become 

mannered or bland. Carrying and using a sketchbook habitually is an 

important way of developing your own perspective on the world 

around you.” (Salisbury, 2004) 

  

In this last journey through shifting forms I have chosen to use hand drawing, as in 

retrospect, the initial stage of my creative practice all began with drawings in 

sketchbooks. Moreover, drawing with sketchbooks is a fundamental requirement for 

an illustrator of a children’s picturebooks.  As is the case with the end of this story, 

the hand drawing form also represents my own personal journey of beginning my 
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PhD in Children’s picturebook illustration. It is personal, and also the perspective of 

the whole story of ‘Where is Meowmi?’ sets out a point of view on postmodern 

picturebooks, full of the unexpected, unorthodoxy and the disclosure of every artist’s 

or illustrator ‘s creative process (Figure 5.65). 

Figure 5.65: hand drawings
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5.3 Visual Progression of Where is Meowmi?5 

5.3.1 The progressive visual journey of the practice-based research 

This PhD submission contains one written component and two visual components. 

The written component is commentary on the creative practice. The two visual 

components are the dummy book and the progressive visual journey. The dummy 

book consists of the story of ‘Where is Meowmi?’. The progressive visual journey that 

comprises all the figures including character development, storyboards improvements, 

experimentation with various media, the plot structure, and the progression of 

individual images from the dummy book ‘Where is Meowmi?’. Additionally, these 

figures are arranged to be read alongside each other with small sizes in the 

commentary and also accordingly designed with larger sizes in the progressive visual 

journey in order to make the figures more visible. 

This visual journey is recorded and documented mainly through sketches and 

drawings that are organised and edited in an A3 document that displays the 

progression of each image in the dummy book. The following outlines are the 

progressive visual journey of each image that appears in the dummy book ‘Where is 

Meowmi?’  

5.3.2 The evolution of Image 1: 

Image 1 begins with a few self-made small doodles, mixing visual thoughts that 

include a little girl dancing, playing, studying, singing, and watching the stars with 

her cat. (Image 1.1) The interactions contained in Image 1.1 feature a mass of 

fundamental visual information and material, that enable them to be incorporated into 

a new imaginative composition. In Image 1.3, the visual information is based on 

memories of interactions with my own cat. Thus, the visual materials used include 

natural elements such as smiley clouds, floating rainbows, growing plants, a flying 

bird and a running deer, to symbolise and visually represent the emotions of missing 

my cat. Hence, the combination of personal memories and symbolic elements are 

5 Appendix (Component 2/3): Progressive Visual Journey- Visual progression, p28 
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conducted in this imaginative composition. During experimenting various media such 

as watercolours with coloured pencils, etching, aquatint, and digital drawing, were 

explored as potential media (Image 1.2, 1.4 and 1.5). This practice has compelled me 

towards thinking of ways to improve this composition in order to connect to Image 2 

on the next page, which is a parody of Twitter, the social media platform. 

Initially in the pencil studies, the main focus is Little Witch whispering to a little bird 

that stays on one of her arms either by leaning out of windows, lying on the ground or 

standing up (Image 1.6). The final decision to represent how she whispers to a little 

bird was to show her standing upright at the left side of the image, in order to provide 

a contrast when Little Witch sits down at the far right side of the composition. This is 

to demonstrate her emotional status as being upset after memorising her time spent 

with Meowmi.   

Originally, in Image 1.3, Little Witch sits down and immerses herself in a photo 

album that contains her photos with Meowmi while images surround her of their time 

spent together. These memories of their interactions surround Little Witch while she 

contemplates the photo album. The difference to Image 1.3, in Image 1.7, the 

concentration of the composition is mainly about the adjustment of the rhythm of the 

interactions. So, to visualise the rhythm of the interaction, the first interaction hide-

and-seek starts out with Little Witch’s hat that is exaggerated to an enormous pointy 

hat. This also provides the subject for supporting the slender stem-like structure by 

which some twining plants are attached. The extension of the twining plants, is less 

complicated, and the symbol of the intertwining with the memories of interactions is 

enhanced by the curve of the plants as they cross over the spread.  

In the dummy book, the final version of Image 1, the memories of the interactions are 

intentionally designed using black for the outlines along with a brushed white colour 

for Little Witch and Meowmi. The intention of this arrangement is to contrast less 

tangible and fading memories with the concrete reality which is represented using 

solid mass colours. The other significant development of the composition is the 

typography experiment that forms part of the textual information of the time, and 

indicates when Little Witch is with her cat; the texts follow through the twining plants 

to reinforce the rhythm of the interactions. What is more, the chosen type is purposely 



	 160	

accentuated by the curve of the plants (Figure 5.66). 

 
Figure 5.66: The evolution of Image 1 

 

5.3.3 The evolution of Image 2: 

 

In the series of Image 2.1-2.3, so as to manifest the parody of Twitter, the direct 

response is to visualise the parody by mimicking the user’s interface of Twitter. The 

form remains the same as I applied Little Witch’s face to the user’s profile photo and 

the banner theme uses Meowmi flying with the broomstick in the sky, therefore it is 

evident in Image 2.1 without any alteration. From this point, I started to attempt to 

modify the original sketch of the interface design of Twitter due to  the copyright of 

Twitter. However, the original sketch did not reach my own expectation. To build up 

a world where Little Witch lives, the natural elements from Image 1 are deemed to be 

consistent in terms of the sequence. The slender plants, the mushrooms with giant 

foliage, and the flowers are the visual materials that must be arranged to the 

reconstruction from the original sketch of the interface. Image 2.2 is rather a rough 

sketch of Image 2.3 that converts the original interface composition into a story world 

and provides more visual information that contains Little Witch’s virtual Twitter 

world. The posts are displayed in each giant foliage and the posts are all associated 
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with the fairy tale characters including The Three Pigs, Little Red Riding Hood, Big 

Bad Wolf and Little Witch’s recent posts with regard to Meowmi going missing. 

Image 2.4 and 2.5 use different media, which are coloured pencil and acrylic painting. 

As at this point, I still experiment with various media to see if there is any potential 

emergence of suitable media for my visual development.  

 

Although the concept concerning the parody of Twitter is the direction I have chosen, 

I am somewhat bogged down by the visual representation of Image 2.4. The approach 

of delivery to meet this outcome did not, however, meet my anticipation in the story. 

Hence, I spent more time in order to think creatively in order to improve the image 

without losing the concept. Image 2.6, proved to be something of a breakthrough, 

while I struggled with the composition of the image, from the observation of a plant 

that allows my intuition to go with the flow of my sketches. By recycling the previous 

visual elements, it allowed me to rearrange the composition that remains with the 

original concept but within the new arrangement. In the new arrangement, a few birds 

gather in the forest with big mushrooms, giant cactus and foliage, and tweeting to 

each other through speech bubbles that subtly make reference to the concept of the 

parody of Twitter. The horizontal landscape format is adjusted by the consideration of 

the spread size and also the extension of the similarity of the preceding page. This 

page has been coloured as I need to identify each visual object’s juxtaposition so that 

I am able to be more reflective about what I have achieved (Figure 5.67).  

 
Figure 5.67: The evolution of Image 2 
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5.3.4 The evolution of Image 3: 

The sketch of Image 3.1 is the fundamental visual resource for the rest of my visual 

development. This image demonstrates Little Witch closing her eyes, and one of her 

hands touches the crystal ball while the tarot cards with Meowmi’s image are floating 

in the air. So as to offer more contextual information to the image, in Image 3.2, the 

interior setting indicates Little Witch’s magic room which comprises the pot for 

making the magic potion along with various bottles and test tubes. Image 3.2 and 3.3 

are the result of the use of a few experimental media such as digital drawings, etching, 

aquatint and screen printing. Especially in the process of printmaking in etching and 

aquatint, the result unexpectedly conveys the mysterious atmosphere after the etching 

plate is added aquatint and processes the gradations from different timing with the 

acid.   

Through different periods of developing my personal visual language, Image 3.7 

exhibits my ambition to alter the different perspective from the original sketch, which 

only shows Little Witch’s back and her crystal ball in a dark room. It was decided that 

this would create the intensity of the mysterious atmosphere, while Little Witch uses 

the crystal ball to find her cat. However, in this practice, the legibility from my own 

experience is quite poor, as it does not provide sufficient visual information that 

supposes to imply where Meowmi is and the emotional state of Little Witch.  

