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Abstract 
This thesis rethinks what comics can be. The aim is to renew expectations of what comics can 
look like and refresh the realization conventions. To achieve this, research of this thesis examines 
how the boundaries of comics would act if expanded into the third dimension. As a result, this 
thesis helps the establishing of a new medium, spatial comics.  

The need to explore spatial comics originated from monotonous and one-sided comic art exhi-
bitions that failed to add new perspectives to the conventional book format. The two formats do 
not comply with one another; comics are to be read in books and exhibition pieces are to be 
looked at in galleries. Comics is a storytelling medium which has been scrutinized by conventions 
of fine art in a gallery setting. This relates to the fact that comics have only recently been recog-
nized as art, and therefore has had a rather short life span exhibited in galleries.  

Heretofore, there has been no literary works let alone academic mention of the field. This thesis 
serves to patch this knowledge gap and establish a literary foundation, recording works previous-
ly done leading to spatial comics. New key concepts are introduced to help future discussions, 
drawing theory from surrounding disciplines of art and design; most obviously comics and exhi-
bition design.  

Heretofore, there has been no literary works let alone academic mention of the field of spatial 
comics. This thesis serves to patch this knowledge gap and establish a literary foundation, 
recording works previously done that are or lead to spatial comics. New key concepts are intro-
duced to help future discussions, drawing theory from surrounding disciplines of art and design 
– most obviously comics and exhibition design. The challenges and possibilities of the spatial 
comics medium are examined. A few case studies of what has been accomplished previously on 
the subject matter are introduced, with commentary from seasoned comics artists. 

This thesis is practise-led artistic research. That means producing knowledge by methods of 
creating art work, and describing the creations and ways of making. The theory for this thesis is 
mostly drawn from practice, meaning both hands-on work and the thought process. The thesis 
introduces ways of making spatial comics as well as reflects on the handling of the artistic work.  

The production part of this thesis manifested in an exhibition called Whatever – Spatial Se-
quential Art in November 2020 at Comics Center, Helsinki, Finland. In practice, I designed and 
built spatial comics. Questions and requirements set in the beginning were intuitively tested, an-
swered and fulfilled by each piece of work. While describing the process I articulated the chal-
lenges and realizations I had on the topic. Hands-on work was mandatory for understanding of 
the medium and to reach the conclusions described in this thesis..  

Spatial comics have its roots deeply in comics as a form of sequential art. Spatial comics follow 
the same logic as traditional comics, mixing visual and textual elements in a sequential narrative 
juxtaposition. As a form of intermedia art, spatial comics merges comics with a variety of possi-
ble combinations of spatially experienced art, usually installation or sculpture. By physical pres-
ence, spatial comics create multisensory experiences for the exhibition visitor. Being an artform 
of its own, spatial comics might not answer the problem of traditional comics exhibitions, but 
inspire towards taking the gallery space into consideration. By reading this thesis one can under-
stand what spatial comics in its various formats is, and possible ways to make it.

Keywords  comics, spatial comics, three-dimensional comics, comics exhibitions,  
                      exhibition design
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Tiivistelmä 
Tämä opinnäytetyö lähestyy sarjakuvaa uudella tavalla. Tavoitteena on uusia oletuksia sarjaku-
van ulkonäöstä ja toteutustavoista. Opinnäytetyö tutkii sarjakuvan  mahdollisuuksia ja sen  rajo-
jen laajentamista kolmiulotteisuuteen. Tämän tuloksena opinnäytetyö auttaa luomaan perustaa 
uudelle taidemuodolle, tilalliselle sarjakuvalle. 

Tarve tutkia tilallista sarjakuvaa sai syntynsä monotonisista ja yksipuolisista sarjakuvanäyttely-
istä, jotka eivät tarjonneet uutta näkökulmaa totuttuun kirjaformaattiin. Nämä kaksi muotoa 
eivät sovi keskenään; sarjakuvaa luetaan kirjana ja näyttelyteoksia katsellaan gallerioissa. Sar-
jakuva on tarinankerronnan väline, jota on näyttelytilassa arvosteltu kuvataiteen kontekstissa. 
Tämä liittynee siihen, että sarjakuva on vasta viime aikoina tunnustettu taiteeksi, ja sillä on siksi 
lyhyt historia näyttelytaiteena. 

Tätä aiemmin tilallisen sarjakuvan alasta ei juuri ole kirjallisuutta saati akateemista mainintaa. 
Opinnäytetyö pyrkii paikkaamaan tätä aukkoa tietämyksessä ja perustamaan kirjallista pohjaa 
tallentaen aiemmin tehtyjä töitä jotka ovat, tai johtavat, tilalliseen sarjakuvaan. Uusia termejä 
esitetään auttamaan keskustelua alasta tulevaisuudessa. Teoriaa johdetaan ympäröiviltä taiteen 
ja muotoilun aloilta, erityisesti sarjakuvasta ja näyttelysuunnittelusta. Tilallisen sarjakuvan 
haasteita ja mahdollisuuksia tarkastellaan, ja muutama esimerkkitapaus esitellään kokeneiden 
sarjakuvataiteilijoiden kommenttien kera.  

Tämä opinnäytetyö on käytäntövetoista taiteellista tutkimusta, tarkoittaen tiedon hankkimista 
taiteen tekemisen keinoin, ja tuotosten sekä tekotapojen kuvailua. Tämän opinnäytteen teoria on 
enimmäkseen johdettu käytännöstä, ja avaa sekä käytännön työtä että ajatteluprosessia sen 
taustalla. Opinnäytetyössä esitellään tapoja tilallisen sarjakuvan tekemiseen sekä reflektoidaan 
tehtyä taiteellista työtä. 

Produktio-osuus materialisoitui näyttelyssä nimeltä Whatever – Spatial Sequential Art, joka 
pidettiin marraskuussa 2020 Sarjakuvakeskuksella, Helsingissä. Suunnittelin ja toteutin näytte-
lyyn tilallista sarjakuvaa. Alussa intuitiivisesti määritellyt kysymykset ja edellytykset testattiin, 
niihin vastattiin ja ne täytettiin valmistuneiden töiden toimesta. Kuvaillessani prosessia artiku-
loin haasteita ja oivalluksia joita koin teoksia tehdessäni. Käytännön työ oli edellytys taide-
muodon ymmärtämiselle ja lopputuloksiin päätymiseksi. 

Tilallisen sarjakuvan juuret ovat tiukasti sarjakuvassa. Tilalliset sarjakuvat noudattavat samaa 
logiikkaa kuin perinteiset sarjakuvat, sekoittaen visuaalisten ja tekstuaalisten elementtien yhdis-
telmiä perättäin kerronnalliseen jatkumoon. Taiteidenvälisenä “intermedia” muotona tilallinen 
sarjakuva yhdistää sarjakuvaa eri tilallisesti koettavien taiteiden, kuten installaation ja kuvan-
veiston, kanssa. Fyysisellä olemuksellaan tilallinen sarjakuva voi tuottaa moniaistillisia koke-
muksia näyttelykävijälle. Koska tilallinen sarjakuva on oma taidemuotonsa, se ei välttämättä vas-
taa perinteisten sarjakuvanäyttelyiden haasteisiin, mutta inspiroi ottamaan galleriatilan parem-
min huomioon ripustuksessa. Lukemalla tämän opinnäytetyön voi kartuttaa ymmärrystään tilal-
lisesta sarjakuvasta eri muodoissaan, ja sen mahdollisia tekotapoja. 

Avainsanat  sarjakuva, tilallinen sarjakuva, kolmiulotteinen sarjakuva, sarjakuvanäyttely, 
                        näyttelysuunnittelu
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Comics exhibitions are controversial. Something disappears in the transla-
tion of comics read on paper compared to being shown in a gallery. A prima-
ry concern of exhibiting comics is that a straightforward mounting of the 
original	artwork	on	the	wall	might	not	offer	the	best	platform	for	the	art-
form because of the qualities of the medium – comics being usually read in 
book	format.	Instead	of	being	created	in	its	two-dimensional	form,	sequen-
tial art could be produced and exhibited in a completely new way: as immer-
sive, spatial comics! In this thesis, I will contemplate the nature of cartoons 
and their suitability for exhibitions, and most importantly, how that led me 
to a new, emerging interdisciplinary artform.  

This	thesis	rethinks	what	comics	can	be.	The	aim	is	to	renew	expectations	
of what comics can look like and refresh the realization conventions. To 
achieve this, the research of this thesis examines the boundaries associated 
with comics: the form of a comic strip, of a panel, and of continuity, and 
how they would act if expanded into the third dimension. 

The	need	to	explore	this	further	originated	from	monotonous	and	one-sided	
comic art exhibitions that failed to add new perspectives to the conventional 
page format. Nevertheless, it should be possible to detach the medium from 
its	two-dimensionality	and	bring	forth	the	art	as	three-dimensional	expe-
riences.	Heretofore,	inapt	attention	has	been	paid	to	spatial	comics.	Apart	
from	rare	findings	of	characters	depicted	as	static	sculptures	in	installa-
tions,	spatial	explorations	of	comics	are	not	adequately	represented.	There-
fore	it	is	worth	examining	novel	methods	of	producing	comics	as	effective	
exhibitions.	The	thesis	lays	groundwork	for	a	new	vehicle	for	comics	story-
telling	by	hands-on	artistic	research	and	by	discussing	earlier	benchmark	
works	around	the	subject.	I	introduce	freshly	constructed	terms	and	defini-
tions	to	be	added	to	the	vocabulary	of	the	novel	field	of	spatial	comics.

com·ics (kom’iks) n. plural in form, used with a 
singular verb.

The	artform	is	a	comparably	recent	medium,	so	theory	of	it	has	not	been	
written.	This	thesis	is	needed,	in	its	turn,	to	patch	up	this	knowledge	gap	
and	help	establish	the	field.	The	novelty	is	also	what	makes	spatial	comics	so	
compelling:	as	an	artist	one	is	free	to	experiment	with	a	cross-disciplinary	
means	without	dogmatic	rules	yet	laid.	The	best	way	to	research	and	exper-
iment is to create comics in practice, in this case physical artworks in space. 
Theoretical	pondering	and	trying	to	follow	a	set	of	rules	would	not	produce	
the same kind of results. 

An additional aspiration of the thesis, apart from a love for experimental 
comics, is to gain more knowledge about exhibition setting in the context of 
sequential	art.	Without	much	awareness	of	the	scene,	the	first	initiative	was	
to test out my intuitive ideas of spatial comics in actuality; the exhibition 
Whatever – Spatial Sequential Art was held in November 2020 at the Comics 
Center,	Helsinki,	Finland.	

This	thesis	is	divided	into	five	sections:	Prologue	[introduction],	Theory	
[research],	Gallery	[finished	artworks	documented],	Praxis	[production	or	
artistic	research]	and	Epilogue	[conclusions].	Prologue introduces the topic. 
Theory	tackles	the	definitions	and	conventions	of	comics	and	spatial	comics	
alike, and discusses the challenges and possibilities of the medium with 
commentary from seasoned comics artists based on interviews. A few case 
studies of what has been accomplished previously on the subject matter 
are introduced. Praxis	deals	with	artistic	research,	meaning	both	hands-on	
work and the thought process, and introduces ways of making spatial com-
ics	as	well	as	reflects	on	the	handling	of	the	artistic	work.	Epilogue summa-
rizes	the	findings	of	the	thesis,	and	suggests	future	applications.
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On	top	of	diving	into	theory	of	surrounding	fields	of	art	and	benchmark-
ing,	my	thesis	is	a	practise-led	artistic	research.	That	means	producing	
knowledge by methods of creating art work, and describing the creations 
and ways of making; communicating the information obtained by doing 
the	practice.	I	am	“giving	voice	to	the	artifact”	(Mäkelä	2007).	I	set	out	with	
some questions and requirements in mind and intuitively started to test, 
answer	and	fulfill	them	by	each	piece	of	work.	The	theory	for	this	thesis	is	
mostly	drawn	from	practice	but	also	from	surrounding	fields	of	art	and	
design; most obviously comics and exhibition design.

Our hands help us to think, we are primates.
(M. Niskavaara, personal communication,  

September 28, 2018)

An important part of my thesis is based on my process diary that I kept 
while planning and executing my experiments and exhibition, as well as 
photographs	documenting	my	work	as	material.	A	lot	of	unwritten	know-
how	exists	within	art	and	design	that	often	is	not	described	or	discussed	
– the artistic process in practice. I will introduce my process and solutions, 
to show one way of resolving the matter at hand, or, tackling the research 
‘problem’. In this case, when talking about spatial comics, much ground 
work is not done before either, and examples of works are hard to come by. 
When	planning	my	exhibition,	I	decided	not	to	spend	time	finding	previous	
references, but to start with my own thoughts and goals in mind; the theo-
ry would come later. I am showcasing examples of applications I invented, 
someone else could have resulted in alternative choices.

Even though comics are inseparable from its narrational side, this thesis 
focuses more on the format than the storytelling. I am interested in what 
different	forms	comics	could	take,	and	how	experiencing	them	spatially	
possibly	changes	the	reading	(or	does	not).	What	new	qualities	could	the	
third dimension bring to sequential art? 

Additionally, part of the research is done by benchmarking relevant art-
work. I will introduce a few case studies: works of art that are spatial com-
ics, productions that are not spatial comics and endeavors that led to the 
birth	of	spatial	comics,	especially	in	Finland.	I	had	exchanges	via	email	with	
seasoned	comics	experts	and	artists	alike,	to	discuss	the	terminology,	refine	
the	definitions	and	help	me	better understand the scene and its history, 
and	to	find	examples	to	refer	to.	I	am	not	striving	to	write	a	complete	histo-
ry	of	spatial	comics,	but	positioning	my	practice	and	research	in	the	field,	
and trying not to dismiss information already available. Nevertheless, I am 
aware	there	would	be	more	examples	from	for	instance	the	French-speaking	
world of bande dessinée, but those are mostly omitted from the scope of this 
research intentionally, because that would further expand the thesis.

2
THEORY 

–  
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In	the	Theory	part	I	will	go	over	comics,	exhibitions,	comics	exhibitions	and	
finally	derive	the	theory	of	spatial	comics.	I	will	define	the	terminology	and	
the conventions leading up to my production part of this thesis explained 
in the Praxis part. I will introduce examples of previous work around the 
subject, benchmarking a few cases. 

If comics is already a controversial hybrid at the crossroads of visual art and 
literature	(Gibbons	&	Varnum	2002,	x),	spatial	comics	are	truly	a	cross-dis-
ciplinary form of art. Comics has a language of its own which has been dis-
cussed	many	times	over	(see	14,	Language	of	Comics)	–	now	I	shall	attempt	
to	push	the	conventions	even	further:	off	the	paper.	The	art	of	comics	has	
not long been recognized as a respected artform, so its history being exhib-
ited	in	galleries	is	rather	short	(see	23,	On	Comics	Exhibitions).	One	would	
argue	that	herein	lies	the	reason	why	spatial	experiments	and	three-di-
mensional comics have not yet sprung out into popularity. I will go over the 
topics discussed in this paragraph in more detail under the next section.