Thus, I begin the pencil study of Little Witch’s body language and her gestures by 

using the crystal ball to conduct the composition. Image 3.9 to 3.11, is a series of the 

progression of producing visual elements that are applied to the final composition. In 

Image 3.11, the arrangement is different to the previous ones. By facing right to left, 

Little Witch’s body language contradicts the visual flow of the book and becomes 

more unsettled due to her emotional uneasiness. Also, the idea of arbitrary books 

drifting around the crystal ball also originates from the original tarot cards (Figure 

5.68).  
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Figure 5.68: The evolution of Image 3 

5.3.5 The evolution of Image 4: 

According to the evolution of this spread, the original notion of the ball of wool is 

initiated by its common association with cats. Using this ball as a starting point for the 

sketch, I noticed that when it was enlarged the contours of the object bared a close 

resemblance to tree branches (Image 4.1). After enlarging this object, the gaps 

between the thread gave me the opportunity to use this space to explore the 

components of the object, and also to identify potential space for visual elements. 

Additionally, I added some movements as Little Witch shuttles back and forth and 

climbs out to find her missing Meowmi in between the gaps of the enlarged ball of 

wool (Image 4.2 & 4.3). Although this image is an abstract experimentation in the 

earlier creative process, the visual elements from this image become essential 

afterwards for the development of this spread.  

In Image 4.4, the initial concept of the image is not only the shift from ball of yarn to 

crystal ball, but also the attempt of trying to display Little Witch searching for her cat 

in the dark forest in the crystal ball. Furthermore, the visual materials are taken from 



	 164	

Image 2 which parodies Twitter. Image 4.4 to 4.6, is in the form of a series of refined 

visual elements, and adjustments through each updated version. The purpose of 

applying different media experiments with watercolours and coloured pencils from 

individual visual elements is, once again, to explore potentially suitable media for the 

mode of the story (Image 4.7 & 4.8). Image 4.9 is also the consistency of the 

alteration from Image 4.6, and is the finalised version of this practice as it has 

exceeded my initial expectation (Figure 5.69).  

 
Figure 5.69: The evolution of Image 4 

 

5.3.6 The evolution of Image 5: 

 

The whole spread commences with a small sketch which I extended in my final 

completed composition. However, in this image I encountered the challenge of 

creating a mystical atmosphere of the entrance into Storybook Tales 2.0 which Little 

Witch accesses. The miniature of the initial sketch in Image 5.1 displays Little Witch 

entering a huge book, and Image 5.2 provides more visual information of the huge 

book while Little Witch intends to cross over into the book. As previously mentioned, 

the challenge I have faced is to increase its mysterious quality, but Image 5.2 does not 

meet my expectations. After experimenting, I realised that not only there are a 



165	

numerous of ways of creating a mystical mood, but that my initial design of the 

composition was hindering me. The changing perspective I strived for is due to the 

difficulty I had with finding a correct sense of perspective, as my previous experience 

of graphic design was used without considering pictorial space and depth. The illusion 

of pictorial space/depth is a Western, rather than Eastern, tradition. Therefore, the 

pencil study of the sense of perspective has been a time consuming challenge, as I am 

unable to capture the right angle with the visual elements. Accordingly, in Image 5.3, 

the path towards Storybook Tales 2.0 is decided to be the main focus in terms of the 

application of a two-point perspective. As in Image 5.4 and 5.5, the consistency of the 

recycling of the visual elements from previous images. Nonetheless, the trees and the 

other plants are magnified to be placed in the very front of the spread to vary the 

composition. Furthermore, the little bird that stays up on the tree branch to look at 

Little Witch from a distance, is also intended to reinforce the occult narrative. Image 

5.6 is an attempt to use colours to distinguish the relationship between foreground and 

background (Figure 5.70). 

Figure 5.70: The evolution of Image 5 
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5.3.7 The evolution of Image 6 and Image 7: 

 

Image 6.1 can be seen as the turning point in the creative process; it is this stage 

which represents the first time when Little Witch encounters familiar fairytale 

characters. The sketch consists of the Three Pigs in the same house with each of their 

three different materials (straw, wood and bricks) integrated into this single structure. 

The images of the Three Pigs in most postmodern picturebooks are often represented 

with anthropomorphic features. This can be seen in The Three Pigs (Wiesner, 2001), 

‘The True Story of the 3 Little Pigs!’ (Scieszka and Smith, 1989) and ‘The Jolly 

Postman or Other People’s Letters’ (Ahlberg & Ahlberg, 1986). The combination of 

these two concepts led me to transform a simple 3D illustration into a single structure 

that integrated the three pigs with anthropomorphic features and their three chosen 

materials.  

 

The first sketch (6.2) is of the pig with the house of wood in trapezoid shape, and the 

ears, arms, nose and feet all depicted using pointy shapes to represent the features of 

wooden sticks. In addition, the pig with the wooden house is also designed to transmit 

a degree of laziness, but to a lesser degree than the pig who constructed his house 

made of straw. This shared personality flaw is intended to evoke the Disney ‘Silly 

Symphony’ portrayal of the Three Little Pigs. 

 

The pig with the house of straw is delineated with more sketches in order to capture 

the personality of its negligence and laziness. Through suitable movements, which 

demonstrate that the straw skirt is worn by the pig with the straw house, and the 

Hawaiian dance is an attempt to enhance joy and to hint at a holiday spirit. What is 

more, the contour of the straw house is a cylindrical and round shape to accommodate 

the personality of the pig with the straw house. The sketch of the pig with the house 

of bricks is influenced by Image 6.1 where the three pigs are stuck in the same 

building, and the previous pencil study of Space Snail also retains some impact on 

this sketch. Instead of creating a new house shape, as is the case with the pig with the 

straw house and the pig with the wooden house, the pig with the house of bricks is 

expanded to a larger size than the others with the bricks worn by the pig. Delivering 

the design concept as indicated, renders his appearance similar to a snail and 

represents his personality as both resourceful and practical.  
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The initial step of engineering the sketches into 3D forms produces three basic 

orthographic views; including front view, profile view, and oblique view. For the sake 

of manufacturing, each model of the characters needed certain procedures that 

involve: 1) Designing from 2D concept art to 3D illustration, 2) Modelling, 3) 

Texturing and shading, 4) Layout, 5) Lighting, 6) Rendering, 7) Compositing. The 

execution of 3D illustration in each character is compiled in Image 6.3-6.4. Image 6.5 

is an aggregation of the adjustment of Little Witch’s appearances, including her fringe 

shape, her face shape, and the size of her two-dotted eyes, in order to compare and to 

confirm which 3D version of Little Witch meets my expectation in this practice.  

 

The transition movement of the shift of the visual stylistic idioms from 3D illustration 

to low poly is exhibited in the assemblage of Image 7.1 and 7.2. In this practice the 

transition movement is purposely emphasised by exposing the creative process in the 

narrative to reinforce one of the characteristics of metafictive devices. Particularly the 

shift of the Three Pigs which is inherited in the next spread (Image 8) the chapter 

containing Big Bad Wolf (Figure 5.71). 

 
Figure 5.71: The evolution of Image 6 & 7 
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5.3.8 The evolution of Image 8 and Image 9: 

The sketch of Image 8.1 is developed in the earlier stage in the creative practice, and 

it documents the impact of the further visual progression. The visual information 

contains Little Witch’s encounters with Big Bad Wolf while he makes enormous 

huffs and puffs that push Little Witch to the edge on the left side of the spread. This 

action is vastly overstated so that it fully visualises the irony and playfulness. As the 

pencil study progresses, Image 8.2 is one of the attempts of depicting Big Bad Wolf’s 

plump cheeks like a fan to emphasise the huffing and puffing. 

However, as the shift of the visual stylistic idioms signifies the breakthrough of the 

whole creative process, the visual elements are required to be converted to low poly, 

and are the challenges in this particular task. Across Image 8.2 to Image 8.3, the 

pencil studies not only visually mimic Big Bad Wolf, his huff and puff, and Little 

Witch in low poly form but also crystallises them by constructing multiple meshes. 

The lighting and the tones of each character are primarily concentrated in order to 

examine the legibility of this spread in the coloured version of Image 8.4. In terms of 

the composition, the inherent arrangement from Image 8.1, is of the movement of Big 

Bad Wolf as he breathes out the powerful huff and puff. This is against the visual 

flow and builds a precarious ambience in order to accommodate the habitual 

impression of the Big Bad Wolf which is generally hostile, unfriendly, and scheming. 

From low poly form to Pixel art form, the process of the transition is yet again utilised 

through similar rules as in Image 7.1-7.2, the emergence of the transformation appears 

on Image 9.1 (Figure 5.72). 
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Figure 5.72: The evolution of Image 8 & 9

5.3.9 The evolution of Image 10 and Image 11: 

Image 10.1 is the first draft for the assembly of familiar fairy tale characters that 

gather in a playground. However, the later visual development is extensively 

influenced by the collections of the essential visual elements, such as the playground, 

from this image. Image 10.2 is under progression and it is in the same period of 

creative practice as Image 6.1 and Image 8.1, the visual materials are selected from 

Image 10.2 and their features are applied in Image 10.3. The visual material contained 

includes the Seven Dwarfs, a playground and the natural elements. The Seven Dwarfs 

are identified individually by their personalities, emotions and their body language. 

The playground is augmented with the natural elements and allows the Seven Dwarfs 

to amuse themselves.   

The display of each of the Seven Dwarfs is converted from normality to Pixel art form 

in Image 10.4, so that the new form of each character can be arranged in the 

background setting displayed in Image 10.5. The entire visual elements are all 

transformed into Pixel art form, in which Little Witch occupies the major space of the 

whole image to contrast the size difference between Little Witch and the Seven 
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Dwarfs. The function of the coloured version in Image 10.6 is the identification of the 

ambience and the general tone in order to improve the image.   

From a series of its stylistic forms, the flattened-shape is the final visual idiom. The 

continuation of the transition of the process is applied in Image 11.1. Each character 

is simplified and transformed to less complicated figures in the Ugly Duckling 

chapter (Figure 5.73).  

Figure 5.73: The evolution of Image 10 & 11

5.3.10 The evolution of Image 12 and Image 13: 

All of the characters are shifted to the stylistic idioms of flat-shaped in Image 12. The 

chapter of the Ugly Duckling is also the end of the journey within Storybook Tales 

2.0. Following the conversation between Little Witch and Ugly Duckling, the 

indication of the trail tracks of Meowmi is suggested by the Ugly Duckling, and is 

followed by Little Witch and the other characters. The lengthened broomstick, is 

ridden by the flattened-shaped characters, towards the door that floats in the sky, and 

with the addition of the ‘Exit’ indication sign to support the idea of departure. The 
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design of the ‘Exit’ indication sign is adapted to the fairy tale world with a pointy hat 

added to the symbol.  

 

This enables the continuation of a coherent narrative structure, when the characters 

travel back to the conventional world. Not only are they all transformed back to 

normality, but also most of them remain in the same position on the extended 

broomstick to strengthen their identifications. Image 13.1 to Image 13.5 is a stream of 

visual recordings of the progression. The natural visual materials are exploited in this 

image and are also inclined to enhance the visual flow to intensify the dramatic 

arrival. The final composition has Meowmi hidden in the image that is echoed in the 

ending of the story in Image 23, 24 and 25 (Figure 5.74).  

 
Figure 5.74: The evolution of Image 12 & 13 

 

5.3.11 The evolution of Image 14: 

 

The plot development, from Image 14 to Image 21, shows Little Witch in a reactive 

mode as she intensively seeks the solution to locate her missing cat. Image 14.1 

comprises the visual information depicted in the collections of straw and hay, sticks 

and bricks from the Three Pigs’ houses. Furthermore, assistance is also offered from 
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them whilst she makes a magic potion. The visual elements include the interior 

information that refers to her study, Little Witch stands up on the cauldron in order to 

make the magic potion, with the Three Pigs’ assistance. Therefore, the process of 

generating those visual elements enables me to construct this composition. Over the 

course of my personal visual language development, the different compositions of 

Image 14.2 are rearranged as the contextual background is omitted and the cauldron is 

enlarged to be the main visual focus of the whole composition.   

Nevertheless, after reflecting on the whole progress of the composition, I consider the 

interior information to be its essence, as it reveals more about the method of Little 

Witch as she makes the magic potion to find Meowmi. Hence, the chain of Image 

14.3 to Image 14.7 is the evidence of this visual process. Image 14.3 is drafted 

roughly from my visual thought, and the rest of the images are grown with more 

visual materials and details. Image 14.4 and 14.5 are the set of pencil developmental 

roughs with filling and shading. Regarding the ingredients  on the wall for making a 

magic potion to find the missing cat, the materials are thrown into the pot in order to 

produce a successful potion, and each material is illustrated in detail. The difference 

in Image 14.7 and 14.8 is altered by the interior setting so as to emphasise Little 

Witch’s reactive mood (Figure 5.75).  

Figure 5.75: The evolution of Image 14
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5.3.12 The evolution of Image 15: 

 

The result of the failed potion emerges in the original sketch of this scene in Image 

15.1, which dramatises the explosion of a various mix of unidentified cats from the 

potion pot. The irony is demonstrably echoed with this visual manifestation. Image 

15.2 and 15.3 are the experimentation with the medium of linocut, with Image 5.2 

focusing on the popping cats with different colour combinations, so that I am able to 

reflect on whether lino cutting is compatible with my personal language. On the other 

hand, Little Witch’s facial expression of being anxious is applied with lino cutting 

and the radiant background is used to strengthen the anxious expression.  

 

From my previous sketches of the explosion of the various cats, two major visual 

elements are selected to manifest the ironically dramatic results in Image 15.4 and 

15.5: one is the explosion of the cats with modifications with all sorts of cats in 

various colours and patterns; the second visual element reinforces the emotional 

distress from Little Witch, by placing her in the foreground of the right side of the 

spread, with the visual flow to responding correspondently with the result (Figure 

5.76).   

 
Figure 5.76: The evolution of Image 15 
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5.3.13 The evolution of Image 16: 

The second piece of assistance Little Witch receives comes from Big Bad Wolf. The 

initial draft in Image 16.1, contains the huff and puff which is one of the appealing 

characteristics of Big Bad Wolf, with this prominent element to be reemployed from 

the practice of Image 8. In this draft, Big Bad Wolf tries his huff and puff to operate 

the print machine for the purpose of distributing the fliers of the missing cat, and 

Little Witch waves her magic wand with an ‘Abracadbra’ spell to deliver these 

aforementioned fliers. In Image 16.2, the opposite composition to Image 16.1, the 

positions of two characters are exchanged with different functions in the image. After 

the consideration of which composition is seemingly more appropriate for the features 

of metafictive devices, Image 16.2 seemed more suitable.  

Nevertheless, in the pencil study of Image 16.1 and 16.2, the visual identification of 

Big Bad Wolf is comparatively weaker than the later sketch of Image 8.1. Thus, the 

figure of Big Bad Wolf from Image 8.1 is utilised in this practice as it appeared in 

Image 16.3 and 16.4. During the process of the alteration of the composition (Image 

16.5), I have discovered that each visual element is composed with different 

perspectives, so that the arrangement needed to be adjusted in order to provide a 

suitable angle so that Big Bad Wolf is centred in the spread to increase the intensity of 

the visual drama in Image 16.5 (Figure 5.77). 
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Figure 5.77: The evolution of Image 16

5.3.14 The evolution of Image 17: 

The similar concept of Image 15, contains the outcome after the thwarted assistance 

from Big Bad Wolf, is manifestly unfolded in Image 17. Image 17.1 is the original 

draft of the visual thought of Meowmi seeing these flying fliers of the missing cat. 

What is more, the exterior elements of the houses are introduced in Image 17.2 with 

Meowmi on the roof where he witnesses the fliers. In this composition, the house is 

the main visual element to be explored through etching, aquatint and collography. The 

practice with aquatint evolves unexpectedly due to my lack of experience with this 

medium, however, somewhat surprisingly the outcome exceeded my expectation. The 

texture of the aquatint applied to the roof exhibits the quality and the reinforcement of 

the ambience of the houses. Yet, the medium of collography is followed by my own 

intuition. The outcome of the collography was satisfactory. These media performed 

better than I anticipated. However, due to my lack of experience of printmaking, I 

found myself struggling to choose an appropriate medium to exercise each 

composition of the story.  
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Image 17.5 is one of the initial pencil studies to show a different perspective where 

Little Witch rides her broomstick in the sky to seek Meowmi. This influences Image 

17.6 so that Little Witch flies in the sky to locate her cat by riding her broomstick, but 

the mission still remains unsuccessful. A few fliers are attached to Little Witch while 

she is in front of the house and again her emotional expression is that of unspeakable 

disappointment in Image 17.7 (Figure 5.78).  