Comics are a map of the fourth dimension, 
composed not only of the intersection of words 

and pictures but also of words that act like 
pictures and pictures that act like words, with 
colour and composition shaping the map with 

their own structure and emotional meaning. 
Daniel Raeburn (2004, 21)

2.1 On Comics 

Although comics are composed of words  
and pictures, they are both of these at once  

and therefore neither. 
Raeburn (2004, 17)

Comics,	“the	most	disrespected	of	all	mediums”	(Raeburn	2004,	21),	may	
seem easy to read, but even a seasoned artist might be surprised how com-
plicated producing the art form can be. Comics are a rather laborious pro-
cess	and	challenging	form	of	art,	which	has	to	do	with	a	lot	of	pre-planning	
and designing, things to consider – least of which is making the characters 
recognizable	yet	simple	enough	to	draw	through	the	repetitive	panels.	The	
artist needs to be good in both visual and textual storytelling, and wise 
enough to use both in a compelling mix. 

A comics creator could be considered as a production team of one person: 
not just a writer, drawer and painter or illustrator extraordinaire, but a 
graphic designer who masters all of these with calligraphy and typography 
added.	(Raeburn	2004,	21).	Daniel	Raeburn	writes	in	his	book	about	the	
legendary comics artist Chris Ware:

When we extend the demands of comics from 
actuality to analogy and consider for a moment 
that Ware must create a world and portray con-

vincingly every character who inhabits it, it is 
fair to say that Ware’s chosen art also requires 
him to be a casting agent, wardrobe artist, set 
designer and actor. In short, Ware has to work 

like a theater director. Given he also has to 
frame and crop our every view of this world, he 

also has to work like a cinematographer.  
He has to be a control freak.”

Raeburn (2004, 21)

The	list	could	be	continued	by	hair	and	make	up	artist,	light	designer,	ar-
chitect… Could a sound designer be considered as an addition? When the 
analogy	is	expanded	to	the	three-dimensional	world,	which	shall	be	visited	
later, surely even this could comply.

Comics mixes the aforementioned visual skills with storytelling and writ-
ing, and can therefore be described as interdisciplinary “hybrid”, with its 
own conventions and unique specialities. Comics is said to be a language of 
its	own,	and	it	is	not	self-evident	how	to	write	or	read	this	language	(Mc-
Cloud	1993,	17).
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Let us review this intersection of word and image. In sequential art, is text 
or	picture	on	the	winning	side,	or	could	they,	perhaps,	form	a	unified	and	
unique language together? Semiotics have gotten interested in comics; the 
relationship between word and image has been under much debate. 

Both texts and images are devoted visually and, 
for the most part, produced manually. In com-

ics, words take on some of the properties of 
pictures, and conversely, pictures take on some 

of the properties of words. From the point of 
view of semiotics theory, images and words are 

equivalent entities, and comics is a system of 
signification in which words and pictures are 

perceived in much the same way. 
Gibbons & Varnum (2002, x)

Even though both image and word can be experienced approximately the 
same way – visually, read from paper – and therefore step onto each other’s 
territory	in	comics,	there	are	differences	too.	Gibbons	and	Varnum	quote	
Plato	in	their	book	The	Language	of	Comics:	Word	and	Image	(2002,	xi):	
“While images resemble the objects they represent, words represent objects 
only	by	virtue	of	custom	or	convention	(Cratylus	376–381).”		This	is	to	say,	
a word contains an idea, which can be changed by agreement, but images 
usually	(not	necessarily	always)	have	an	iconic	relationship	to	its	meaning.	

In his 1990 sketchbook Ware muses,  
“Comics are first a visual medium – but there’s 

a big difference between ‘seeing’ and ‘read-
ing’.” To illustrate this difference, Ware drew 

René Magritte’s painting of an eye with the 
word “eye”. Although Magritte’s pairing proves 
that the picture and word are different, it also 

demonstrates that we read them to mean the 
same thing. Because we can equate them, we 

can interchange them. This rebus is a key to un-
derstanding the art of Chris Ware. Ware notes, 

“The difference that separates cartoons from 
visual art and from literature [is] something 

that is both seen and read simultaneously.”  
Raeburn (2004, 17–18)

Another	difference	argued	is	that	words	are	arranged	temporally,	images	
spatially,	and	therefore	they	belong	to	different	spheres.	Words	must	be	
spoken or written sequentially, which indicates linearity, while “elements 
of an image are arranged side by side in space and are apprehended all at 
once”.	(Gibbons	&	Varnum	2002,	xi.)	This	particular	to	comics:	the	format	

allows	one	to	see	the	entirety	(of	a	page)	all	at	once	and	one	by	one	(panel	by	
panel)	basically	at	the	same	time.

It is possible to think of comics either as a “single, integral system of sig-
nification	or	as	a	hybrid	(whether	freakish	or	not)	made	up	of	the	separate	
elements	of	painting	and	writing”	(Gibbons	&	Varnum	2002,	xi).	Comics	are	
difficult	to	determine,	because	the	discipline	survives	even	if	you	eradicate	
one	ingredient	or	the	other.	There	are	wordless	comics,	and	sequential	art	
consisting only of text. Even the sequentiality can be sometimes questioned 
in	single-panel	comics.	Cartoons	defy	definitions.	I	would	accept	comics	as	
a language of its own. 

“Words and pictures can replicate one anoth-
er. Words can clarify or amplify pictures, and 
vice versa. Words can function as elements in 
a picture. Words and pictures can operate on 
separate, parallel tracks, each conveying an 

independent message. And finally, words and 
pictures can work together to convey an idea 

that neither could convey alone. - - [W]ords and 
pictures can also stand in ironic juxtaposition 
to one another. Pictures can belie words. They 
provide contexts for words. They also provide 

subtexts, thereby complicating verbal messag-
es. They can suggest what a narrator or group 

of characters is not saying. Even in those cases 
where pictures are said “merely” to illustrate 

a text, they always add a layer of meaning and 
shape the way a reader responds. Words, con-

versely, can shape the way we look at pictures.”
Gibbons & Varnum (2002, xiv)

Raeburn	(2004,	22)	states	it	clearly:	“Because	comics	are	a	language,	drawing	
comics is just as accurately described as writing comics.” One could draw 
parallels to any other language’s grammar: physical stereotypes (charac-
teristics,	or,	one	could	just	say	characters	or	even	objects)	could	be	nouns,	
whereas speed lines, shock waves and other visual symbols indicating action 
would represent verbs, the lines of the panels and word balloons as borders 
could	define	the	type	of	the	sentence	in	question,	and	so	on.	The	style	of	
drawing would match the roughness or the smoothness of the textual style. 
“A comic strip’s physical properties form its meaning in the same way that 
line length, line breaks and onomatopoetic sound shape the meaning of a 
poem.”	(Raeburn	2004,	22.)
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The	terms	comics and sequential art will be used interchangeably and synony-
mously in this research. Sometimes comics are also called cartoons.	However,	
some	seem	to	have	wanted	to	divide	the	definitions;	veteran	comics	artist	
Will Eisner separates comics and sequential art as follows: comics are “the 
printed arrangement of art and balloons in sequence, particularly in comic 
books”, whereas sequential art is “a train of images deployed in sequence” 
(Graphic	Storytelling,	1996).	This	means	that,	being	a	broader	term,	‘sequen-
tial	art’	could	also	describe	film.	Eisner	further	defines	comics	as	“a	means	
of creative expression, a distinct discipline, and art and literary form that 
deals with the arrangement of pictures and images and words to narrate a 
story	or	dramatize	an	idea”	(Comics	&	Sequential	Art	1993,	5).	

Another explanation comes from a contemporary comics expert Scott Mc-
Cloud, who characterizes the term ‘comics’ in his 1993 book Understanding 
Comics:	The	Invisible	Art	like	so:

com·ics (kom’iks) n. plural in form, used with 
a singular verb. Juxtaposed pictorial and other 

images in deliberate sequence, intended to con-
vey information and/or to produce an aesthetic 

response in the viewer. 

According	to	these	definitions,	images	need	to	be	in	sequence,	followed	
one	by	another.	The	word	juxtaposition	indicates	that	the	images	should	be	
side-by-side.	Juxtaposition	is	defined	as	1)	“the	act	or	an	instance	of	placing	
two	or	more	things	side	by	side	often	to	compare	or	contrast	or	to	create	an	
interesting	effect:	‘an unusual juxtaposition of colors’”,	and	2) “the state of being 
so placed: ‘contrasting shapes placed in juxtaposition to each other’”	(The	Merri-
am-Webster	dictionary).	In	this	definition,	I	found	room	for	a	new	way	of	
thinking: the images could be arranged following one another spatially.	They	
may	exist	beyond	the	two	dimensions	of	the	paper.	This	leads	us	to	the	sub-
ject of this thesis, spatial comics, to which I will come back to later.

“Taken individually, the pictures … are merely 
that – pictures. However, when part of a se-

quence, even a sequence of only two, the art of 
the image is transformed into something more: 

t he art of comics!” 
McCloud (1993, 5) 

For	a	broader	understanding	of	the	comics	medium,	another	sequential	
artform	could	be	investigated.	McCloud	(1993,	7)	compares	comics	to	anima-
tion:	“Space	does	for	comics	what	time	does	for	film!”	The	difference	is,	that	
‘moving images’ occupy the same space on screen, but not at the same time. 
For	comics	it	is	vice	versa:	pictures	exist	together	at	the	same	time	on	paper	
(although	not	in	the	reader’s	mind),	but	are	scattered	spatially.	(McCloud	

1993,	7.)	Space	–	and	gutters	–	is	what	brings	comics	to	life.	Space	could	
imply	three-dimensional	space,	too.	

Another – the fourth – dimension to consider when describing comics is 
time.	Granted	that	comics	are	physically	captured	on	paper,	it	might	seem	
curious to think to what extent could they acquire the element of time. 
Time and space go hand in hand in sequential art: time is measured by how 
much space	it	covers.	For	example	the	amount	of	text	(and	how	long	one	
takes	to	read	it),	the	size	and	form	of	the	panels	and	the	density	of	the	visual	
language and symbols are factors that deal with time in sequential art in 
different	ways.	There	is	the	time	experienced	reading	the	comics,	and	the	
time that exists in the comics’ narrative. A moment could be strained to last 
for	many	pages,	or	a	lifetime	could	flash	by	in	a	few	panels.	A	key	to	reading	
comics is to understand the importance of the gutter; time actually happens 
between the panels of the comic, in the transitions in relation to one another. 
The	panels	are	chosen	moments	frozen	in	time,	and	the	artist	chooses	how	
extensively they will examine that moment. Will the gap be a millisecond, 
years, or millenia? Are we staying in the same moment and place or jumping 
into	a	different	universe	abruptly?	

In his book Chris Ware	(2004,	23)	Daniel	Raeburn	states	how	the	renowned	
comics artist Chris Ware compares comics to music: “Comics are composed 
of	divided	time.	The	gutters	between	panels	mark	these	divisions	and	give	
comics what comedians call timing, actors call beats and musicians call 
rhythm.” Timing and tempo is coded in in the visual and textual dance of 
panels and gutters, and the rhythm within them.

“We can almost feel these silent beats as our 
eyes alight on a panel after panel and read the 
character’s body language. This visual rhythm 

is most noticeable in wordless comics, but if we 
ignore any captions or word balloons and scan 

the pictures only, we can still feel the pulse. 
When we do read the words their sound plays 

off this background rhythm and creates a kind 
of melody, and the degree to which the two are 
consonant and dissonant makes for a kind of 

synaesthetic harmony, what we might call the 
music of comics.”

Raeburn (2004, 23)

2.1.3 Some Terminology 

The	conventions	of	reading	sequential	art	are	anything	but	three-dimen-
sional.	Comics	are	traditionally	read	on	paper,	in	book	format.	Frequently	
they occur in the short strip or gag cartoon form in a magazine or newspaper 



18 19or on online platforms. A comic strip’s lenght is usually from 2–4 panels to 
a	page,	whereas	a	gag	cartoon	would	be	single-panel.	Comics	of	a	few	pages	
can	be	called	a	short	story,	or	as	a	publication,	a	comics	zine.	24-page	comics	
(or	longer)	are	called	albums.	

Lengthier comics are many times called graphic novels to emphasize the art 
form and to separate it from the “funnies” of the Sunday paper; in earnest 
they	still	persevere	as	comics.	The	term	should	not	be	disfavored,	it	is	evi-
dently the name of the medium. Comics is a powerful and unique instrument 
to convey all kinds of stories. It is fine arts combined with literature. 

2.2 On Exhibitions

“An exhibition is a collection of objects which 
can be described as a series of connected dis-
plays, the duration of which is implicit in the 
arrangement and style. Exhibitions are only 

the most satisfactory means for sales, educa-
tion, or propaganda when they are concerned 

with actual physical objects or demonstrations, 
when being able to see something in the round 
is more impressive than any two-dimensional 

representation.”
Black (as cited in Hall 1987, 25)

Designer	Margaret	Hall	explains	best	practices	in	exhibition	design	in	her	
book On Display	(1987).	She	explains	that	design	is	an	umbrella	term,	which	
can	cover	every	level	of	decision-making	about	the	final	form	of	an	exhibi-
tion	(1897,	21).	When	setting	up	an	exhibition	of	any	kind,	there	are	certain	
principles	to	keep	in	mind.	The	tasks	could	be	addressed	in	three	distinct	
roles:	1)	the	exhibition	designer,	2)	the	curator	and	3)	the	content	creator/
artist.	The	role	of	the	exhibition	designer	is	to	make	the	visitors	connect	to	
and understand the exhibition, bringing the ideas into practice and solving 
problems	as	they	arise.	The	curator	is	responsible	for	choosing	the	themes,	
content	and	artifacts	for	the	exhibition.	The	artist	is	the	one	who	creates	the	
content,	or	the	works	exhibited.	(Hall	1987,	23.)

The	exhibition	designer	is	also	responsible	for	the	journey,	or	storytelling,	
of	the	entire	exhibition.	This	could	also	be	said	to	be	the	responsibility	of	
the	artist,	if	the	artist	is	creating	(and	curating)	the	pieces	to	be	displayed	
as	a	whole.	It	would	be	different	to	choose	from	pre-made	art	work,	than	
designing	new	work	for	a	specific	purpose	and	setting.	The	designer	is	in	
charge of the overall layout of the space and its divisions, how and where 
the items are displayed, of the graphics and overall visual information to 
be communicated to the visitors (there could also be a team of designers 
divided	for	specific	tasks.)	The	curator	is	usually	the	expert	who	communi-
cates with both the artist and the exhibition designer, makes decisions and 
provides necessary information for the visitors to follow the exhibition.

Hall	(1987,	213–240)	introduces	“exhibitions	displaying	a	subject“. Instead 
of displaying a collection of objects that are substantially alike, such as an 
exhibition of ceramics and toys, the purpose is to illustrate a coherent sto-
ry: “Primarily the scheme will be based on editorial rather than aesthetic 
considerations.”	The	categories	of	subject exhibitions include biographical, 
ethnographic and design exhibitions along with, for example, archeology, 
history,	science	and	technology.	The	designer	must	find	the	most	relatable	
and understandable approach to communicate about the subject to the 
audience.	For	instance,	this	could	be	achieved	in	a	biographical	exhibition	
by bringing the subject close to the visitor by displaying the individual’s 

speech/word	
balloon/bubblethought balloon 

/	bubble

effect/FX	

sound	effects

motion lines, also 
known as move-
ment/action/speed	
lines, or zip ribbons

gutter

frame/panel

borderless 
panel

spreadpage

splash page

tail

Some terminology of comics:



20 21memorabilia that expresses the time and place the individual inhabited. 
(For	more,	see	128–132;	118;	149.)

The role of the designer is ‘to assist the visitor 
in understanding the language of the objects 

themselves, not to originate the exhibition.’
Hebditch & Cameron (as cited in Hall 1987, 23)

Different	strategies	of	displaying	items	are	taxonometric,	thematic	and	
mosaic	(1987,	25–27).	In	the	taxonometric	approach	the	material	is	displayed	
“as	is”,	without	much	additional	information	or	clarification;	the	public	
should be well versed in the subject matter at hand to be able to draw their 
own	conclusions	and	discriminate	between	the	displayed	objects.	Thematic	
strategy guides the visitor with a story throughout the exhibition. Usually 
this	means	a	linear	“walk-through”	or	“tunnel	show”	with	a	clear	start,	mid-
dle	part	and	finish	(with	occasional	“branching”	of	storylines).	The	mosaic	
approach, though, introduces a broad theme with scattered displays of 
information, without a clear route or particular order to follow.

Furthermore,	exhibitions	can	be	classified	into	the	interactive	or	the	passive	
form.	The	interactive	route	means	visitor	participation,	even	in	its	slightest	
forms	like	pushing	a	button	or	leafing	through	pages.	Traditional	–	static	
and	object-oriented	–	exhibitions	have	a	passive	approach,	where	the	visitor	
is	mainly	reading	texts	or	looking	at	artifacts,	or	listening	to	a	guide.	(Hall	
1987,	27.)

According	to	Hall,	the	style	of	an	exhibition	can	be	either	evocative,	aesthet-
ic or didactic. Evocative style invokes an atmosphere, the spirit of an era or 
perhaps	an	art	style	by	association,	in	a	theatrical	scene-setting,	many	times	
without	the	aid	of	informative	texts.	The	visual	experience	is	the	core	of	the	
aesthetic tactic: the artefacts are in focus and the texts and display mecha-
nisms are subordinate. In the didactic perspective intent is to be educative 
and	to	deliver	information:	it	has	often	been	referred	to	as	“a	book	on	the	
walls”. All three of these can be used with any of the strategies, in combined 
binaries	such	as	taxonometric/aesthetic,	thematic/evocative,	thematic/di-
dactic	for	example.	(Hall	1987,	28–29.)	I	will	discuss	in	the	section	Praxis how 
these permutations were variably utilized in my exhibition.

The	exhibition	journey	is	also	considered	in	Fundamentals	of	Exhibition	De-
sign	(1939),	where	Bauhaus	veterans	Herbert	Bayer	and	Lazlo	Moholy-Nagy	
discuss the best layouts for exhibition rooms, walking and reading direc-
tions	as	well	as	eye	movement	and	preferred	display	heights.	For	example,	
if the rooms in an exhibition hall are arranged in bilateral symmetry, the 
visitor might get confused about what to see next, whereas asymmetry 
guides them with ease through the space. Similarly straightforward is that 
the walking direction in an exhibition should be the same as the reading 
direction	of	the	culture;	in	this	case,	from	right	to	left	and	up	to	down	–	this	
applies also to pictorial elements. In an unprejudiced manner Bayer and 

Moholy-Nagy	suggest	the	possibility	of	the	use	of	conveyor	belts	and	eleva-
tors to carry the visitor. 

On	top	of	the	form	and	effect	of	the	room,	the	aforementioned	gentlemen	
are	also	interested	in	the	materials	used	in	the	exhibition.	They	acknowledge	
the good old materials such as wood, metal, brick et cetera, but boost the 
designers to think about synthetic materials, “new materials which may be 
made	to	serve	the	design”.	They	contemplate	on	the	experience	the	visitor	
has from the use of materials:

Material is structure and texture to the eye. 
The effect of the material will depend on color, 

pattern, roughness, or treatment of the sur-
face. The sense of sight and the experiences of 
the sense of touch or smell are elements of the 

psychology of the effect.
(Bayer & Moholy-Nag y 1939, 24)

What they are talking about is today called multisensory design. It combines 
all	the	senses	into	one	wholesome	experience	(Lupton	2017).	Designing	for	
all the senses can make the place feel more pleasant, so the visitors want to 
spend	more	time	and	maybe	come	back	again	(Amador	de	San	José	2016).	
Also a discipline called experiential interior design that explores multisensory 
design	in	indoor	facilities	(“Experiential	Design	and	Interior	Spaces,”	n.d.)	
exist. Application of the senses can be investigated individually, or together 
as a multisensorial experience. 

The	visual	information	of	the	artwork	can	be	enriched	with	touch,	hearing,	
smell and taste, some of which are easier to incorporate than others. If the 
artwork	is	to	be	left	untouched,	other	preplanned	instances	such	as	textured	
surfaces, objects and interactive elements can be utilized to get the visitor 
haptically invested. Smell can be a powerful trigger for memories and set-
ting	up	moods	(Keihäri	2019).	Smells	should	be	used	sparingly,	keeping	the	
exhibition	visitor-friendly:	people	react	strongly	to	odours	and	could	be	eas-
ily	repelled	by	them.	Taste	can	be	the	most	difficult	to	incorporate,	but	food	
and beverages could be served as a part of a distinctive narrative. On top of 
the overall illuminating of the room, lighting could be used for dramatur-
gical	effects.	It	might	be	beneficial	to	think	about	how	the	temperature	and	
the	humidity	of	the	room	affects	the	visiting	experience.	

Figures	1–3. 
“Fundamen-
tals of Exhibi-
tion Design” 
(1939),	Bau-
haus veterans 
Herbert	Bayer	
and Laszlo 
Moholy-Nagy

https://allwork.space/author/ceciamador/


22 23To examine immersiveness further, let us take a look at a discipline that has 
long roots in contemplating the bodily experience of humans in built envi-
ronments: architecture. Architect and scholar Juhani Pallasmaa writes in his 
book	The	Eyes	of	the	Skin	(2012,	43):	“The	percept	of	the	body	and	the	image	
of the world turn into one single continuous existential experience.” All 
the sensory information is fused into one experience of having a body that 
exists in space.  Even if there would be no levers to pull or buttons to push, 
“our bodies and movements are in constant interaction with the environ-
ment;	the	world	and	the	self	inform	and	redefine	each	other	constantly,”	
Pallasmaa continues. We interact with the environment by simply existing 
in it.

The	senses	could	also	be	thought	of	as	bundles	or	systems,	not	separate	ele-
ments.	Pallasmaa	claims	all	the	other	senses	are	subordinate	to	touch.	The	
touch encloses our sense of place or orientation, and tactile and haptic ex-
periences. Even the eye senses touch, and on the other hand one can “touch” 
faraway objects with their gaze. “Every touching experience of architecture 
is	multi-sensory;	qualities	of	space,	matter	and	scale	are	measured	equally	
by the eye, ear, nose, skin, tongue, skeleton and muscle.” (Pallasmaa 2012, 
43–45.)	When	walking	in	the	exhibition	room,	and	maybe	on	a	path	in	the	
midst of the story, one is intaking stimulus with all their senses at once and 
creating them into an experience.

The	experience	is	what	is	sought	after.	In	the	twenty-first	century,	designers’	
emphasis	shifted	from	objects	to	actions. “Like a story, an experience takes 
place over time. It has a beginning, middle, and end, and it activates emo-
tions and senses,” explains designer Ellen Lupton in her 2017 book Design 
is	Storytelling	(71;	66).	Terms	like	experience	design	and	user	experience	are	
common in today’s design discourse. Emotional journey maps are created, 
so that when the visitors or customers move through the space, they have 
an experience with a story arch with its highs and lows, and a happy ending. 
This	is	important,	because	“how	an	experience	comes	to	a	finish	affects	how	
people	judge	the	overall	event.”	(Lupton	2017,	74;78.)	

2.3 On Comics Exhibitions

- - [C]omics do not belong under the track light-
ing of SoHo anyway. Comics may be a visual art, 
but they are an art of writing. Extracting a page 

from a comic book and putting it behind glass 
is like cutting a paragraph from a short story 

and framing it.
Raeburn (2004,17)

In this chapter comics’ relationship to exhibitions is contemplated and 
questioned.	Knowledge	acquired	in	the	preceding	chapters	is	applied	to	
comics exhibitions and new points of views are gathered from contempo-
rary	comics	artists.	The	chapter	begins	with	a	short	introduction	of	comics’	
history	and	its	relationship	to	“fine	art”.	

Comics have been seen as a part of the underground culture and their path 
to recognition in the art scene and to be exhibited in galleries has been long 
and rocky. A brief skimming of the history reveals why. Comics have existed 
throughout recorded human history as sequential cave paintings, Mayan re-
liefs, hieroglyphs of Egypt, medieval manuscripts and religious art et cetera 
(McCloud	1993,	10–17).	Even	the	tradition	of	modern	day	cartooning	dates	
to	the	early	19th	century.	A	Swiss	artist	and	writer	Rodolphe	Töpffer	(1799–
1846)	combined	his	caricatures	into	sequences	with	captions,	and	was	also	
the	first	one	to	employ	the	word	balloon	and	to	include	onomatopoeia	in	his	
works	(Langham	2013;	Raeburn	2004,	7–8).	However,	when	major	art	forms	
were	ranked	in	a	compilation	of	German	philosopher	Georg	Wilhelm	Fried-
rich	Hegel’s	speeches	in	a	book	called	Lectures on Aesthetics (1835),	sequential	
art	was	not	included.	Hegel’s	list	consisted	only	of	architecture,	sculpture,	
painting,	music	and	poetry.	(Panzner	2008.)

The word “story”, meaning a narrative as well 
as the storey of a building, an etymological fos-
sil that contains a missing link between narra-

tive art and architecture. As Art Spiegelman has 
pointed out, “story” descended from the me-

dieval Latin “historia”, which meant “picture” 
as well as the horizontal division of a building. 

Latin users derived this conflation from the 
medieval practice of placing a picture in each 

window of a building, especially in churches. A 
storey was literally a row of coloured pictures. 

Raeburn (2004, 26)  

Building on the need to categorise “the high art” apart from the “low”, an-
other	disadvantageous	mindset	affected	comics	severely.	In	the	zeitgeist	of	
the	second	world	war	era,	a	moral	panic	sweeping	through	the	world	filled	
with propaganda stigmatized comics as “low value speech”. Comic books 



24 25were	burned	as	they	were	seen	to	ruin	the	morals	of	the	youth	(“History	of	
Comics	Censorship,	Part	1”,	n.d.).	In	response	to	this,	the	Association	of	Com-
ics	Magazine	Publishers	(ACMP)	adopted	an	auto-censure	culture	in	an	effort	
to	resque	the	medium	by	sanitizing	the	content	firsthand.	This,	and	the	impact	
of the stricter Comics Code that was forced on the publishers of 1950’s Ameri-
ca, boosted the downplaying of comics as an artform. 

Contrarily,	in	the	European	French-speaking	world,	comics	–	or	bande	
dessinée	–	is	commonly	referred	to	as	“the	ninth	art”	recognised	in	Hegel’s	old	
canon	after	dance,	cinema	and	television.	A	French	film	critic	called	Claude	
Beylie	expanded	the	list	in	the	1960’s	building	on	Italian	film	theoretician	Ric-
ciotto	Canudo’s	manifestoes	on	cinema	belonging	to	the	arts	(Panzner	2008).	

Today, since the rise of many more artforms, these listings seem nar-
row-minded	and	arbitrary.	Still,	it	takes	a	long	time	to	shift	prejudices.	Muse-
um curators have been acting as gatekeepers for comics to enter galleries. It 
seems that panels taken out of context and separated from their sequentiality 
and narrative format are held in higher regard because of their resemblance to 
paintings. Sequential art has been seen as kitsch merely to be used as inspi-
ration	for	“serious”	art.	The	blatant	attitude	of	the	divide	could	be	seen	in	the	
naming of an exhibition consisting of contemporary painting and comics held 
in	the	Museum	of	Modern	Art	called	High	and	Low:	Modern	Art	and	Popular	
Culture in the 1990’s. Comics were seen as “low brow” and only as products 
of	“popular	culture”.	(Beaty	2012,	188;	Moisseinen	2017,	41)	The	echoes	of	the	
strict attitudes can be still heard today, even though the situation has been 
improving as decades pass and the curation conventions are opening up in the 
artworld.

-- [C]omics per se are placed outside the confines 
of the museum walls. With these kinds of shows 
the gatekeeping function of the museum is very 

much on display, with comics allowed entry only 
once they have been appropriated, deconstructed, 

and abstracted by artists working in a fine arts 
tradition.

Beaty (2012, 190)

2.3.1 Book on the Wall

As described in the chapter On Exhibition Design, design styles applied in 
traditional comics exhibitions could be categorized as ‘aesthetic’ and ‘didactic’. 
Aesthetic style concentrates in portraying the artwork, while didactic design 
– also referred to as “the book on the wall” – displays a great deal of informa-
tion	in	textual	format.	These	exhibitions	are	passive	in	essence:	they	are	to	
be	looked	at	and	not	interacted	with.	There	is	no	uniform	design	strategy	to	
follow, and exhibitions can be constructed using mosaic or thematic as well as 

taxonometric	approach.	More	often	than	not	the	visitor	is	left	rather	unat-
tended to understand and appreciate the comics, letting the artwork speak 
for	itself	without	much	guidance.	Yet,	it	is	not	self-explanatory	the	public	is	
accustomed to reading the medium.

[W]hen curators excerpt pages from entire 
careers, too much of the emphasis is placed on 

the technical skill or historical value of the page 
– an uncomfortably “natural history” approach 

to comics.
Kent (2012)

On	the	topic	of	comics	exhibitions,	a	couple	of	concerns	arise.	Thierry	
Groensteen	notes	in	an	essay	in	his	2006	book	Objet culturel non-identifié that 
comics are “intended for reproduction on the printed page and enter into 
a distribution network far removed from the sacralizing tendencies of the 
art	world.”	He	also	worries,	that,	when	being	brought	to	and	produced	for	
exhibition spaces, comics might start “mimicking the forms of painting, 
stripping comics from their normal domain and thereby undermining the 
specificity	of	the	form”	(Groensteen	as	cited	in	Beaty	2012,	186).	The	nature	
of comics changes when it is not enjoyed in the book format for which it is 
intended. As discussed in the chapter On Comics, comics are essentially a 
language of its own, a means of storytelling to be read. 

Yet	these	sequential	narratives	are	often	displayed	–	and	looked	at	–	
through	the	conventions	of	fine	art	(Beaty	2012,	186).	This	is	not	to	say	
comics	would	not	be	illustrated	masterpieces,	but	to	point	out	the	difference	
in their nature in comparison to, for example, painting. Sequential art is a 
vessel	for	stories,	which	means	it	has	a	function	to	fill	on	top	of	its	aesthetic	
and literary qualities. When pages are taken out of context, which com-
monly	happens	in	a	gallery	setting,	the	story	is	disconnected.	The	exhibition	
visitor	is	left	with	the	scattered	banter	of	the	text,	or	to	admire	the	visual	
choices – perhaps to inspect for curiosities such as corrections made to the 
original	(Beaty	2012,	186).	Intricacies	in	drawing	techniques	or	choice	of	
tools might be of interest to fellow artists, but maybe not to the common 
visitor. At the same time, there also undoubtedly exists a multitude of beau-
tiful panels, impressive splash pages or wittingly composed spreads, that 
could strive on their own visual impact in a gallery space, too. 