Figure 5.78: The evolution of Image 17

5.3.15 The evolution of Image 18: 

As the result of previous unsuccessful attempts, the third attempt intended to convey a 

feeling of dissatisfaction that results when Little Witch’s expectation was not realised. 

The Magic Mirror as one of the visual elements dominates the majority of the space 

of the spread in Image 18.1. The textual representation of the question Little Witch 

asks appears on the mirror in its reversed reflected form. In the early stage of the 

process of the narrative, the Magic Mirror responds to Little Witch that he only knows 

the identity of the most beautiful girls in the world, and also provides her with an 

apple that could assist her in finding her cat. This response is both parodies and 

references the story of Snow White. This is somewhat premature in the creative 
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process, nonetheless the concept of Magic Mirror has remained influential for Image 

18.3.  

 

When some doodles are jotted with regard to Magic Mirror, the previous reference 

impels me to link the attributes of the mirror, leading me to connect the concepts of 

Google and smart phones with that of a mirror. Thus, the design of Magic Mirror has 

been elevated to a smart phone’s interface with the typography of Magic Mirror also 

mimicking the logo of Google while searching Meowmi by typing questions through 

the digital keyboard. Furthermore, Little Witch is no longer patient when zero results 

are shown by Magic Mirror. She is again arranged to the right side of the spread to 

retain visual consistency, however, this time her emotional outburst is demonstrably 

no longer restrained (Figure 5.79). 

 
Figure 5.79: The evolution of Image 18 

 

 

5.3.16 The evolution of Image 19, 20 and 21: 

 

A stream of the application of metafictive devices occurs in Image 19 to 25. In the 

early creative practice, this series was potentially established with representations that 

the metafictive devices could be utilised with such an approach. Image 19.1 and 19.2 

are less progressed as the design of the cutting hole and the conceptual idea of Little 
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Witch seeking help from the author (myself) are finalised, therefore the slight 

alteration to Little Witch centres upon the colours used.  

Instead of presenting huge speech bubbles in Image 20.1, in response to the parody of 

modern society and the phenomena of Twitter, and Google, the speech bubble is 

altered to the visual element of an instant message bubble with the colour of blue that 

is highly recognisable with the increase of communication through instant messaging 

through smart phones. By contrasting the plain design of Image 20.1, Image 20.2 

provides more interior information about the world Little Witch enters through the 

cutting hole. The visual materials are collected to compose a resemblance of an 

artistic desk and those visual combinations are able to offer background information 

of the occupant of the artist’s desk.  

Over the image 21.1 to 21.2, contains the revelation of the author and the skills of an 

author used as Deus Ex Machina. The improvements of the final image are included 

1) The semi-profile of the author are more visible, 2) The enhancement of the

sketchbook on the desk is more recognizable, 3) The conversation between Little

Witch and author is simplified within a message frame, 4) The footprints in ink of

Little Witch are emphasised to dramatise her entry into the world of the author. Her

perseverance is also represented with an expression of fortitude on her face (Figure

5.80).
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Figure 5.80: The evolution of Image 19, 20 & 21

5.3.17 The evolution of Image 22, 23 and 24: 

As previously remarked upon, Image 22 to 24 are a series of metafictional strategies 

that come towards the end of the story. Image 22.2, 23.1 and 24.1 were developed in 

the early stage of the practice. As the visual progression has developed throughout the 

reflective practice, Images 22.3, 23.2 and 24.3 are the results of the improvement to 

early images. Image 22.1 is the draft of Little Witch returning to the conventional 

world that offers the visual materials of an inhabited area. Moreover, the emerging 

author’s photographic hand carries Little Witch back to ‘the story’ in Image 22.2. 

After the consideration of the visual information of the inhabited area, the 

composition in Image 22.3 is changed to become simpler in style because the 

information is relatively incoherent in terms of the sequence.  

Image 23.2 retained the visual elements from Image 23.1, the apparent modification 

of a magnifying glass and the book itself are placed in this image.  In the early stage, 

the stories narrative centres upon Little Witch being enlarged by the author so that she 
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is able to use the magnifying glass to search for Meowmi throughout the small town. 

In order to echo Image 13.6 with Meowmi hidden in the spread, Image 24.2 responds 

by Little Witch holding a magnifying glass to seek for Meowmi in the book itself. 

The body language of Little Witch in Image 24.2 is seemingly awkward and unnatural 

from my point of view, hence the position of Little Witch is adjusted to clearly 

capture her as she reads and searches for her cat in the book itself (Figure 5.81).  

Figure 5.81: The evolution of Image 22, 23 & 24

5.3.18 The evolution of Image 25: 

Consequently, the sequential scenes of Image 25.1 follow Image 24.1, as Little Witch 

becomes a giant to enable her to probe where her cat is in the small town. Finally, a 

successful outcome emerges as Little Witch finally finds Meowmi sheltered in the 

corner surrounded by the buildings of the small town.  

Image 25.2 is a quick sketch of Little Witch using the magnifying glass to find the cat 

caved in a paper box, the use and visual deployment of the magnifying glass in this 
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image is retained and inherited in Image 25.3. The ending echoed within Image 13.6 

is an expatiation for the plot development, and also unfolds it leaves an unresolved 

and open ending, which is another example of a metafictive device (Figure 5.82). 

Figure 5.82: The evolution of Image 25
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5.4 Conclusion: The challenge of creating visual consistency when 

integrating a range of stylistic idioms 

Salisbury comments on the term ‘style’, being a word that other people use when 

talking about an illustrator or artist’s visual work. He also advises illustration students 

that if their drawings are to develop naturally and with integrity, it is very important 

not to consciously seek a ‘style’. Instead, processing the artwork honestly, and with 

complete immersion in the passion for the subject matter, will allow the work to 

evolve and develop its own identity (Salisbury, 2004). Malraux, however, has a 

different point of view regarding style.  

“Van Gogh utilised Japanese flat colour; the Fauves utlised Byzantine 

or primitive form; Picasso employs those of fetishes. But all alike are 

far from being dominated by those forms, and farther still from the 

world these forms meant to their inventors.” (Malraux, 1953) 

Consequently, scavenging and recycling characteristics and styles of artists, and 

artistic movements, is a particular metafictive device of postmodern picturebooks. 

Anthony Browne’s Willy the Dreamer is one of the most proactive examples of 

recycling, borrowing and mimicry of seminal artistic styles and themes re-deployed in 

a modern-day context. I would suggest, it is the strength of Browne’s own personal 

visual language that makes it possible for him to incorporate this vast number of 

highly different visual language and art movements into his narrative. This is 

achieved through the clear visual identity of Browne’s signature primate protagonist, 

who remains clearly recognisable regardless of the visual shifts he endures. 

In terms of styles in narrative art, Nodelman states that the artists/illustrators of 

children’s picturebooks express the styles of their personalities through images. 

However, this purely personal visual perspective of the artistic self is less significant 

when compared to its primary function of forming a part of a complete and 

meaningful narrative. Yet, in this primary role that Nodelman identifies in narrative 

art, he still argues that illustrators are subsidiary artists, while Salisbury and Styles 

also stress the prevalent expectation that pictures should, ‘play a subordinate role in 
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storytelling.’ This subordinate role, can also be witnessed in book reviews of 

picturebooks that discuss illustrations as a ‘footnote’ or even an ‘annotation’ rather 

than considering the text and illustration in ‘tandem’ where, ‘meaning emerges 

through the interplay of word and image’ (Salisbury and Styles, 2012).  

Underlining this textual hegemony, Maurice Sendak when completing ‘Outside Over 

There’ speaks of a process that began in text and had to be comprehensively 

completed in text before even progressing on a book that this text had to be completed 

and ‘to be very good as far as I’m concerned’ before work even began on illustrating. 

This textual dominance is, however, being challenged through the continual evolution 

of the picturebook and the increasing number of experimental artist-authors willing to 

continually challenge and stretch the parameters of this form. Nodelman (1990)  

emphasises that the most successful picturebooks are often those working in this role 

of artist-author, such as Sendak and Beatrix Potter, who are able to produce books 

written-illustrated by the same person.  