Another concern is about the experience of visiting the exhibition. Com-
pared to the intimate involvement in reading a book, a brief skimming of 
comic artwork in a gallery space could be described its opposite (Moisseinen 
2017,	41).	In	the	public	space	the	reading	is	often	disturbed,	and	focusing	on	
the	story	can	be	troublesome	with	other	people	around.	Reading	text	from	
framed	A4-papers	hung	on	a	wall	behind	glass	can	be	a	challenge.	It	might	
not be awarding either, if the exhibited piece is an excerpt of a lengthier 
whole.	This	would	not	be	done	to	exhibit	regular	text	novels,	which	are	rarely	
mounted on walls.



26 27Moreover,	Bauhaus	designers	and	writers	Bayer	and	Moholy-Nagy	(1939,	
22–23)	compared	printed	matter	to	space:	in	reading	a	book	the	distance	
remains	same	to	the	fixed	object,	although	in	an	exhibition	the	roles	are	
flipped	–	the	individual	should	move	(and	stop)	to	inspect	the	objects	and	
the	distance	varies.	They	write:	“Those	things	which,	in	a	book,	follow	each	
other on separate pages, are here arranged in close succession in the di-
rection	of	the	visitor’s	course.”	Also	the	field	of	vision	should	be	taken	into	
consideration.	This	is	to	say,	the	size	and	height	of	the	object	or	text	should	
correspond	to	the	viewer’s	distance	and	point-of-view.	(Bayer	&	Moho-
ly-Nagy	1939,	22–23.)	Comics	originals	are	usually	drawn	to	the	same	size	
or two times larger than the designated printed publication, which means 
most	commonly	paper	sizes	A4	to	A3.	These	sizes	are	rather	small	to	be	hung	
on a wall of a gallery, because the distance the comics can be read from is 
unpleasantly close to the wall. 
      

“I have been wondering whether or not there is  
a point in holding comics exhibitions.” 

(H. Moisseinen, personal communication, March 23, 2021) 

displayed as described in distinguished establishments such as Portland Art 
Museum	in	2010	as	well	as	the	Venice	Biennale	in	2013	(“Now	Viewing:	R.	
Crumb	at	Portland	Art	Museum”	2010;	albergomarin	2013).	

One has to acknowledge that this might not be the best way to display the 
art and language of comics. A comic strip of a few panels could be adequate 
to	be	enlarged	and	pinned	onto	a	wall,	but	not	a	whole	graphic	novel.	The	
reading experience in a gallery is not as wholesome or comfortable as com-
pared	to	the	book	interface	which	it	has	been	made	for.	This	picture	in	mind,	
sequential	art	devotees	have	started	to	think	about	different	ways	of	exhibit-
ing comics. 

Figure	4.
Robert	Crumb:	
Genesis	at	the	
Venice Biennale

2.3.2 Different Kinds of 3D

When speaking about 3D, people these days usually connect it to virtual 
environments.	There	are	various	tools	one	can	build	their	exhibition	with	3D	
graphics and share it online. One of them is called Art Steps, where the ex-
hibition	can	be	created	into	a	VR	environment.	On	the	application’s	website	
they tell us that one can become a storyteller and place guide points across 
your	VR	space,	stage	your	own	narratives	and	share	your	stories	with	your	
visitors.	This	sounds	basically	the	same	that	can	be	done	in	real	spaces	too.	
For	example	this	platform	could	be	used	to	make	three-dimensional	comics,	
too. Nevertheless, it is not necessary to use any virtual tools or programs to 
create	three-dimensional	comics.

Figure	5.	 
Artsteps  
VR	platform

An	example	of	the	aforementioned	situation	is	cartoonist	R.	Crumb’s	Genesis 
exhibition: each page of his 207 page book was framed and displayed on gal-
lery	walls	one	after	another,	room	after	room	(albergomarin	2013).	It	might	
take days to read the book with quite a lot of subject matter, so the exhibi-
tion visitors who wanted to read the story in full would have needed to come 
back	day	after	day,	spending	hours	at	the	gallery.	Although	this	appears	as	
uninnovative exhibition design and not understanding the art medium, on 
the other hand the organizers might have preferred celebrating the publica-
tion’s	storytelling	by	not	disregarding	any	part	of	the	narrative.	The	install-
ment could be thought of as experimental: deliberately designed to test 
how reading a whole book would function as an exhibition. Genesis has been 

Interacting with a mounted page can be elucidating 
and stirring. The re-contextualization can call atten-
tion to details that are easy to miss, or that the print-
ing eradicated. The works can benefit from the small 
amount of effort it takes to walk between each piece, 

crane your neck, and subconsciously register that you 
are experiencing it in a public space. 

(Kent 2012)

A	counter- 
argument.
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Another example of creating spatial comics exhibitions digitally is called 
Mental Canvas. With this tool, one can make drawings on 2D surfaces 
and	place	them	in	a	3D	space,	in	which	the	“visitor”	can	move	around.	This	
platform	is	a	“graphical-media-design	system	that	lies	between	today’s	2D	
digital	draw-and-paint	systems	and	3D	computer-aided	design	systems,	
combining	the	ease	and	fluidity	of	sketching	with	expansive	3D	capabili-
ties”	(“Reimagining	Drawing	for	the	Digital	Age”,	n.d.).	Interactive	comics	
and	“spatial	drawings”	have	been	already	created	this	way,	the	first	example	
being Rhymes with Orange	by	Hilary	Price.	Her	comics	are	single-panel	gag	
strips	that	fill	up	a	virtual	gallery	space	that	you	can	explore.	The	author	 
explains	that	the	experience	is	“neither	an	animation	or	a	comic-based	
game,	but	instead	only	a	small	extension	to	inking	at	the	drafting	table”	
(Price	2020).	Sometimes	referred	to	as	a	“three-dimensional	interactive	
book experience”, the application does not extend much further from the 
original format of comics.

VR	and	AR	in	general,	or	tools	like	Mental	Canvas	that	provides	a	digital	3D	
space through a 2D screen could be used as a means of creating digital spa-
tial	exhibitions,	or	for	planning	real-life	scenarios.	Being	aware	that	these	
digital tools are available, I will not be discussing them further. My focus is 
on the analogue side, creating tactile artworks by hand that are to be expe-
rienced	in	reality,	in	the	original	meaning	of	the	three	dimensions.	This	lets	
people put down our devices and concentrate on the experience with their 
bodies. 

Examples of what the term three-dimensional comics might get condused with:

Figures	8	&	9.	

Three-dimensional	

comics do not have  

to be necessarily   

3D printed.

Figures	6	&	7.	 

Comics to be read 

with 3D glasses.

Figures	10–13.	 

Comics created with  

a	3D	software:	Excerpts	

from Comics Glasses	(2020)	

by	Julian	Glander

Figure	14.	
Example 
of Mental 
Canvas app
in use



30 312.4 On Spatial & Three-Dimensional Comics

- - [W]ith all the changes in technology over the 
centuries, the way people perceive and enjoy 

space has remained remarkably similar. The 
desire to be surrounded by a story in a public 

space, to be told stories dynamically, and to 
have an interactive experience blended with 
real environments will forever drive design 

decisions. This means that no matter how far 
technology progresses, tried and true methods 

will still be used.
Lorenc & Skolnick & Berger (2010, 28)

Comics is an independent art and storytelling medium. 2D comics should 
be investigated, celebrated and the art form should be perfected. Without 
implying that the approach in which comics operate should be changed, 
comics exhibitions need	to	be	modernized	and	contemplated.	This	is	why	
some kind of “translation” is needed between comics and exhibiting them. 
The	rules	and	conventions	of	comics	do	not	have	to	be	disregarded;	they	
could	simply	be	reinterpreted.	These	contemplations	led	me	to	ideas	about	
what I later realised was a completely new medium of its own: spatial com-
ics.	In	this	chapter,	I	will	explain	what	spatial	comics	are,	and	define	and	
introduce surrounding terms and applications.

Spatial	comics,	and	especially	three-dimensional	comics,	can	be	considered	
as intermedia art, because it is a combination of comics with other existing 
artforms	such	as	sculpture,	installation	art	and	stage	design.	The	term	liter-
ally means ‘between media’, signifying a new artform being born in the inter-
section	of	old	ones.	It	was	coined	by	Dick	Higgings	(1965),	who	described	it	as	
“the work that occupied the uncharted land that lies between existing cate-
gories	of	practice”	(Higgins	as	cited	in	Harren	2015).	Intermedia was conjured 
to	describe	the	avant	garde	work	of	the	Fluxus	movement	of	the	1960’s,	where	
a group of artists would experiment with merging graphic design, poetry, 
music,	performance	art,	theatre,	literature	et	cetera	(Harren	2015).	

Introducing the dimension of depth to comics brings the art closer to the 
realm	of	existence	of	its	experiencer.	This	means	tackling	the	reality	and	
limitations of the physical world when creating the artwork, which also 
offers	new	possibilities.	The	readers	of	spatial	comics	encounter	and	enter	
the story with their bodies, not just with their minds. It is possible to create 
immersive experiences with spatial comics by playing with scale, interactive 
elements, and introducing stimuli for other senses too than just for sight. 
Furthermore,	showcasing	the	work	should	be	thought	of	as	an	overall	ex-
perience	(see	22;	39–42).	Aspects	to	take	into	consideration	include	but	are	
not limited by: the story arch of the exhibition, the atmosphere or mood of 
it, the light and sound design, the display cases or mounting of the artwork 
and	the	reading/moving	directions	in	the	space.

Experience design in environments has often 
been described as incorporating passive sto-
rytelling, nonlinear educational experiences, 

and interactive engagement with visitors. These 
concepts though have been around for the past 
150 years and are in fact the central tenants of 

themed environments. World’s Fairs starting 
in the mid-1800’s, and amusement parks in the 

twentieth century used performance, detail, 
immersive environments, and public space to 

create memorable educational experiences.
Lorenc & Skolnick & Berger (2010, 36)

Spatial comics can take many forms, as will be discussed later in this and 
the following chapters. Spatial comics is a spectrum, where in the other end 
the	works	of	art	can	be	made	on	a	flat	surface	but	exhibited	in	a	way	that	
uses the space as a narrative element, and in the other, sculptures and other 
real-life	items	are	used	to	carry	the	story.	What	makes	the	artwork	spatial	
comics is sequentiality: the use of continuity and repetitive elements to com-
municate a narrative – this time in space. Spatial comics is at its best when 
created	with	a	specific	surrounding	in	mind.

2.4.1 Definitions

The	terminology	around	spatial	or	three-dimensional	comics	is	not	settled.	
Apart from rare blog posts and podcasts, sparse literature exists that discuss 
the subject. I will deliberate on my own observations and conclusions. While 
researching for this thesis, I encountered some terms that are neighbours to 
three-dimensional	or	spatial	comics.

‘Gallery	comics’	or	‘gallery	cartooning’	is	a	term	used	for	comics	exhibited	in	
galleries and art museums, sometimes designed distinctively to be expe-
rienced	in	such	spaces	(Kent	2012).	This	means	that	there	could	either	be	
artwork created especially for the exhibition or there is something extraor-
dinary	about	the	fashion	in	which	the	comics	was	put	on	display.	For	exam-
ple, some of the panels could be painted straight on the walls, or enlarged. A 
blog called Gallery Comics	(2006–2018)	that	gathers	information	and	articles	
around	the	subject,	defines	the	term	as	follows:	“Gallery	comics	combine	
the unique language of comic art with the visual experience of paintings, 
art	prints,	or	posters.”	Three-dimensional	objects	and	props	could	be	used	
alongside	the	comics.	(Gravett	2010)	

In	this	definition,	gallery	comics	would	not	necessarily	mean	spatial,	let	
alone	three-dimensional	comics.	This	term	seems	rather	broad	and	should	
be	further	refined	and	specified	in	different	subcategories.	Even	though	gal-
lery comics is still not in wide usage, this founding marks that the phenom-



32 33enon has been noticed and the concept recognized. Comics purposefully 
designed for exhibitions makes the visiting experience more pleasant. Mark 
Staff	Brandl	quotes	comic	artist	Christian	Hill	in	his	Dr.	Great	Art	podcast	
episode 25 from November 3rd 2017, describing gallery comics as “artworks 
using the formal structures of comics that are intended to be viewed in the 
context	of	a	gallery	or	museum	or	Kunsthalle	or	other	fine	arts	space.”	Other	
qualities he mentions are that gallery comics are “not necessarily, or at least 
exclusively	meant	to	be	read	left	to	right,	top	to	bottom”,	thus	not	inclusively	
linear,	but	sequential	(or	quasi-sequential)	works	which	can	both	be	read	
like	a	book	and	comfortably	be	viewed	as	a	gallery	piece.	Brandl	(2017)	finds	
gallery comics limiting and suggests an alternative to the term, exhibition 
comics.	These	terms	seem	to	be	describing	comics	exhibitions	with	a	variety	
of extensions, but not the novel artform that could be derived from comics in 
space.

It is necessary to introduce new terms or concepts or to make adaptations 
from	other	fields.	The	focus	should	be	on	the	format	of	the	art	itself,	not	
determining	the	space	surrounding	it.	The	definition	McCloud	(1993,	9)	has	
given	for	comics	could	be	iterated	for	new	purposes.	The	two	new	terms	I	
propose are spatial comics and three-dimensional comics.

comics (kom’iks) n. plural in form, used with 
a singular verb. Juxtaposed pictorial and other 

images in deliberate sequence, intended to  
convey information and/or to produce an aes-

thetic response in the viewer. (McCloud 1993)
→

spatial comics (spāSHəl kom’iks) n. plural in 
form, used with a singular verb. Juxtaposed 
pictorial and other images in deliberate  
sequence arranged in a space, intended to 
 convey a narrative to, and/or to produce an 
aesthetic response in the viewer. 

→
three-dimensional comics (THrē  
də’men(t)SH(ə)nəl kom’iks) n. plural in form, 
used with a singular verb. Juxtaposed three- 
dimensional items and other entities in  
deliberate sequence arranged in a space,  
intended to convey a narrative to, and/or to  
produce an aesthetic response in the viewer. 

I	would	differentiate	spatial	comics	and	three-dimensional	comics	from	one	
another	(see	Benchmarking	for	examples).	Spatial	comics	is	an	umbrella	
term	enclosing	three-dimensional	comics.	Spatial	comics	would	also	in-
clude	two-dimensional	comics	(created	onto	a	flat	surface),	that	are	exhibit-
ed	in	a	way	which	takes	into	consideration	the	surrounding	space.	That	is	to	

say, the space should bring something novel into the reading of the comics. 
This	could	be	the	arrangement	or	the	mounting	of	the	pages/pictures,	or	
that the comics is especially created in and for the space (physically taking 
advantage	of	the	qualities	of	the	space),	or	some	psychological	aspect	in	the	
approach in which the space, or moving in the space, corresponds (maybe 
amplifies	or	goes	against)	to	the	narrative	of	the	comics.

In	contrast,	three-dimensional	comics	are	more	specific.	They	need	to	‘rise’	
from	the	surface	and	include	three-dimensional	items,	objects,	entities such 
as	characters,	speech	bubbles,	furniture	and	objects.	These	would	then	be	
installations or sculptures made of various materials, such as wood, metal, 
stone,	ceramics,	paper,	paper	mache,	plastic,	fabric,	found	objects.	Three-di-
mensional comics need to match the other criteria already stated for spatial 
comics. 

The	term	three-dimensional	comics	is	problematic	in	the	sense	that	it	can	
easily	be	mistaken	for	art	created	digitally	with	a	3D-software.	This	could	
very well be, since one can for example 3D print these objects and arrange 
them	as	comics,	or	portray	them	in	a	virtual	environment	(AR,	VR	=	aug-
mented	reality,	virtual	reality)	to	be	viewed	with	the	help	of	state-of-the-art	
equipment. It could also refer to stereoscopic images created with a mix of 
(usually)	cyan	and	magenta	lines	aligned	slightly	off	and	merged	in	the	brain	
with	the	use	of	red-and-blue	filtered	or	”3D”	glasses.	

For	the	time	being	these	two	terms	can	not	be	defined	exhaustively,	and	
hybrids will occur. On the whole, spatial comics is a more restricted descrip-
tion	than	exhibition/gallery	comics,	but	a	definite	line	is	difficult	to	draw.	
Simply hung comics originals on the wall might not be considered spatial 
comics, if the space as an element does not interact with the storytelling of 
the	piece	whatsoever.	(See	Benchmarking,	45).	

2.4.2 Surrounding Terms

Comics installation	is	an	on-going	practice	of	“staging”	places,	objects	or	char-
acters from comics into our world. Whatever the medium be, these usually 
lack the most distinctive quality of comics: sequentiality. Continuity is miss-
ing,	although	some	could	argue	that	being	true	with	single-panel	comics	as	
well	(sometimes	called	a	gag	cartoon).	Three-dimensional	comics	could	as	
well	of	course	be,	and	often	are,	installation,	if	not	sculpture.

Site-specific comics	are	pieces	created	especially	for	a	chosen	location.	For	
example	some	of	Banksy’s	works	are	site-specific	comics	as	well	as	graffiti	
(Samanci	2014).	Spatial	comics	can	be	site-specific	too.	These	are	not	to	be	
confused with something called location-based or GPS comics, which “has a 
technological component that tracks the location of the player, performer, 

Heard	
suggestions 
for terms:
• 3D comics
• comics  
in space
• comics  
installation
• spatial  
comics
• spatio comics

In	Finnish:
• tilallinen 
sarjakuva
•	sarjakuva- 
installaatio
• kolmi-
ulotteinen 
sarjakuva
• tila- 
installaatio
• 3D- 
installaatio



34 35or	visitor	(Samanci	2014).”	The	story	unravels	when	the	visitor	moves	in	and	
interacts with the physical world with an appliance (smartphone or a tablet 
device	for	example)	that	is	connected	with	the	surrounding	environment.

Hypercomics	is	sequential	art	with	a	multi-cursal	narrative	structure,	be	it	an	
online webcomic	or	spatial	art	work	(Goobrey	1999–2021).	This	is	the	principle	
of “choose-your-own-adventure”, originally used in children’s gamebooks where 
the	reader’s	decisions	influence	the	narrative’s	plot	and	outline.	Nowadays	
this	mechanic	is	more	than	common	in	role-playing	video	games,	and	it	has	
also	been	tested	in	other	forms	of	art,	such	as	interactive	film	Blackmirror:	
Bandersnatch	(2018)	by	Netflix.	“In	a	hypercomic	the	choices	made	by	the	
reader	may	influence	the	sequence	of	events,	the	outcome	of	events	or	the	
point	of	view	through	which	events	are	seen	(Goobrey	1999–2021).”	Paul	
Gravett	(2010)	proposes	hypercomics	to	be	created	as	spatial	comics.	The	
third	dimension	gives	new	possibilities	of	applications,	towards	gamified	
experiences in the likes of escape rooms and interaction. 

2.4.3 What is Spatial Comics?

Reading	spatial	comics	is	somewhat	similar	to	its	2D	predecessor.	When	
thinking about the language of comics, the same principles comply with 
spatial	comics,	too.	What	makes	them	different	is	that	now	the	pictures	
become objects or entities that we can approach in our level of existence 
of	three-dimensionality.	Still,	they	can	be	“read”	the	same	way	as	their	flat	
counterparts. Now the gutter exists as a physical gap, not as visual lines on 
a page. Panels can exist with physical walls or marked territories, or they 
can	be	left	borderless.	Word	balloons	and	other	textual	elements	can	be	
incorporated.	With	creativity,	one	could	still	use	special	effects	such	as	zip	
ribbons in their work. When produced in big scale, the time it takes to walk 
from	panel	to	panel	slows	down	the	reading	time	of	the	comics.	That	being	
said, spatial comics can also be produced in small scale where jumps the eye 
makes while reading is almost similar to 2D comics. 

The	artwork	can	of	course	take	many	forms,	such	as	pop-up	structures	and	
looping-panel	devices	(discussed	more	in	Benchmarking;	Praxis/Creating	
the	pieces),	but	there	are	those	that	differ	from	publications	more	severely.	
Comics	that	fill	up	a	room,	especially	three-dimensional	large-scale	comics	
are worthwhile investigating. Turning the page has changed to walking in a 
room, which slows the reading. While the reading order in a book is in most 
cases	linear,	spatial	comics	could	offer	alternatives.	The	narrative	could	take	
use of the nonlinear storytelling of hypercomics, and for example split into 
alternative	endings	or	substories	in	the	space.	The	element	of	space	offers	
more	freedom	for	the	readers	choosing	where	to	look	and	what	to	see	first,	
without	a	fixed	point-of-view.	

A disadvantage might be that if the comics is exhibited in an open space, the 
audience might divert from the route casually even if the paths are marked 
(S.	Peltola,	personal	communication	April	14,	2021).	To	avoid	this,	it	would	
be	good	to	arrange	the	comics	in	multiple	rooms	or	in	a	tunnel-like	con-
struction. Additionally, experimental narrative solutions can be sometimes 
tried: a palindrome comic can be read from beginning to end or vice versa, 
in which case it does not matter where the reader starts. 

If reading a book is an intimate experience, spatial comics could be shared. 
People can visit exhibitions with their friends, although best concentration 
in the narrative and immersion might occur when reading spatial comics by 
oneself. 

Three-dimensional narration often “shatters” 
in terms of the fourth dimension. It is read and 

experienced in different directions from the 
perspectives of various experiencers.  

In practice, the creator should think about this 
already in the production phase. Linear narra-

tion is not necessarily ideal in spatial storytell-
ing. I would see the benefit for example in the  
multiple-points-of-view handling of a subject 

matter, as well as in more “free form” story-
telling, where cause and effect are more diverse 

and not linear.  
(T. Musturi, personal communication March 22, 2021)

What	differentiates	spatial	comics	from	traditional	comics	in	an	exhibition	
is that basic exhibitions usually use objects merely as props, as expendable 
curiosities, or to create a background story or an atmosphere in the gal-
lery to match that of the comics’. In the case of gallery comics, some new 
artwork	such	as	paintings	and	sculpture	could	be	created	specifically	to	be	
displayed in addition to the comics. In spatial comics, though, the objects 
act as a part of the storytelling, they are	the	comics.	The	worry	about	exhib-
ited	comics	converting	towards	the	static	conventions	of	fine	art	such	as	
painting	(see	23,	On	Comics	Exhibitions)	are	overturned.	Spatial	comics	are	
sequential	in	nature,	meaning	the	series	of	elements	be	read.	The	changes	in	
the visual imagery and texts are compared to each other and merged into a 
whole inside the brain, thus creating a continuous narrative.

To	explain	in	more	detail,	let	us	investigate	an	example.	The	often	seen	ex-
tension	found	in	comics	exhibitions	are	three-dimensional	installations	of	
characters	or	environments	of	comics.	These	do	not	self	evidently	qualify	as	
spatial	comics,	because	the	element	of	sequentiality	is	missing.	This	is	the	
basic “life force” behind comics: a character in a sequence of panels seems 
to be moving, but in one picture it stands still. Artworks of this kind could 



36 37simply be called comics installations.	However,	the	controversial	single panel 
comic does exist in the world of traditional comics, too. Some people in the 
industry do not count it as comics, either, whereas others do not discrimi-
nate against it.
 
The	counterargument	for	the	installation	to	be	counted	as	spatial	comics	is	
that	one	could	think	of	the	artwork	as	a	continuous	background	(see	141;	136:	
polyptych)	and	“zoom	in”	–	concentrate	on	different	points	of	interest	with-
out them being framed separately in panels (T. Musturi, personal commu-
nication	March	22,	2021).	In	comics,	this	could	be	done	with	aspect-to-as-
pect transitions, where “rather than acting as a bridge between separate 
moments, the reader here must assemble a single moment using scattered 
fragments”	(McCloud	1993,	79).	In	the	case	of	an	installation,	there	are	no	
panel gutters for the transformation. To make the installation more com-
ics-like,	some	elements	such	as	repetitive	characters	to	symbolise	change	or	
word	balloons	to	add	the	element	of	time,	could	be	introduced.	This	could	be	
done	even	without	the	use	of	gutters.	McCloud	(1993,	95)	explains	how	this	
link works: “Just as pictures and the intervals between them create the illu-
sion of time through closure, words introduce time by presenting that which 
can only exist in time – sound.” We measure time by comparing the change 
for example in movement, or imagining the written words being like spoken 
language – reading them in ones head takes a certain amount of time.

In comics composition follows a very different 
set of rules than in most graphic arts. By in-

troducing time into the equation, comics art-
ists are arranging the page in ways not always 
conducive to traditional picture-making. Here, 

the composition of the picture is joined by the 
composition of change, the composition of dra-

ma – and the composition of memory.
McCloud (1993, 115)

2.5 DISCUSSION

2.5.1 What to Consider

The	key	feature	of	spatial	comics	is	of	course	the	use	of	space,	and	there-
fore	the	confinement		to	the	limitations	and	possibilities	depth	has	to	offer.	
These	include	playing	with	scale	and	material,	additional	points	of	view	and	
levels	of	immersion	for	the	reader	by	bodily	experience.	These	features	are	
discussed in the following subchapters.

The	incorporation	of	textual	elements	in	spatial	comics	is	not	without	
challenges.	McCloud	(2006,	28)	points	out	how	in	comics	word	and	picture	
“have to work together seamlessly enough that readers barely notice when 
switching from one to another.” Words are as big a part of a comic as is 
the imagery. As explained in the chapter On Comics (see 14, Language of 
Comics)	written	word	and	image	are	said	to	belong	to	different	realms,	text	
being	apprehended	sequentially	word	after	word	while	images	all	at	once.	
When pictures usually have their corresponding entity in the physical world, 
text is formed of symbols, the meaning of which is culturally agreed on and 
varies.	Lettermarks	exist	as	ideas	rather	than	objects	to	be	crafted.	Certainly	
letters	can	as	well	be	produced	in	any	font,	of	any	material,	in	any	size.	The	
question	is	rather,	if	it	is	worth	the	effort.	The	new	format	of	the	text	could	
take	the	focus	away	from	the	content.	This	is	why	it	might	be	appropriate	
to	still	produce	the	text	on	a	flat	surface.	One	approach	to	liven	up	the	word	
bubble	and	bring	it	on	par	with	the	object-like	entities	is	to	make	it	an	actual	
floating	balloon	filled	with	helium,	or	any	other	kind	of	“blown-up”	element	
– spherical or not – upon which words can be written. 

Balloons don’t exist in the same plane of  
reality as [--] pictures, yet here they are,  

floating about like physical objects!
McCloud (2006, 143)

Similar	to	comics	where	the	whole	page	is	seen	at	once	(see	15;141),	the	
visitor could quickly glance over the whole story, if the panels are borderless 
and	positioned	in	close	proximity	to	each	other.	This	can	be	a	slight	problem	
for the suspense of the narrative, if the climax of the story or solution to the 
conflict	is	seen	prematurely.	Nevertheless	similar	event	could	happen	with	
any	type	of	art	that	is	not	temporal	or	performed	in	real-time;	the	artist	
can	only	try	guiding	the	reader	but	not	restrain	the	audience.	In	a	confined	
space such as a hallway, regulating the exhibition visitor on the right path 
is	easier	than	in	an	open	space.	However,	this	problem	of	“spoilers”	can	be	
avoided. Unique to the spatial comics format, the panels can be spread over 
a	vast	space	(if	fitting	to	the	storytelling)	or	perhaps	divided	into	different	
rooms or by smaller barriers that obscure the view. One does not skip panels 
so	easily	when	it	takes	time	and	effort	to	physically	“browse”	–	in	this	case	
meaning walk or run – to the last panel.



38 39Comics has always been a peculiar medium, in 
that it lets us see past, present and future all at 

once, from panel to panel, page to page, unlike 
the pictureless prose novel or a time-locked, 

durational, image-by-image ephemeral movie, 
TV show or play. With comics, we can grasp the 

whole and explore and move about within it, 
looking back, looking ahead.

Paul Gravett (2010)

Opposite to the predetermined viewing angles we are used to in comics on 
paper,	three-dimensional	comics	can	be	looked	at	from	various	viewpoints.	
If this is not wanted, works can be made in a container with a window, 
which	scales	down	the	possible	perspectives	(see	55).	Without	building	phys-
ical	frames	through	which	the	piece	of	art	should	be	looked	at,	the	point-of-
view changes as the viewer moves in space surrounding the “artefact”. As 
a matter of fact, not limiting the viewing angle might be a unique strength 
of	the	medium,	and	should	be	taken	advantage	of.	The	visitor	can	have	a	
360°	view	and	walk	around	the	panels	or	the	whole	comic.	The	comics	can	
have	qualities	only	to	be	seen	from	one	vantage	point.	The	positioning	of	the	
objects open up new possibilities for immersion: the reader of the comics 
could	find	themselves	inside the panel, surrounded by the art and as such 
within the story.

For	example,	sculptures	of	comics	characters	could	fill	up	the	gallery	space	
more	efficiently	and	make	it	seem	more	lively	than	just	using	wall	space	
for exhibiting. Bringing the exhibition visitor to meet the characters “in 
real	life”	creates	immersion.	The	possibility	of	making	the	characters	hu-
man-sized	and	the	panels	the	size	of	a	room	could	create	the	feeling	to	the	
visitor that they are drawn into	the	story.	The	walking	directions	and	con-
tinuities from panel to panel have to be thought of, because the reading hap-
pens in the same direction as the reading from paper would.

The	possibility	of	playing	with	scale	is	a	major	advantage	of	spatial	comics.	
Borderless panels into which the visitor could walk and encounter hu-
man-sized	characters	should	have	an	effect	on	the	audience.	Comics	readers	
are used to the rather small size of the panels of a comic book, but when the 
story	is	brought	to	real	life,	the	size	can	again	be	contemplated	to	fit	its	use.	
Exhibition	designer	Margaret	Hall	(1987,	236)	explains:	“The	change	of	scale	
will	often	give	emphasis	to	the	item,	both	enlargement,	-	-	and	small-scale	
from	that	of	everyday	life	is	in	itself	an	attention-getter.”	Entering	the	world	
of	the	comic	physically	feels	different	than	reading	a	book,	even	if	in	both	
events the reader has to also use their imagination and engage in the story. 
The	scale	can	be	used	with	its	narrational	impact	in	mind.	If	the	characters	
are	made	enormous,	visitors	will	feel	tiny	against	the	giants.	Hall	(1987,	236)	
describes	the	immersion	scaling	objects	can	have	as	follows:	“The	visitor	is	
being	taken	into	a	new	world	-	-;	a	two-dimensional	diagram	would	have	no	
comparable	effect.”	