Similarly, artist-author- David Wiesner’s ‘The Three Pigs’, through its playfulness, 

captures the spirit of the postmodern picturebook while deploying different stylistic 

idioms. The story opens with the traditional refrain ‘Once upon a time’, a 

conventional opening supported by traditional illustrations of a world depicted, with 

warm and inviting watercolour panels applied in all settings up to and including the 

characters and interior. It is when the wolf starts to huff and puff that the reader 

begins to experience a truly distinctive visual narrative, as he blows the three pigs out 

of this initial traditional setting and into a parallel story structure creating a narrative 

limbo onto which a postmodern landscape unfolds. It is a landscape, sometimes blank, 

interspersed with hung reams of pages (stories) made for climbing on, crawling under 

and folding up for paper airplane travel that reaches into further surreal worlds of 

picture pages.  

There are three stylistic idioms shifting within the conventional world: 

1. Three dimensional with folding paper airplane (Figure 5.83)

As the three pigs depart from the traditional world the first transformation

begins. This move into a new stylistic idiom is made explicit, as the viewer is

able to see two of the pigs halfway through the process of transitioning from
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their traditional watercolour form and into their new three-dimensional form. 

Meanwhile, the other pig is fully transformed while the wolf remains stuck in 

his original form. 

Figure 5.83: Paper airplane

2. Nursery rhymes non-realistic style with less detail and flat colour (Figure 5.84)

Again, the viewer is able to witness the transformation of forms due to the fact

that we can see a solitary pig entering the nursery rhyme world at the bottom

left hand side of the page. As he enters, his body is again in the process of

transitioning between one form and another. As the pig enters the nursery

rhyme, his detailed three-dimensional body is replaced by a rudimentary non-

realistic style with block colours. As the viewer moves onto the next page of

the spread, the pigs are seen to be exiting this world and, as a result, retrieve

their detailed three-dimensional shape as they depart. Again, this

transformation is depicted mid-way through with the half that remains in the

nursery rhyme retaining the simplistic features of this world. This has the

effect of adding movement and an element of dynamism to the narrative as

well as making explicit this shift between artistic forms.

 Figure 5.84: Nursery rhymes 
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3. Comic narrative frame / comic book line drawing (Figure 5.85)

The next transformation sees the pigs abseiling down from the top left of the

page into a cartoon strip world, this time in their complete three dimensional-

form. This black and white comic strip is accentuated by the juxtaposition of

this highly distinctive drawing style with two highly detailed three

dimensional pigs in colour.

I do not think he is able to overcome or to resolve the problem of blending 

different stylistic idioms into a single narrative work. Instead, he is able to use 

these different forms to create a deliberately fractured adventure that plugs 

into the postmodern usage of fractured thoughts and images that disrupts unity 

and conformity, thus creating an element of discomfort in its viewer as these 

different forms invade each other’s worlds.   

 Figure 5.85: Comic narrative frame

In my creative practice, parody is one of the most prominent characteristics consistent 

with the generic features of a postmodern picturebook. Therefore, I have chosen the 

most famous and instantly recognizable folktales - the Three Pigs, Big Bad Wolf, the 

Seven Dwarfs and the Ugly Duckling to serve the purpose of each different stylistic 

idiom. Moreover, I selected the essential features of each of the folktales’ narrative to 

utilise metafictive devices onto them through creative practice requires my personal 

language with my instinct and integrity by experimenting a range of mediums.  
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The basic visual personality in the beginning of my story – to depict a conventional 

world of representation can suggest implicit attitudes towards the subject just as much 

as cultural visual language and individual visual identity can.  Some artists and 

primary school teachers have described my visual style as identifiable and/or 

analogous with East Asian style, and more specifically with the energetic and 

cartoonish Japanese style. My initial plot was to focus on the parody of traditional and 

highly familiar folktales. However, through reflective practice, and through the 

process of computerising the whole visual body of my book, I have found the locus of 

parody along with the core concept of my story shifting in order to parody our current 

generation’s obsession with modern technology, with mobile phones, online games 

and message communication. 

As Little Witch enters the Storybook Tale 2.0, a variation on the many doorways and 

portals that appear on the certain pages afford the viewers a symbolic entry into the 

different world of the stories that follow.  

Differences in period style are supported by differences in execution that evoke the 

varying significations of different visual styles. Different styles in different books can 

evoke different meaning for the complex reason that style implies the identity of the 

usual circumstances of its use; hence, a style used in different circumstances will 

evoke the information association with its original circumstances. Nevertheless, the 

particular style of an illustration still transcends the other styles it evokes.  

The most significant fact about the variety of the styles I create is that all of them are 

exclusively centred upon my own mimicking of stylistic idioms of retro video games 

and to use illustrative principles to balance the transformation of these styles to make 

the visual work consistent. 
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5.4.1 The principles of integrating a range of stylistic idioms 

 

5.4.1.1 The composition of the background  

 

As the forms shift across each of the different chapters of folktales, I decided to keep 

the background consistent. This was done as a visual acknowledgement to the viewer 

that while they are experiencing a continual shift in aesthetic representation the 

characters remain on the same stage. Therefore, I decided to compose the background 

on each page by dividing the two parts of sky and ground and to apply this to each 

chapter to provide visual continuity (Figure 5.86). 

 

 
Figure 5.86: The composition of the background 

 

5.4.1.2 The ribbon of the chapter/ the birds / the clouds  

 

The challenge of the visual continuity, one of the strategies is that in each chapter I 

decided to retain and to recycle certain elements of the composition and to keep them 

in similar design, proportion, and arrangements (Figure 5.87). 
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Figure 5.87: The ribbon of the chapter/ the clouds/ the birds 

 

5.4.1.3 The characters 

 

The costumes of each character are kept in the same colour panels and with similar 

silhouettes. This is to create their own identity that will enable the viewer, allowing 

them to not only recongnise them, but to also alert them to the visual transformation 

that each of the characters are subjected to. 

 

5.4.1.4 Colours 

 

I decided to generate a set of colours that varies smoothly, while the colour panel of 

the stylistic idioms is arranged with deliberate consideration so as to keep the colours 

in each chapter vivid and bright with mid value colour channels.  
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5.4.1.5 The folds and the signs 

 

The folds play an essential role in making the intergradation more understandable. 

This feature of a physical book, has been used in the function of transforming the 

characters into another stylistic idiom as the characters cross the page to enter into 

different folktale chapters. The signs appear in this process to alert the viewer to the 

impending change that will happen as the characters cross the fold. A sign is also 

present when all of the folktale characters enter into the conventional world, with the 

exit sign indicating their departure from this folktale world (Figure 5.88).  

 

 

 
Figure 5.88: The folds and the signs 
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5.4.1.6 The text and typography  

 

The informal nature of the conversation between Little Witch and the folktale 

characters remains the same throughout, to maintain a form of continuity even as the 

characters change into different stylistic idioms. The typography also remains the 

same throughout, aside from the titles that indicate that the characters have entered a 

new folktale. In the case of the different use of typography for these titles, I attempted 

to follow my own intuition to design each of the typographical styles that I thought 

best conveyed elements from the stories they introduce (Figure 5.89).  

 

 
Figure 5.89: The text and typography 
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                     Table 5.1: The forms shifting   
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Chapter 6: Conclusion 
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Conclusion 

 

The aim of this study has been to fill a gap in knowledge regarding the application of 

metafictive devices involved in making a picturebook with creative practice. In this 

study, I explored the application of metafictive devices in postmodern picturebooks 

through the illustration practice of creating a postmodern picturebook featuring and 

visualizing metafictive devices. The final components of the research comprise a 

dummy book as an artifact, the progressive visual journey recorded in different stages 

of practical process and the reflective commentary contributed to the knowledge of 

how the applications of metafictive devices were established in my own creative 

practice.  

 

It can therefore be said that the outcome of this practical process of this art inquiry is 

the finished dummy book, ‘Where is Meowmi?’. The finished artefact represents and 

delivers the practical and creative knowledge grasped and applied in this research. 

The dummy book is a product and creation of the visual research. It is not only a self-

evident means of achieving the research aims, it is also the utilisation of the 

knowledges and learnings from the creative process and theoretical elements of the art 

inquiry. This is why the interchange of the creative practice and theoretical elements 

through reflective practice is important in this research.  

 

In terms of postmodern influence, this manifests in various performances with 

different art fields. Especially with visual practice, the image-based technology is 

chosen to be utilised in order to create something new or fresh. A hybrid or 

combination of different things is a common approach that many postmodern artists 

adapt into their artworks. However, postmodern architecture shows completely 

different attitude and philosophy that is strongly against modernism.  

 

As metafictive devices are inseparable from postmodern picturebooks, to navigate the 

postmodern influence of the authors and illustrators, it is essential to examine and 

identify existing postmodern picturebooks through Pantaleo’s extensive list. The key 

identifying characteristics in the light of the seven postmodern picturebooks include: 

1) The wide usage of parody including parodic appropriations of other texts, genres, 
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and discourses, and intertextuality, 2) The same metafictive devices are served for 

different purposes and are demonstrated within different art forms, under different 

narratives by different bookmakers and this is one of the most important 

characteristics of postmodern picturebooks: self-referentiality. The overall 

characteristics highlight the hybrid or mixed approach, the consideration of applying 

current image-based technology such as MAYA, Photoshop, and Illustrator, the use of 

parody and the quality of self-referentiality in postmodern picturebooks. The 

aforementioned studies and references inspired and assisted my creative practice.  

 

The creative process is developed through the loop of reflective practice. In the 

reflection-in-action phase, I allowed myself to freely and visually execute the 

principles of thought and action in line with the objectives, including characters 

development, storyboards improvements, various experimentation of media, and a 

series of application of metafictive devices in the dummy book.  When I encountered 

the obstacle or dissatisfaction in relation to my creative objectives, the reflection-on-

action offered me time and space to take a step back in order to review the overall 

situation and the progress I have made. This also required some inner and outer 

dialogues in which I discussed the potential solutions of dissatisfaction that occurred 

during my reflection-in-action. After reflection-on-action, re-reflection-in-action 

provided the opportunity to improve the quality of the creative objectives. The 

repetition of the use of the loop of reflection in this study is recorded in visual 

progressive journey and reflective commentary.  

 

With the recording of these references to the progression of my own practice, the loop 

of reflective process had brought me and the practice with some understanding. Not 

only was new understanding such as theoretical element expected, it provided insight 

that is more approachable to how close I connected to each objective in the practice. 

For instance, in reflective commentary, there were a great deal of details written on a 

series of metafictive devices in the context of traditional storytelling than on any of 

the other objectives. This is because a set of metafictive devices is the conceptual core 

in relation to the specific dummy book created in this study. 

 

As earlier stated, new understandings as creative outcomes, were gained through the 

creative process of making a postmodern picturebook. A set of applications of 
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metafictive devices are demonstrated in this specific picturebook, ‘Where is 

Meowmi?’. In this study, they are the main elements of the new understandings which 

also represent the originality of creative work. The following sections cover the 

creative outcomes: 

 

• There is a great potential for metafictive devices evolving into various form that 

could assist storytelling to become more dynamic and playful. For instance, one 

metafictive device from Pantaleo’s list, Chinese-box structure as multiple 

narratives, is used in different forms as portals in ‘Where is Meowmi?’ The main 

character - Little Witch enters through different portals while the story is 

progressing. There are two forms of portals – one is manifested visually; 

examples include crystal ball, the book of Storybook Tales 2.0 and EXIT sign. 

The other form is in physical form by using the features of a book, including the 

folds, and the cutting hole.  

 

• There is a great potential for parodying various phenomena of the digital age into 

a postmodern picturebook. Has social media eroded our interpersonal 

relationship? From my own point of view and observation, my answer to the 

question is positive. Therefore, the question that often underscores discourse 

relating to the phenomena of social media including Twitter, Google, instant 

messaging, and Web 2.0 led me to utilise those elements in my study. The 

picturebook is an effective way to explore the social media phenomenon because 

of the characteristics of postmodern picturebooks, which are parody, playfulness, 

and irony. It provides a platform for me to inject the elements of the social media 

phenomenon into a traditional story tale.  

 

3.   Postmodern picturebooks are not only for playfulness or parody but also, with the 

plot structure, can make the story more meaningful.  

 

4.  As part of my creative process, a range of experimentation of medium included 

etching, aquatint, linocut, screen printing, collagraph and digital drawings. During the 

printmaking process, I found myself struggling to execute the medium well enough to 

fit my expectation. Moreover, I encountered many obstacles and dissatisfaction in my 

printmaking artwork. After reflection-on-action, I felt more confident to proceed with 



	 196	

the execution of the book with digital media. With the foundation and knowledge of 

sketch practice, I was able to establish my personal visual language from the outset, 

and ultimately used digital drawing as the major medium to accomplish the whole 

design of the dummy book. After sketching my initial ideas on paper, then using 

computer software: MAYA, Photoshop and Illustrator, I applied different visual 

languages onto different fairytale characters as a range of pastiche of illustrative 

styles to establish my own kinds of digital aesthetic. 

 

An original contribution to knowledge for this research rests with how the new 

understandings have been established, the majority of which are from the creative 

practice of picturebook making. By answering the question of how important it is to 

make a successful book, I analyse what the strengths and weaknesses of it are as a 

creative outcome, and what can be learned from the shortcomings is as important to 

research inquiry as the strengths.  

 

1.   In a picturebook, every component on the spreads should be given the same 

degree of attention, and this provides a complete sequence where each 

component of the spreads relates to the next. In retrospect, the manner in 

which the books come together made me realise that there are a few spreads 

losing the fluency of the sequence in the dummy book. P7-p8 and p9-p10 

(Figure 5.1 and 5.2) are considered to be redundant spreads in relation to 

multiple images and text in an unfolding sequence. In p7-p8, I tried to inject 

the element or the concept of Twitter in the beginning of the story. However, 

it appeared unexpectedly and rather randomly out of the whole narrative. 

Furthermore, the next page which is p9-p10, did not fully relate to the 

preceding spread. There is less space given to the imagination of the readers. 

Overall, to re-create a new spread to fill the gap in the narrative and replace 

p7-p8 and p9-p10 would provide an opportunity for me to improve the fluency 

of the sequence.  

 

2.   As visual language switches constantly in the storytelling, it breaks the useful 

continuity that propels a story forward as it causes interruptive moments and 

also confusion. Thus, in order to improve and develop a smooth storytelling 

quality, the usage of shifting stylistic idioms can be reduced and I would then 
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choose 3D illustration as the prominent stylistic idiom throughout the story.  

 

3.   The use of parody of the Internet, web 2.0, social media and instant messaging 

make the story more complicated as they are shown in different forms that 

occur at random. As the parody of the social media phenomenon was 

supposed to echo the various stylistic idioms, together to deliver the digital 

visual language and the mockery of the technology impacting on people’s life. 

However, I came to realise the combination of digital aesthetic and the social 

media phenomenon does not work as well as I expected, and even blurs the 

main focus of the narrative. In order to amplify the storytelling, it is necessary 

to consider either removing the element of parody of the social media 

phenomenon or selecting one social media platform to be parodied so that the 

intention of the design would be more focused. 

 

The aim of this research is to create a picturebook in order to understand the process 

that utilises a set of metafictive devices within storytelling by employing research 

methodologies. A dummy book is a result of the creative process in this research. 

Although the importance of making a successful picturebook in this inquiry is not my 

main research goal, it is relatively important as it better delivers a clear message to the 

readers or is more commercially successful. With the above self-critical analysis of 

the shortcomings in the creative outcome, I have learnt and developed a greater 

understanding to make a more consistent approach which may help me to produce a 

successful picturebook in future.  

 

Further research in this field is needed in the direction of further experimentation into 

evolving metafictive devices in a picturebook. Additionally, further investigation into 

reflective loop practice is essential in order to explore whether there is any 

opportunity to refine the process of the reflective loop practice. Finally, this research 

has brought to light the illustration practitioner’s personal experience, intuition and 

intellect applied in this specific book. In doing so, it has become a bridge that delivers 

an original perspective.  The study ultimately reveals and exhibits the creative 

processes involved in the application of metafictive devices by making a postmodern 

picturebook. The study also offers a new understanding to picturebook makers which 
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visually demonstrates the observations and ongoing debates and discussions of 

postmodern picturebooks from scholars in the field.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



	 199	

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Bibliography 

	



	 200	

Bibliography 

Adams, R. (2007). The End of America, the Ends of Postmodernism.Twentieth 

Century Literature, 53(3), pp. 248-72. 

Ahlberg, J. and Ahlberg, A. (1995). The jolly pocket postman. London: Little. 