A more concise and economical way for producing spatial comics is making 
miniatures.	This	is	a	more	labour,	time	and	material	saving	and	logistically	
easier solution. Building panels in smaller size makes birds’ eye viewing 
angles	possible.	There	are	many	good	sides	to	creating	scaled-down	versions	
of	spatial	comics.	It	should	be	also	kept	in	mind	that	small	things	are	often	
seen cute, or can be utilized to make the visitor feel superior over the char-
acters.	It	can	also	very	well	be	that	minuscule	figurines	attract	curiosity,	like	
miniature locomotives or dollhouses. 

2.5.2 Multisensory Applications with Large-Scale 
Three- Dimensional Comics

Immersion	can	be	created	not	only	with	human-like	comics	characters	but	
also	simulating	their	environments.	The	storytelling	means	of	exhibition	
design are undeniable: “No photograph or diagram can convey, as a recon-
struction can, the nature and detail of a ship’s interior, a laboratory, an oper-
ating	theatre,	or	a	coal	mine”	(Hall	1987,	236).	These	techniques	of	remodel-
ing surroundings and establishing atmosphere are warmly welcomed and to 
be	appropriated	also	in	spatial,	especially	three-dimensional	comics.	Fur-
nishings	of	a	room	with	minor	props	can	suffice	to	tell	the	reader	enough	
about the location. All the elements do not have to be repeated in the panels 
to follow, in the same way that in comics they might not. Usually the set-
ting	is	shown	in	the	first	panel	as	an	establishing	shot,	as	reader	attention	
regardless fades away from the repetitive elements and focuses on changes 
and	relevance	to	the	story	(McCloud	2006,	34).	Backgrounds	can	be	kept	
simple,	tightly	cropped	or	straightforwardly	left	out	of	the	following	frames,	
only shown when needed for the action or ambience.

Our optic flow melds with input from other 
senses. Our “camera angle” changes with each 

turn of the head. Visual stimuli mix with sound, 
smell, touch, and the weight and location of 

bodies in space. Finnish architect Alvar Aal-
to designed each of his buildings as a flow of 

physical encounters rather than as a series of 
static images. Aalto saw a door as an invita-

tion to action – an opportunity to enter, not an 
abstract rectangle pencilled on a flat plane. The 

next time you pass through a doorway, notice 
the sense of compression as the frame of the 
door pinches the space around your body and 

then lets you go as the room opens up.
 Lupton (2017,116)

Reading	three-dimensional	comics	could	feel	like	entering	a	simulation,	if	
the story and the environment is immersive enough. As discussed in the 
chapter On Exhibitions, we experience our surroundings with all of the 



40 41Application of sound to all panels, like replacing speech balloons and other 
textual elements with audio, would have some complications. Sound can not 
be contained in a vast space without equipment like headphones, but put-
ting on technical appliances distances the visitor from the story. Intuitively, 
using	sound	could	be	utilized	as	an	effect,	for	example	to	reinforce	a	climax	
in a story. Used sparingly, it could create an element of surprise to the exhi-
bition	visitor.	This	might	work,	if	the	panels	would	be	arranged	away	from	
each	other,	perhaps	in	different	rooms,	or	the	sound	effect	would	be	trig-
gered with movement sensors as the visitor approaches the panel. In this 
case, only one visitor could experience the spatial comics at the same time. 
This	being	said,	one	could	instead	produce	a	soundscape	to	be	continuous-
ly played in the background of the sequential art piece. It could be used to 
create	a	mood	and	a	sense	of	place.	The	purposeful	mismatch	of	the	sound	
or music to the story could be used as a vehicle of storytelling. Traditional 
comics have been trying to mimic the onomatopoeia of sounds, so inclusion 
of aural stimuli to spatial comics could be a refreshing novelty!

The perception of sight as our most important 
sense is well grounded in physiological, percep-
tual and psychological facts. The problems arise 

from the isolation of the eye outside its natural 
interaction with other sense modalities, and 

from the elimination and suppression of other 
senses, which increasingly reduce and restrict 

the experience of the world into the sphere of vi-
sion. This separation and reduction fragments 
the innate complexity, comprehensiveness  and 
plasticity of the perceptual system, reinforcing 

a sense of detachment and alienation. 
Pallasmaa (2012)

Adding more sensorial stimuli in setting up spatial comics can bolster the 
immersion of the storytelling. Best to keep in mind that the chosen multi-
sensory information should reinforce the comics’ narrative; not all scenes or 
narratives	are	meant	to	be	pleasant.	The	exhibition	could	benefit	from	trig-
ger	warnings	because	the	experience	might	be	surprisingly	intense.	These	
sensorial additions should not take the focus away from the story, and the 
flow	of	the	overall	exhibition	should	be	considered	at	all	times.	Even	if	schol-
ars, like Pallasmaa in the quote above, are concerned about the dominance 
of sight for the disadvantage of the whole experience, a maker of spatial 
comics	should	not	be	too	worried.	Spatial	comics,	like	other	spatio-visual	
arts, can survive without the multisensory approach. While making spatial 
sequential art, the focus should be in the already challenging combination of 
mastering the art of storytelling, the language of comics and manufacturing 
art. Nevertheless, I see opportunities in a holistic approach; adding multi-
sensorial elements could invigorate an exhibition and excite visitors. 

senses at the same time. All this information creates an overall experience 
of existing in correlation to our environment. Multisensory design could be 
applied to spatial comics to boost the engagement of stepping into another 
world. 

Additional to sight that is the foremost used sense in experiencing art, 
spatial comics could also be – artist and materials permitting – touched. 
Fingertips	are	marvelous	gatherers	of	haptic	information	of	textures	and	
materials. Touching interactive elements gives the visitor a participatory 
experience. Passive storytelling by the sense of smell could happen by stra-
tegically placing olfactory elements according to the story arch, but it could 
also manifest in the smell of the objects brought in have. Smell can also give 
information about materials, or hint of a place. Lighting of the room and of 
panels	should	be	designed	to	fit	the	wanted	effect	and	style	of	the	comics.	
Light can be produced by lamps as a part of the interior of the panel, or as 
spotlights	et	cetera	from	the	ceiling.	Including	taste	can	seem	artificial,	and	
breaks the fourth wall of the storytelling, but if the narrative includes food, 
it	could	be	offered	to	the	visitor.	If	the	habit	would	stick,	maybe	this	could	
soon feel like eating popcorn while watching movies.   

One sensory factor interesting for spatial comics to investigate separately 
is	sound,	the	aural	expression	of	text.	The	challenges	in	incorporating	text	
in	three-dimensional	comics	is	discussed	separately	on	page	161.	Comics	
has	figured	how	to	encapsulate	this	abstract	element	in	word	balloons,	but	
the	possibility	of	it	being	returned	as	audio	played	with	the	three-dimen-
sional sculptures of characters is exciting. Adding noises, spoken dialogue 
and	sound	effects	to	spatial	comics	seems	both	intriguing	and	challenging.	
Comics readers are already accustomed to combining text and picture into 
one	flow	while	reading.	Then	again,	combining	text	to	be	read	“simultane-
ously”	with	three-dimensional	entities	is	the	new	challenge.	Would	mixing	
sound	to	sculpture	be	more	–	or	less	–	problematic?	Barry	(as	cited	in	Gib-
bons	&	Varnum	2002)	explains	that	visual	information	“is	holistic,	immedi-
ate, and experientially rooted”, but “verbal language is abstract, essentially 
linear.”	This	means	they	are	not	in	perfect	‘synchronization’,	belonging	to	
different	domains	of	experiencing.	The	visitor	should	enter	the	exhibition	
or	each	panel	at	the	exact	right	time,	or	wait	for	the	loop	to	start	over.	This	
would change the nature of how the comics would then be “read”. Also it 
might	feel	unfitting	that	the	characters	speak	but	do	not	move.	Mechanically	
animating the characters in loops is of course possible but takes the experi-
ence closer to that of amusement parks.

The balloon is a desperation device.  
It attempts to capture and make visible  

an ethereal element: sound.  
Eisner (1993, 26)



42 43As	Pallasmaa	explained	(see	22),	encountering	art	in	space	sends	stimuli	for	
all our senses – whether intended or not, we are experiencing by existing. 
The	value	in	creating	analogue	artwork	shines	through	when	the	multisen-
sorial	input	turns	into	experiences.	Designer	Ellen	Lupton	(2017,	66)	ex-
plains why they are important: “An experience stirs emotions and generates 
memories. It embraces dramatic action, sensory engagement, and temporal 
interaction with users. During an experience, users create meanings and 
associations that become more important than the event itself.” As a story-
teller, one’s goal is to create emotions and thoughts in the reader. When the 
corona virus hit the world and made quarantine a reality, many realised the 
importance of events and experiences, physical movement and bodily in-
volvement. Artwork consumed from a digital screen does not carry the same 
intense connection as the physical experience in the exhibition space. 

Take a space – any space –  
and think of the most unique experience 

 that can be done within it.

Make this installation ephemeral – “pop up” – 
so that [it] could only be seen at that time.

Involve all the senses – not just the sight – 
smell, touch, taste and hearing to create a fully 

immersive experience that cannot be only ap-
preciated on a magazine or a blog.

 
Make the experience so special that anyone  

will want to be a part of it,  
tell his friends, share it on social networks. 

 It should be interactive, playful. - -

Make it so special that people will forget they 
are in a mundane space, a shopping center, 

 a tube station or a hallway.

Make it magical – hard to comprehend how the 
installation was created – people should ask: 
“How can it stand up? How can you do this at 

that scale? How can you draw such complexity?” 
“When space meets art” (2007)

2.5.3 Concerns and Limitations

The	challenges	of	spatial	comics	have	to	do	with	its	connection	to	the	real	
world	and	its	physical	limitations.	Three-dimensional	objects	require	much	
more	space	than	artwork	created	on	paper.	The	artist	needs	space	while	
producing the artwork, while exhibiting the artwork and yet again when 
storing the artwork. Spatial comics can be made in large scale, so the logis-
tics	have	to	be	thought	of	carefully.	It	might	be	most	beneficial	for	the	artist	
to	create	the	comics	on-site	if	possible.	This	way	the	characters	and	other	
components	can	best	fit	and/or	react	to	their	environment.	This	also	takes	
away pressure from the transporting of the objects.

Creating	objects	that	exist	in	three-dimensions	takes	time,	effort,	materi-
als	and	thus	money.	This	technique	is	rather	laborious	and	many	might	not	
bother with the medium if there are easier ways to tell their stories. When it 
comes to sequential storytelling, the artist is forced to repeat the main char-
acters	time	after	time,	and	that	can	be	tedious	even	if	the	character	design	
is on point. Comics take a lot of planning and perseverance, and in the case 
of spatial comics one needs to master their chosen technique and materials 
well to adapt to all situations. 

Being so laborious as well as time and space consuming, especially big scale 
three-dimensional	comics	encourage	shorter	stories	or	comic	strips,	per-
haps	installations.	The	sequential	nature	of	comics	means	lots	of	repetitive	
elements.	The	longer	a	short	moment	lasts,	the	less	change	there	is	between	
the panels. It might be tedious for the artist to create characters holding 
almost	similar	poses	one	after	the	other,	when	creating	just	one	takes	time	
and	effort.	Creating	backgrounds	with	the	same	designer	sofa	in	the	back-
ground costs a lot of money and natural resources, and takes a lot of space 
too.	For	these	reasons	storytelling	in	large	scale	comics	can	in	practice	differ	
greatly from their more manageable smaller versions. 

The	materials	used	in	spatial	comics	should	be	thoroughly	considered.	They	
should be environmentally friendly and recyclable if possible. Using and 
altering secondhand furniture and items is advisable. Objects can also be 
borrowed or rented for the span of the exhibition. Already when planning 
the spatial comics, it should be thought of how the artwork will be disposed 
of	after	exhibiting,	if	it	cannot	be	sold	or	stored.	

If one does not want to create physical objects, another way to produce 
spatial	experiences	is	in	VR.	Virtual	reality	provides	a	platform	for	dis-
playing the art digitally, not being limited to the restraints of the physical 
world. Even if the artwork can only be seen and not felt with other senses, 
the possibility to make spatial comics in this manner is still intriguing. One 
has to keep in mind though, that despite producing and sharing the comics 
digitally seems to waste less resources, appliances have to be manufactured 
and	electricity	provided	to	enter	the	VR	space.	
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In this chapter, case studies are presented to further understand the quali-
fications	of	spatial	or	three-dimensional	comics.	Boundaries	of	the	defini-
tions	will	be	discussed.	The	following	is	not	intended	to	be	a	full	memoir	of	
the scarce history of the medium. While concentrating mostly on the roots 
of	the	Finnish	spatial	comics	scene,	some	additional	examples	of	interest	
found abroad are included. Evidently some of the examples do not fall under 
spatial comics, but act as important groundwork in laying the foundation 
for what would become the art medium.

Being	in	contact	with	some	of	the	Finnish	experts	of	the	field	of	comics	
helped	me	to	get	an	understanding	of	the	situation.	The	exchange	reassured	
me I was not astray with my thoughts, or ignoring prior writings on the 
medium. I got valuable information, examples of artwork, references, com-
ments	and	discussion	to	guide	me	along	the	way.	The	examples	of	comics	
and	exhibitions	are	mostly	from	Finnish	or	English	speaking	makers,	while	
the	other	big	comics	markets,	the	Franco-Belgian	world	of	bande	dessinée	
and	Japanese	manga,	are	essentially	left	out	of	the	scope.

As mentioned in the previous chapters, traditional comics are made to be 
published as books. It should be noted that some artists might not be inter-
ested in making art for exhibitions, but in  investing in their actual work. 
However,	the	challenge	of	displaying	comics	has	been	noted	by	the	commu-
nity, and a number of artists have solved the case of vitalising the exhibi-
tions with various outcomes. 

I have not really made three-dimensional  
comics but aspired to take the space into  

consideration when building an exhibition. The 
intent is to create an alternative brand new  
experience than what is transmitted when 

reading a book. The idea behind is that (at least 
my own) comics are made to be read specifically 
from the pages of a book and not from the walls  

of a gallery of a museum.
(M. Turunen, personal communication, March 28, 2021 )

 
In	the	following	subchapters,	I	will	discuss	my	findings	and	their	formats.	
Many	times	the	art	is	balancing	between	“fine	art”	and	comics,	and	the	line	
is	hard	to	draw.	Many	times	the	final	jump	from	gallery	comics	to	spatial	
comics	or	three-dimensional	comics	with	continuity	is	rarely	made.	How- 
ever,	those	can	be	found	too.	Here,	I	have	highlighted	works	that	seemed	the	
most	relevant	and	offered	variety	in	format.

Comics on paper is a fantastic platform for stories, because it does not have 
to	answer	to	the	logic	of	the	real	world.	For	spatial	comics	the	law	of	grav-
ity	is	inescapable.	If	the	artist	wants	objects	to	be	flying,	they	have	to	build	
structures to suspend the artwork and plan the incorporation of those into 
the	panel.	This	challenge	is	present	with	a	common	“floating”	element	in	
comics:	word	balloons.	Restrictions	of	the	real	world	come	to	play	also	if	the	
artist is using found objects and not building item themselves – they have 
to	settle	for	what	they	find.	Altering	the	items	to	fit	the	artwork	is	obviously	
also	possible	but	takes	more	effort.

In traditional comics, one needs to pay mind to the rendering of the real 
world on paper. It needs to be visually credible and, in most cases, the use of 
perspective	helps	establish	that.	Rather	than	understanding	how	lines	sug-
gest	the	shapes	of	objects	and	creatures,	in	three-dimensional	comics	the	
challenge	is	in	sculpting	the	form	in	actuality.	This	means	a	different	skill	set	
is acquired.

The	challenge	the	creator	of	spatial	comics	has	to	encounter	is	mastering	a	
variety of skills from storytelling in sequential form combining both word 
and	image	to	producing	three-dimensional	arts	and	crafts,	whatever	the	
technique	be.	If	the	spatial	comics	is	created	on	flat	surfaces,	the	artist	
coming	from	the	field	of	traditional	comics	does	not	have	to	extend	too	
far from the comfort zone of drawing. In any case, one should understand 
the	collection	of	panels	as	a	whole,	and	create	a	pleasant	flow	to	guide	the	
reader on their journey in the exhibition space using the environment to 
the	advantage	of	the	narration.	The	measurements	and	confinements	of	the	
room and their impact on the multisensory experience have to be taken into 
consideration.

Not	every	comics	artist	wants	to	create	spatial	comics	–	and	that	is	fine.
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The	Finnish	comics	scene	has	been	internationally	recognized	as	experi-
mental	and	unconventional,	carrying	controversial	content	and	a	strong	do-
it-yourself-spirit.	There	are	no	strict	formats	or	powerful	schools	of	thought	
to	follow	in	the	tradition	of	Finnish	comics.	The	pool	of	Finnish	speakers	is	
so	small,	that	the	comics	creators	do	not	have	the	pressure	to	aim	for	finan-
cial success by producing comics of a certain genre, which might be the case 
elsewhere.	(Sutinen,	2015).	Instead,	comics	makers	have	been	able	to	play-
fully experiment with the medium.

To my knowledge, I was the first one  
to start making [three-dimensional comics], 

or I have not heard of anyone else making them 
before that. I do not know of any instances 

abroad either, certainly not the kind that would 
be actual comics, there could have been built 

characters and so on. The first Hotel comics I 
made in 2006 for a group exhibition held in the 

Arabianranta library with Terhi Ekebom,  
Tommi Musturi and Jarno Latva-Nikkola.  

The others exhibited traditional painting or 
comics. Terhi might have had comics painted on 

plates, the memory is not clear.
(M. Väyrynen, personal communication March 2, 2021)

Figures	16	&	17.
Mikko	Väyrynen,	ex-
cerpts from the White 
Disaster	comics	(2014)

Figure	15.
Käsi	keittiössä	 
performance	(2018)	 
by	Kati	Rapia

Figures	18	&	19.
Mikko	Väyrynen,	
Hotel	(2006)	 
& a panel from  
Gorillat	(2010)

Storytelling	aside,	comics	here	have	seen	mind-boggling	
reworkings	of	their	format.	There	has	been	various	com-
ics-themed	performances,	such	as	Kati	Rapia’s	“Käsi	keit-
tiössä”	(2018),	an	opera	production	“Marsin	mestarilaulajat”	
(2000)	was	based	on	Matti	Hagelberg’s	comics,	and	a	movie	
adaptation	of	Pertti	Jarla’s	Fingerpori	(2019)	was	created,	to	
name a few transformations.

To	paint	a	picture	of	the	development	of	Finnish	comics	
exhibition history, I will shortly describe a few examples. I 
contacted	the	contemporary	art	museum	Kiasma’s	informa-
tion	services	staff	in	an	inquiry	of	comics	exhibitions.	Surely	
there have been more exhibitions held in galleries and other 
venues over the years, but I think it is telling to inspect a 
national institution’s relationship to comics.

Curator	Petri	Kemppinen	writes	in	the	Kiasma	magazine	(Nro	4	Vol	2	1999)	
how comics came “rumbling in” to the gallery and exhibition spaces in the 
1990’s.	The	museum	held	an	exhibition	Kenelle	soittaisin	seuraavaksi?	(Who	
should	I	call	next?)	with	more	than	30	artists	whose	comics	originals	could	
be	read	mounted	on	the	walls.	An	uplifting	detail	was	that	they	had	only	se-
lected full stories to show, in order the narratives to stay composed. A mul-
titude	of	mentions	of	comics	are	not	to	be	found	in	the	Kiasma	magazine’s	
archives.	In	addition	to	the	1999	exhibition,	Jarmo	Mäkilä’s	Aavekaupunki	
was	held	1998–1999,	and	the	next	being	“Päin	näköä!”	(Eyeballing!)	in	2012.	
Another	mention	of	comics	was	Kaija	Papu’s	works	published	in	the	Kiasma	
magazine	in	2010.	The	magazine	operated	from	1997	to	2012.

Mikko	Väyrynen	is	one	of	the	firsts	in	Finland	to	make	three-dimensional	
comics	with	his	work	called	Hotel	in	2006	(M.	Väyrynen,	personal	communi-
cation	March	2,	2021).	He	makes	his	spatial	art	from	folding	white	paper,	or	
from	real-life	objects.	His	three-dimensional	works	have	been	exhibited	in	
various	locations	since,	and	published	in	magazines	(for	instance	Kuti	no	35	
&	55).	The	problem	with	making	a	printed	product	version	from	three- 
dimensional comics is that in the reproduction the selected physical tech-
nique might not show, and rarely looks as good as the original. “I wonder 
how many people think my works are made in Photoshop, if they have only 
seen	them	in	books,”	says	Väyrynen.		



48 49The	GlömpX	works	combine	traditional	comics,	sculpture,	lenticular	imag-
es, “miniature worlds”, paper silhouettes placed in boxes made out of carved 
books,	wooden	cubes,	a	quilt,	boxes	lit-up	from	inside,	animation	et	cetera	
(Römpötti	2009;	Musturi	2009).	Comics	artist	Tommi	Musturi	explains	that	
as a curator of the exhibition he briefed the artists involved with reference 
pictures	of	optical	illusions	and	ideas	of	what	three-dimensionality	could	
mean	in	comics	and	storytelling.	The	artists	then	sent	Musturi	sketches	of	
their ideas which they developed further together in group meetings. (T. 
Musturi,	personal	communication	March	22,	2021).	Some	of	the	works	are	
comics,	some	do	not	have	the	sequential	quality.	Some	of	them	are	three- 
dimensional interfaces for comics or visual arts, some of them are comics 
installations or spatial comics – in any case works that rise from the 2D sur-
face in some shape or form.

I asked artists to make three-dimensional  
comics. I encouraged them to create works in 

which the narrative would embrace a new  
dimension. - - This is an independent, free-

form work of art and an attempt to prove that 
the world of comics is not flat.

Musturi (2009, 3)

Comics	journalist	Harri	Römpötti	says	there	was	a	wave	of	comics	breaking	
from	the	confines	of	paper	in	Finland	ten	years	ago.	It	seems	that	spatial	
experiments	have	been	done	in	Finland	in	exceptional	numbers	compared	
to	elsewhere.	(H.	Römpötti,	personal	communication,	March	18,	2021)	The	
non-profit	artist	organization	of	Finnish	comics	artists	KutiKuti	was	estab-
lished	in	2005.	The	members	of	Kuti	have	“spread	the	gospel”	of	unconven-
tional comics through publications, international festivals and exhibitions 
alike	(Sutinen	2015).	The	community	publishes	a	comics	magazine	called	
Kuti,	which	currently	has	59	issues.	

Having	started	out	at	a	shared	work	space,	Kutikuti	relishes	collective	work	
and	anonymity	–	as	well	as	open-minded	experimentation.	An	improvisa-
tional	group	called	Doozers	(Duuserit)	emerged	of	Kutikuti	members.	They	
would not only continue and alter each other’s comics works, but also make 
3D	installations,	street	performances,	short	films,	music	and	workshops	
with	children.	The	“golden	years”	of	the	posse	is	said	to	have	been	2006–
2007.	Similarly,	Kutikuti	members	and	other	artists	started	to	publish	com-
ics	anthologies	under	the	name	Glömp.	In	2009,	one	group	started	experi-
menting	with	spatial	comics	with	the	tenth	issue	of	Glömp.	(Sutinen	2015).	
Because they wanted to rejoice the anniversary with trying something new, 
GlömpX	was	more	than	just	a	publication:	an	extravaganza	of	comics	in-
stallations, experimenting with new devices, interfaces, spatial comics and 
performances	(T.	Musturi,	personal	communication,	March	22,	2021).	The	
anthology	was	actually	an	exhibition,	and	a	team	effort	of	15	comics	artists,	
five	musicians	and	two	collectives.	The	works	traveled	to	other	countries	too,	
such	as	Italy,	Portugal	and	Russia.	(Römpötti	2009).

Figures	20	&	21.	
GlömpX	 
Starting point 
examples by 
Tommi Musturi

Figures	22	&	23.	
A sketch and view 
from one side of the 
finished	lenticular	
image comics.  
Flip	(2009)	by	 
Sami Aho.



50 51Figures	24–33.	
GlömpX	 
works in 
progress and 
finished	pieces.
(2009)

Figure	33.	
Sailamaa:  
Escape,  
part one.

Comics on paper assembled in 
a box format, lit from inside.

Figure	31.
Vähämäki:	 
Sausages & 
Peas.

Comics made 
inside four 
carved books.

Figure	24	&	25.
Kärkkäinen:	 
the Operator &

Figure	26. 
Anderzén:  
Bedspread.

“Miniature worlds” a.k.a 
three-dimensional	comics.

Figure	27.	
Eronen: 
Ghost	story.

New interface: by 
turning the knobs 
the story changes.

Figure	28,	29	&	30.
Musturi:	The	Different 
 states of Samuel & a sketch 
on a spherical object.

Figure	32.
Moisseinen: 
If something 
remains.

Sipiläinen:	
The	Dream	
Industry.

Moisseinen 
creates	hand-
stitched panels 
that she uses 
both for both 
printed publica-
tions and exhi-
bition purposes.



52 53In	2011,	Telttaretki	–	suomalaista	nykysarjakuvaa	(Camping	trip	– contem-
porary	Finnish	comics)	exhibition	was	held	at	the	art	museum	of	Salo.	It	
was	curated	by	Matti	Hagelberg	and	Bo	Haglund,	and	showcased	ten	other	
comics	artists.	Telttaretki	combined	comics	with	three-dimensionality,	but	
not	many	three-dimensional	comics	were	seen,	reveals	an	article	written	by	
Römpötti	(2011).	The	artworks	consisted	for	instance	of	traditional	comics	
originals,	series	of	paintings,	and	installations.	The	exhibition	got	its	name	
from	Reijo	Kärkkäinen’s	work.	In	his	installation	a	hiker	has	fallen	asleep	in	a	
real-size	tent.	The	artwork	also	included	drawings	of	ants	on	the	ground	and	
paintings	with	word	balloons	on	the	walls.	(Römpötti	2011).	Römpötti	writes	
in	his	review	that	the	art	piece	exists	“between	comics	and	fine	art”.	Telttar-
etki could be considered a comics installation, and some of the works in the 
exhibition could be categorized as gallery comics, because they have been 
created for exhibition purposes but might not have a sequential quality.

One way to liven up the exhibitions is highlighting the process of creation, 
and	emphasizing	the	visual	elements	that	are	not	seen	in	the	final	product	
of	the	published	comic	book	(Beaty	2012,	186).	This	was	done	for	instance	by	
Hagelberg	in	the	2011	exhibition,	displaying	the	tools	to	make	his	scratch	
cardboard	comics	(Römpötti	2011).	Römpötti	and	Hänninen	(2014)	orga-
nized	a	workshop	for	students	called	Headrest	(Niskatuki)	which	turned	
into	a	publication	and	an	exhibition	that	toured	comics	festivals	in	Finland,	
Switzerland	and	Italy.	As	a	starting	point	for	the	stories,	Römpötti	and	
Hänninen	asked	the	students	to	bring	any	kind	of	item	to	the	workshop.	
These	items	were	later	on	used	as	props	in	the	exhibitions.	Even	if	there	was	
nothing	three-dimensional	or	out	of	the	ordinary	in	the	comics	works	them-
selves,	a	taxidermied	squirrel	could	liven	up	an	exhibition.	(H.	Römpötti,	
personal	communication	March	18,	2021).

Finnish	comics	scene	celebrated	its	100	years	anniversary	in	2012.	As	a	part	
of	the	celebrations,	comics	were	welcomed	to	the	Finnish	contemporary	art	
museum	Kiasma.	With	curiosity	towards	new	approaches	to	sequential	art	
exhibitions,	Römpötti	and	Hänninen,	two	journalists	seasoned	with	comics,	
organized	Eyeballing!	New	Forms	of	Comics	exhibition.	They	invited	16	old	
and	new	comics	artists	to	participate	and	encouraged	them	to	fill	the	gallery	
space	with	comic	art,	discussing	three-dimensional	approaches.	Partially	
because of the museum curators came from the conventions of displaying 
fine	art,	the	exhibition	resulted	in	2D	comics	and	paintings	exhibited	in	a	
more	thought	out	or	spatial	manner.	(H.	Römpötti,	personal	communica-
tion	18.3.2021).	The	outcome	seems	to	have	been	gallery	comics.	Some	of	
the	artworks	were	comics	on	paper	glued	onto	three-dimensional	objects,	
which in a way makes them spatial in terms of space usage, but not in the 
narrational aspect. All the artworks in any case explored alternative possibil-
ities of executing and exhibiting of new formats and display techniques.

Figure	36.	
Comics Transformer  
by Marko Turunen.

The	work	was	also 
 exhibited in 2011 in Salo 
art museum.

The	giant	Comics	Trans-
former displayed comics 
as a coating, and the sto-
ries were not intended to 
be	read	(Römpötti	(2011)

Figures	34	&	35.
Katja	Tukiainen,	
Paradis	K.
Matti	Hagel-
berg, Silvia 
Regina.

Figures	34–37: 
Eyeballing! exhibition  
in	Kiasma	2012

Tukiainen is known for her 
works with sequential paintings 
taking advantage of the space.

 Tukiainen  
and	Hagelberg	
shared the 
space horizon-
tally.

Figure	37.	
Hanneriina	 
Moisseinen:
Saari.

“EYEBALLING!
The	new	forms	of	comics
9 March – 9 September, 2012

Contemporary	Finnish	comics	have	blossomed	unprece-
dentedly	in	the	last	five	years.	Many	Finnish	comic	artists	
have	in	fact	made	a	breakthrough	in	France,	but	not	yet	in	
their	homeland.	Finland	is	known	as	a	country	of	art	com-
ics, but only abroad.

Comic	artists	are	influenced	by	a	broad	range	of	visual	
culture: by underground culture, popular culture imagery 
and other comics, on the one hand, and by contemporary 
art, illustrations and even folk art, on the other. Many of the 
artists tell stories that bear a resemblance to their own lives, 
creating	a	kind	of	autobiographical	fiction.

The	artists	in	the	exhibition	are	Mari	Ahokoivu,	Terhi	
Ekebom,	Matti	Hagelberg,	Jyrki	Heikkinen,	Kati	Kovács,	
Hanneriina	Moisseinen,	Tommi	Musturi,	Ville	Ranta,	Aapo	
Rapi,	Anna	Sailamaa,	Ville	Tietäväinen,	Katja	Tukiainen,	
Marko	Turunen	and	Amanda	Vähämäki.”	 
(“Eyeballing!”	2012)

“The	work	of	Ville	Ranta	is	a	comics	concert	Comics	in	 
Concert	held	in	Kiasma	theatre	26.5”	(Ronkainen	2012).
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Figure	38.	Sofia	(2019)	by	Okko	Pöyliö	

Okko	Pöyliö’s	detailedly	drawn	comics	are	arranged	in	a	circular	formation	
that	creates	a	loop.	The	exhibition	visitor	must	walk	around	the	artwork	to	
see	the	whole	sequence.	Even	though	the	drawings	are	on	a	flat	surface,	the	
way the space is taken into account in the reading experience could make 
it	spatial	comics.	This	seems	to	be	one	of	the	rare	cases	where	the	means	
of exhibiting has been taken into consideration already when planning the 
artwork.