Ahlberg, J. and Ahlberg, A. (1991). The jolly Christmas postman. London: Puffin. 

Ahlberg, J., and A. (1986). The Jolly Postman or Other People’s Letters. London: 

Penguin Group. 

Allan, C. (2012). Playing with picturebooks. Basingstoke: Palgrave Macmillan. 

Andrews, R. (2003). Research Questions. London: Continuum. 

Anstey, M. (2002). “It’s not all black and white”: Postmodern picture books and new 

literacies. Journal of Adolescent & Adult Literacy, 45(6), 444-458. 

Artnet, 1989. Fernando Botero. [online] Available at:    

               <http://www.artnet.com/artists/fernando-botero/> [Accessed 13 July  

               2018]. 

 

Artnet, 1989,  MENINA AFTER VELAZQUEZ. [online] Available at:   

               <http://www.artnet.com/artists/fernando-botero/menina-after-  

               velazquez-YPUh9T_qWF4Z-HTucfrLfg2> [Accessed 13 July 2018]. 

 

Artsy, 2015. “Dream a Little Dream of me”. [online] Available at:    

            <https://www.artsy.net/artwork/petr-lovigin-what-a-wonderful-world-my-  

             louis-7> [Accessed 10 February 2016]. 

Bader, B. (1976), American Picturebooks: from “Noah’s Ark” to “Beast Within.” 

New York: Macmillan. 

Beckett, S. (2013). Recycling Red Riding Hood. Hoboken: Taylor and Francis. 

Bertens, H. (1997). The Debate on Postmodernism. In: H. Bertens and D.  



	 201	

Browne A. (2008). Willy the Dreamer. London: Walker Books Ltd. 

Browne, A. (1998), Voices in the park. London: Random House Children’s Publishers 

UK. 

Burleigh, R., and Yaccarion, D. (2001). I Love Going Through This Book. Hong 

Kong: Joanna Cotler Books. 

Candy, L. (2006). Practice Based Research: A Guide. CCS Report 2006 - V. 1.0. 

[online] Sydney: University of Technology. Available at: 

https://www.creativityandcognition.com/resources/PBR%20Guide-1.1-

2006.pdf [Accessed 16 Feb. 2018]. Cartlidge, M. (1993). Fairy letters. 

London: Campbell Books. 

Castells, M. (1996). The information age: economy, society and culture. Oxford:  

            Blackwell. 

 

Child, L. (2002). Beware of the storybook wolves. London: Hodder Children's. 

Child, L. (2012). Who's afraid of the big bad book?. London: Orchard. 

Coat, K. (2008). “Postmodern Picturebooks and Transmodern self.” Postmodern 

Pictirebooks: Play, Parody, and Self-Referentially. London: Routledge, P79. 

Cobley, P. (2001). Narratology. London: Routledge. 

Coles, M., and Hall, C. (2011). “Breaking the Line: New Literacies, Postmodrnism 

and the Teaching of Printed Texts.” Reading: Literacy and Language 

35.3:111-114. 

Crotty, M. (2015). The foundations of social research. London: SAGE. 

Davies, C., (2006). Key Houses of the Twentieth Century: Plans, Sections and   

             Elevations. London: Laurence King Publishing Ltd. p. 30. 

 
Deemer, C. (2003). WHAT HAPPENS NEXT? USA: BookSurge Publishing. 
 

 



	 202	

Derakhshani, D. and Munn, L., R. (2008). Introducing 3ds Max. Indiana: Wiley 

Publishing Inc. 

Dresang, E.T.  (2008). “Radical Change Theory, Postmodernism, and Contemporary 

Picturebooks.” Postmodern Pictirebooks: Play, Parody, and Self-

Referentially. London: Routledge, P44. 

Eskilson, J. S. (2012). Graphic Design A History. London: Laurence King Publishing 

Ltd. 

Eskilson, J. S. (2012). Graphic Design A History. London: Laurence King Publishing 

Ltd. p. 392. 

Evans, A., Hardy, M. and Shaw, I. (2010). Evidence and knowledge for practice. 

Cambridge: Polity. 

Flieger, J. (1991). The purloined punch line. Baltimore: Johns Hopkins University 

Press. 

Fokkema, D. and Bertens, W. J. (1997). International Postmodernism: Theory and 

literary practice. Amsterdam: John Benjamins Publishing Company, pp.3-14. 

Frayling, C. (1993) Research In Art and Design. Royal College of Art Research 

Papers Volume 1Number 1 1993/4. London: Royal College of Art. 

Gág, W. (1938). Snow White and the seven dwarfs. Minneapolis: Faber. 

Galloway, A. (2008). A brief history of the future of urban computing and locative 

media. Unpublished doctoral dissertation, Carleton University, Ottawa, 

Ontario, Canada. 

Garland, M. (2005). Miss Smith's incredible storybook. New York: Puffin Books. 

Geek.com, 2017. Snapchat and Jeff Koons Turn AR into ART. [online] Available at:  

            <https://www.geek.com/tech/snapchat-and-jeff-koons-turn-ar-into-art-  

            1718223/> [Accessed 07 July 2018]. 

 

 



	 203	

Genette, G. (2001). Paratexts: Thresholds of Interpretation (Literature, Culture, 

Theory). Cambridge: Cambridge University Press. 

Gerhard Richter, 2009. 22.1.2000 [Firenze]. [online] Available at: < 

            https://www.gerhard-richter.com/en/art/overpainted-photographs/florence-   

            78/2212000-florence-13786/?p=1> [Accessed 15 July 2018]. 

 

Goldstone, B. P. (2002). Whaz up with Our Books? Changing Picture Book Codes 

and Teaching Implications. The Reading Teacher, 55(4), 362-370. 

Goldstone, B. P. (1998). Ordering the chaos: Teaching metafictive characteristics of 

children's books. Journal of Children's Literature, 24(2), 48-55. 

Gravett, E. (2005). Wolves. 1st ed. London: Macmillan Children's Books. 

Grieve, A. (1993). Postmodernism in Picturebooks. Papers: Explorations in 

Children's Literature, 4(3), 15-25. 

Hockney, D., 1969. The Princess in Her Tower. [electronic print] Available at: <  

             http://mediacentre.kallaway.co.uk/rrm-picture-library25.asp > [Accessed 10   

             October 2013]. 

Hockney, D., 1969. The Tower Had One Window. [electronic print] Available at: <  

             http://www.artbma.org/annualreport/2009/donors/hockney.html> [Accessed    

             10 October 2013]. 

Hao, G., C. (2006). What and How. Taipei: Grimm Press. 

Hutcheon, L. (1988). A Poetics of Postmodernism: History, Theory, Fiction. New 

York: Routledge. 

Irwin, W. (2001). What is an Allusion? The Journal of Aesthetics and Art Criticism, 

Vol. 59, No. 3, pp.287-97. 

Jameson, F. (1991). Postmodernism, or, The cultural logic of late capitalism. Choice 



	 204	

Reviews Online, 28(08). 

Jones, T. (2006). A Method of search for reality: Research and research degrees in Art 

and Design. In: K. Macleod and L. Holdridge, ed., Thinking through Art: 

Reflection on Art as research. London: Routledge, pp.226-240. 

Kallaway Limitied, 2003. David Hockney: Grimms’s Fairy Tales. [online] Available 

at: <http://mediacentre.kallaway.co.uk/rrm-picture-library25.asp> [Accessed 

10 October 2013]. 

Kiefer, B. (2008). “what is a picturebook,  Anyway?” Postmodernism Picturebooks: 

Play, Parody and Self-referentially. London: Routledge. 

Korkut, N. (2009). Kinds of parody from the medieval to the postmodern. Frankfurt 

am Main: Lang. 

Kress, G., and Leeuwen V.T. (2006). Reading Images: The Grammar of Visual 

Design. New York: Routledge. 

Le Magazine, 2017. CELEBRATION, THE JEFF KOONS PLATES FOR  

           BERNARDAUD. [online] Available at:  

           <https://magazine.bellesdemeures.com/en/luxury/lifestyle/celebration-jeff-   

           koons-plates-bernardaud-article-19563.html> [Accessed 07 July 2018]. 

 

Lewis, D. (2001). Reading Contemporary Picturebooks: The Contemporary 

Children's Picturebook. Oxon: Routledge. 

Lewis, D. (2006). Reading contemporary picturebooks. London: Routledge/Falmer. 

Like 2 do.com, 2017. Pixel Art [online] Available at: 

<http://www.like2do.com/learn?s=Pixel_art> [Accessed 26 January 2017]. 

Lucy, N. (1998). Postmodern literary theory. Oxford: Blackwell Publishers. 

Lyotard, J. (1984). The Postmodern Condition: A Report on Knowledge (Theory and 

History of Literature). Manchester: Manchester University Press. 

Macaulay, D. (1990). Black and White. Boston: Houghton Mifflin Company. 



	 205	

Malraux, A. (1953). The Voices of Silence. New York: Doubleday. 

Mckee, R. (2010). Story. USA: HaperCollins. 

Manolessou, K. (2012). A Practice-based Investigation of Animal Character   

             Development in Picturebook Illustration. PhD. Anglia Ruskin University. 

McCallum, R. (1996). Metafictions and Experimental Work. In: P. Hunt, ed., 

International Companion Enclyopedia of Children's Literature. London: 

Routledge, pp.397-409. 

McGowan, J. (1994). “Postmodernism”. The John Hopkins Guide to Literary Theory 

and Criticism. Ed. Michael Groden and Martin Kreiswirth. Baltimore. 

Moore, N. (1983). How to do research. London: Library Association. 

Nikolajeva, M. and Scott, C. (2015). How picturebooks work. Oxon: Routledge. 

Nikolajeva, M., and Carole S. (2011). How Picturebooks work. New York: Garland. 

Nodelman, P. (1990). Words about pictures. Athens, Ga.: University of Georgia 

Press. 

Oxford Dictionaries, 2015. The names of the Seven Dwarfs. [online] Available  

           at:<http://blog.oxforddictionaries.com/2015/12/names-of-the-seven-dwarfs/>                

           [Accessed 10 October 2016]. 

OECD (2002), Frascati	Manual	 2002:	 Proposed	 Standard	 Practice	 for	 Surveys	 on	

Research	and	Experimental	Development, OECD Publishing, Paris. 

OpenGameArt.org, 2016. Les Forges Pixel Art Course. [online] Available at:  

            < https://www.youtube.com/watch?v=11_oVlwfv2M&feature=youtu.be > 

[Accessed 13 February 2016] 

Pantaleo, S. (2004). Young children interpret the metafictive in Anthony Brown’s  

            Voices in the Park. Journal of Early Childhood Literacy. 4 (2): pp 211-233. 



	 206	

 

Pantaleo, S. (2005). "Reading" young children's visual texts. Early Childhood 

Research & Practice. 

Phillips, A., M. and Huntley, C. (1999). Dramatica: A New Theory of Story. USA: 

Write Brothers Press. 

Polanyi, M. (1958). Personal Knowledge: "Towards a Post-Critical Philosophy”. 

University of Chicago Press, Chicago. 

Postmodernist Art, 2017. What is Postmodernist Art? [online] Available at:  

              <http://www.visual-arts-cork.com/postmodernism.htm> [Accessed 12 July   

                2018]. 

 

Salisbury, M. (2004). Illustrating Children’s Books: Creating pictures for 

publication. London: A&C Black Publishers. 

Salisbury, M. (2007). Play Pen. London: Laurence King Publishing Ltd. 

Salisbury, M., and Styles, M. (2012). Children’s Picturebooks: The art of visual 

storytelling. London: Laurence King Publishing Ltd. 

Salisbury, M., and Styles, M. (2012). Children’s Picturebooks: The art of visual 

storytelling. London: Laurence King Publishing Ltd. p. 150. 

Sapsford, R. (1999). Survey Research. London: Sage. 

Schön, D. A. (1983). The	reflective	practitioner. London: Temple Smith. 

Scieszka, J. (2003). The Frog Prince Continued. Live Oak Media. 

Scieszka, J., and Smith, L. (1992). The Stinky Cheese Man and Other Fairly Stupid 

Tales. London: Penguin Books Ltd. 

Sendak, M. (1963). Where the wild things are. Harper and Row. 

Sendak, M. (1981). Outside Over There. U.S.A: Harper Collins Publishers. 



	 207	

SFMOMA, 2012. Gerhard Richter, Portrait Schniewind, 1964. [online] Available at:  

             <https://www.sfmoma.org/artwork/FC.471> [Accessed 06 July 2018]. 

 

Sipe, L. R. (1998). “How Picturebooks Work: A Semiotically Framed Theory of Text-

Picture Relationship.” Children’s Literature in Education 29, P97-108. 

Sipe, L. R., and Pantaleo, S. (2008). Postmodern Picturebooks: Play, Parody and 

Self-referentially. London: Routledge. 

Stephens, J. (2008). "They are always suprised at what people throw away" Glocal 

Postmodernism in Australian Picturebooks. In: L. Sipe and S. Pantaleo, ed., 

Postmodern Picturebooks: Play, Parody, and Self-Referentiality. London: 

Routledge, pp.89-102. 

Sullivan, G. (2010). Art Practice As Research: Inquiry in visual art. 2nd ed. London: 

SAGE Publications Inc. 

TATE, 2017. PHOTOMONTAGE. [online] Available at: 

<http://www.tate.org.uk/art/art-terms/p/photomontage> [Accessed 10 

February 2017]. 

The Disney Wiki, 2015. Abstract Thought. [online] Available at: 

<http://disney.wikia.com/wiki/Abstract_Thought> [Accessed 01 June 2016]. 

The Free Dictionary By Farlex, 2014. Nonfigurative. [online] Available 

at:<http://www.thefreedictionary.com/nonfigurative> [Accessed 17 October 

2016]. 

The Guardian, 2009. Forty years of the internet: how the world changed for ever. 

[online] Available 

at:<https://www.theguardian.com/technology/2009/oct/23/internet-40-history-

arpanet> [Accessed 27 July 2016. 

The New York Times Magazine, 2014. Who Made That Twitter Bird? [online] 

Available at: <https://www.nytimes.com/2014/08/10/magazine/who-made-

that-twitter-bird.html?_r=0> [Accessed 10 January 2017]. 



	 208	

The-artisits.org, 2014. What is Modern Art. Non Figurative Art. [online] Available 

at:<http://the-artists.org/non-figurative-art> [Accessed 10 November 2016]. 

Thompson J., Barnaby, B-G. and Cusworth N. (2007). Game design course: Priciple, 

practice, and techniques. New Jersey: John Wiley & Sons Inc. 

UK Council for Graduate Education. (1997). Practice-based	 doctorates	 in	 the	

creative	and	performing	arts. Lichfield, UK. 

Venturi, R., Scott-Brown, D., and Izenour, S., (1972). Learning from Las Vegas. 

Cambridge: MIT Press. p. 70. 

Vickers, G. (1995). The art of judgment. Thousand Oaks: Sage. 

Vogler, C. (2007) The Writer’s Journey. CA: Michael Wiese Productions.  

Watson, K. (2004) The Postmodern Picture Book in the Secondary Classroom. 

English in Austrialia. 140: 55-57. 

Weiland, M., K. (2016). Creating Character Arcs: The Masterful Author's Guide to 

Uniting Story Structure, Plot, and Character Development. USA: 

PenForASword Publishing, p95. 

Wiesner, D. (2001). The Three Pigs. USA: Clarion Books. 

Wikiarquitectura, 2017. Guild House. [online] Available at:  

             <https://en.wikiarquitectura.com/building/guild-house/> [Accessed 02 July  

              2018]. 

 

Yee, J. (2009). Capturing tacit knowledge: Documenting and understanding recent 

methodological innovation used in Design Doctorates in order to inform 

Postgraduate training provision. In: Experiential Knowledge Conference, 19th 

June 2009, London Metropolitan University, London. 

Yee, J. (2010). Methodological Innovation in Practice-Based Design Doctorates. 

Journal of Research Practice, 6(2). 

YouTube, 2011. 7. Russian Formalism. [online] Available at: 



	 209	

<https://www.youtube.com/watch?v=11_oVlwfv2M&feature=youtu.be> 

[Accessed 12 January 2014] 

YouTube, 2011. A Walt Disney-Silly Symphony. [online] Available at: 

<https://www.youtube.com/watch?v=1QLadiYY_O4> [Accessed 12 January 

2017]. 

Zipes, J. (2015). The Oxford companion to fairy tales. Oxford: Oxford University 

Press. 

 

 

 

 