    
*

In	comics	artist	Juliana	Hyrri’s	exhibition	Onnea	ja	me-
nestystä!	(2019),	some	three-dimensional	objects	were	on	
display.	The	dollhouses	exhibited	had	digital	screens	mount-
ed	on	their	walls,	with	short	on-looping	animations.	With	
this piece it is hard to determine if it could be read as a com-
ic	or	not.	The	characters	are	alive	in	the	animations,	but	a	
sequential	story	arch	is	hard	to	find	between	the	rooms.	Are	
the	screens	part	of	the	furniture	(TV’s	for	the	doll	residents)	
or are the animated characters, moving entities, operating 
on	a	different	plane	of	existence	than	the	static	objects	in	the	
rooms? As the rooms are creating a rhythmic framework for 
reading, this piece could be read as installation or a border-
line	three-dimensional	comic.

Figure	39.	 
Dollhouse installation  
by	Juliana	Hyrri

Figure	43–46.	Kati	Rapia’s	Horror	Boxes	(2004)	introduce	an	interface	for	
three-dimensional	comics	with	a	fixed	viewpoint.	The	three	panel	horror	
scenes were lit up from the holes above and looked at through the narrow 
holes on the side.

Figures	40–42.	Marko	Turunen	has	displayed	a	variety	of	techniques	
in	his	exhibitions,	such	as	mirror	reflections,	lego-heads	and	large	
scale wallpaintings.



56 57Another	fresh	example	of	fine	arts	approach-
ing	comics	is	Maisa	Majakka’s	work	in	Kuvan	
kevät	2020,	the	graduation	exhibition	of	
the	Arts	University’s	School	of	Fine	Arts.	
Majakka has created ceramic characters in 
the midst of various events. Each work sits 
on	its	own	base	tile,	that	acts	as	a	panel.	The	
patch work of panels creates a continuous 
whole.	The	gathering	of	the	sculptures	intro-
duces us to a scene where a bunch of youths 
are having a hang out in a park. Maybe the 
same characters are moments later depicted 
as	smaller	figurines	placed	on	a	corner	tile,	
or perhaps multiple groups exist at the same 
time in the same space, using a “hierarchi-
cal	proportion”	rather	than	perspective.	The	
smaller	tiles	could	be	also	read	as	flashbacks,	
or premonitions, showing us glimpses in 
time. 

Depending on the reading, the element of 
time and sequentiality can be seen in this 
work. Even if not a clear example, it can be 
discussed if this artwork should be consid-
ered	as	comics	or	not.	The	“panels”	suggest	
a sequential reading rather than examining 
the	piece	as	a	static	scene.	There	might	also	
not be sequentiality between the panels, that 
is to say, a continuous act is missing. Nev-
ertheless, these kinds of cuts can be done 
in two dimensional comics storytelling, 
too.	McCloud	calls	this	kind	of	shift	in	the	
viewer’s perspective between panels as-
pect-to-aspect	transition,	where	the	frag-
ments are completed in the reader’s mind 
into	a	wholesome	scene	(McCloud	2016,	166).

*

Sakari Peltola’s the Story of Zon seems to 
be one of the few artworks that one can for 
certain	call	three-dimensional	comics.	He	is	
creating a whole “album” of comics carved 
out	of	stone.	The	story	centers	around	the	
main character Zon and his life events in 
a dystopic future. Each sculpture sits on a 
horizontal plane, and so each scene acts as 
a panel. One of these “3D panels” weighs 

Figure	47.	
Sequential ceramics  
by Maisa Majakka

Figure	48.	
Excerpt from Story of Zon

around	hundred	kilograms	and	takes	up	to	a	week	or	two	to	finish.	Peltola	
has been working on the comics for three years and has more than 140 pan-
els	ready.	(Valta	2021).

The	story	is	told	mainly	by	the	events	depicted	in	the	sculptures,	but	Pelto-
la	mentions	in	the	digital	comics	platform	kvaak.fi’s	interview	(2021)	that	
the narrative consists also of the names of the pieces and other textual 
elements.	“The	narrative	withholds	dramatical	plot	twists,	flashbacks	and	
alternative	endings.”	This	would	suggest	the	sculptured	panels	to	be	placed	
in a vast place with crossroads of which the visitor would need to pick one to 
follow at a time. Alternative endings with branching storylines would make 
it	a	hypercomics	(Gravett	2010).

In comics, the more panels there are depicting each moment, the longer 
that	moment	lasts	in	time.	The	artist	needs	to	painstakingly	repeat	the	same	
characters in close proximity in time to create a seamless depiction. Even 
a	split	second	could	be	flexed	out	to	create	a	full	album.	It	would	be	inter-
esting to know what happens in the gutter of the panels in the Story of Zon; 
how long are the jumps in time between the art pieces. When creating a 
scene in three dimensions, and especially when using a material as hard to 
work with as stone, the artist would be wise to think economically and make 
efficient	decisions	in	the	storytelling.	

Peltola is currently working on not only the stone works, but also on a book 
of	the	project.	This	creates	new	challenges	when	the	artwork	is	“yet	again”	
compressed into a two dimensional publication. In the book, the textual 
elements	work	as	captions	under	the	pictures.	The	book	could	also	be	used	
as a “catalogue” for the exhibition, so no additional plates for the text would 

Figures	49–51.	Excerpts	from	Story	of	Zon	by	Sakari	Peltola



58 59be needed. Already parts of the story have been exhibited in Aboa Vetus Ars 
Nova art museum in 2019 with traditional placards. Some of the sculptures 
have word balloons as a part of them. (S. Peltola, personal communication, 
March	25,	2021)

The	project	is	laborious	with	the	chosen	material,	and	because	of	its	length,	
even if the sculptures are not huge: the main character is 45 centimeters 
tall. Producing the same character over and over again takes its toll, but the 
other elements of the story, such as side characters and details of the scenes 
bring much needed variation for the work. (S. Peltola, personal communica-
tion,	March	25,	2021)			

Although the sculptures made for this  
“3D comics” are relatively small, their combined 

weight will be easily more than 15 00 kg. I have 
planned to place the scenes on top of plywood 
boards on piled up forklift pallets. According 

to my calculations there is a need for 750–1000 
pallets and at least two trucks to transport 

them. It takes two weeks to set up and 
 dismantle the artwork, so short  

gallery exhibitions are out of the question. 
(S. Peltola, personal communication, March 25, 2021)      

If the text parts are kept short, the time it takes to read them could be 
counted	as	20	seconds.	That	multiplied	by	the	amount	of	the	artworks,	
which is approximately 200, would mean it would take less than an hour to 
see	the	whole	exhibition,	Peltola	explains.	The	walking	distance	he	evaluates	
to be around 400–500 meters. (S. Peltola, personal communication, March 
25,	2021)	

2.6.2 Examples from Abroad

Miranda	July’s	the	Hallway	(2006)	could	be	seen	as	an	example	of	spatial	or	
three-dimensional	comics,	even	though	the	artist	might	not	have	thought	
of	it	as	one	while	creating	it.	This	installation	piece	is	built	in	a	long	hall-
way,	which	determines	the	reading	direction.	The	exhibition	visitor	is	faced	
with text panels that build the narrative which seems to almost be the inner 
monologue,	and	has	to	walk	past	them	left	and	right.	The	text	interacts	with	
the visitor and tells them how to examine some objects, where to walk and 
where	to	look,	how	to	think	about	certain	things.	The	narrative	thickens	the	
further	the	visitor	walks	the	hall.	The	space	in	this	sense	takes	an	important	
role in the storytelling. 

This	artwork	has	a	fixed	linear	narrative.	The	hallway	space	limits	the	
amount of text the visitor can digest at a time, and cannot see the whole 
piece	with	one	quick	glimpse.	This	is	a	way	to	passively	guide	the	exhibition	

visitor to experience the story linearly, so that the person does not have the 
option	of	wandering	around	or	reading	the	panels	in	a	scattered	order.	This	
method makes the visitor concentrate on each text bite and limits them to 
not skip panels, as would be easy in an open gallery space.

Figure	52.
Miranda July: 
the	Hallway	
(2006)

A 125 foot hallway lined with fifty wooden signs, hand-painted with text. As the viewer/ 
participant walks down the seemingly endless hall, weaving between the signs, the text acts as 

an internal voice, “It’s too late to go back now, but the end seems far away…” The “you” in text 
realizes that you’ll be walking down this hallway for the rest of your life. And like life, the hall 

is filled with indecision, disappointment, boredom and joy – and it does end.  
(July 2008)

The	hand-painted	speech	bubbles	or	text	panels	add	to	the	feeling	of	comic	
books, in which it is common to use hand written text rather than a type-
face	to	better	blend	in	with	the	drawings.	The	amount	of	text	in	each	panel	
creates the rhythm of the piece. It regulates how long one takes in front of a 
panel reading before moving on to the next one. 

In	spatial	comics,	not	everything	needs	to	be	three-dimensional.	The	text	is	
most conveniently portrayed through traditional methods, meaning written 
on	a	flat	surface	rather	than	trying	to	build	letters	in	three	dimensions.	The	
installation also uses everyday objects in it.

*

Comparably, a relatively long and narrow space was used to display Tommi 
Musturi’s	work	at	Fumetto	comics	festival	(Luzern,	Switzerland)	in	2011.	His	
exhibition	was	built	into	a	100-meter-long	old	metro	tunnel.	The	artwork	
did not necessarily have an apparent story line, and some of it was rather 
abstract.	However,	the	nature	of	the	approximately	300	art	pieces	gradually	
changed as one would walk further into the tunnel. (T. Musturi, personal 
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communication,	March	22,	2021).	At	the	end	one	came	to	a	wall	that	was	
a structure built from cardboard to resemble a big face that had colourful 
projections on it. 

In this space the movement and reading direction is not as restricted, and 
the exhibition visitors can walk around freely. Additional to the artwork 
hung on the walls, there were some in display cases in the middle of the hall 
space. A number of people could experience the exhibition at the same time.

It is not clear if the collection of artworks were created to make a continuous 
narrative	or	specifically	keeping	the	space	in	mind,	but	unarguably	this	is	a	
comics exhibition that uses space to its advantage, to create gradual changes 
in	atmosphere	when	examining	the	comic	work.	The	paintings	and	draw-
ings	could	be	considered	as	panels.	This	could	be	considered	as	an	example	
of an abstract spatial comics story.

Figures	53	&	54.
From	Tommi	
Musturi’s 2011 
Fumetto	exhi-
bition

The	Frenchman	Marc-Antoine	Mathieu	is	a	legendary	comics	artist	that	has	created	fasci-
nating comics that break the fourth wall or the panel structure on the page, playing with 
three-dimensionality	on	paper.	“One	of	the	most	innovative	comic	creators”	held	an	exhi-
bition	called	Cartography	of	Dreams	(Kartographie	der	Träume)	in	the	Angewandte	Kunst	
(applied	arts)	museum	in	Germany	(“Kartografie	der	Träume”,	2017).	On	the	museum’s	
website,	the	exhibition	is	described	as	follows:	“-	-[H]e	dismantled	the	usual	conditions	of	
our reality radically to surrealist visions, in which dream and reality blur as well as interior 
and	exterior	-	-”	(“Kartografie	der	Träume”,	2017).

A	quote	from	Frankfurter	Allgemaine	magazine	(as	cited	in	“Kartografie	der	Träume”,	2017)	
continues: “Mathieu describes the physically impossible with tremendous precision. And 
pulls the visitors of this irritating show under its spell.”

Mathieu	makes	three-dimensional	comics	on	a	two	dimensional	surface,	on	paper,	but	it	
is	not	clear	if	any	of	the	artworks	exhibited	were	spatial	comics.	From	the	pictures	one	can	
in anycase see a collection of comics mounted on walls together with insightful large scale 
installations.

Figure	55.
Cartography  
of Dreams  
exhibition  
(2017)

 
Chris Ware has been experimenting with 
the	three-dimensionality	of	comics	on	paper	
several times, but he has also built mechan-
ical devices and physical replicas from some 
of	his	stories	(Raeburn	2004).	Here	shown	is	
Potato	Man’s	House	(1989)	next	to	Mr.	Potato	
Man	(1994),	and	a	separate	frame	from	the	
comics.

Figures	56–58.	Chris	Ware,	Potato	Man’s	House	 
& Mr. Potato Man  
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Dave	McKean	has	been	utilizing	photographed	dolls	and	re-
al-life	footage	in	his	comics	such	as	The	Tragical	Comedy	or	
Comical	Tragedy	of	Mr.	Punch	(1994)	and	Cages	(1990–1996).	

McKean	joined	the	Hypercomics	exhibition	(2010)	curated	
by	Paul	Gravett	with	his	work	The	Rut,	which	could	be	con-
sidered spatial comics.

“[T]hree	characters’	viewpoints	of	an	assault	in	the	park:	
Perpetrator, Victim and Witness. In later years, as all three 
relive this traumatic event, their roles and the truth become 
more	ambiguous.	McKean	begins	his	tales	in	drawings	and	
then unfolds them across sculpture, photography and other 
media.”	(Johnston	2010)		

Figures	
59	&	60.
The	Rut	 
by Dave  
McKean	 
(2010)

”While the 
core of the 
story was pre-
sented in fairly 
conventional 
comic ‘pan-
els’, they were 
arranged in a 
three-dimen-
sional array 
across the 
floor	and	walls	
of the gallery. 
The	space	
also included 
large-format	
photographs 
of a statue – 
the violently 
fractured head 
of a human 
figure	–	as	well	
as other pieces 
of sculpture, 
including ant-
lered masks 
that invited 
the visitor to 
view the scene 
through their 
eyes, from 
a particular 
perspective.” 
(Murphy	2014)

Figures	61	&	62.	 
Mr. Punch & Cages

Figure	63.	
A lazer cut comics cube 
by Zu Dominiak

3
GALLERY 

–  
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Figures	64–143.	
Photographs from the Whatever – 
Spatial Sequential Art exhibition.
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Comics pages are structured around how  
people, objects and words are placed on the page 

– so must panels begin their lives as a  
collection of flat 2-D elements. It’s only after 

those relationships are worked out that a grid is 
laid out and a more fully realized three- 

dimensional scene starts to emerge. 
McCloud (2006, 173)

In this section I will present my artistic research and the knowledge I gained 
while	working	on	my	production,	with	a	reflective	approach.	I	will	introduce	
my project and go through the individual comics works, concentrating on 
the medium but not forgetting about the narration. My exhibition was held 
before	I	started	researching	theory	or	benchmark	works	from	the	field.	The	
devices for spatial comics I created are the product of my own imagination, 
but	their	inspirations	are	sometimes	traceable.	I	will	discuss	my	findings,	
and	show	documentation	of	the	process.	The	finished	artwork	in	the	exhibi-
tion	can	be	seen	in	photographs	in	the	Gallery	section.	

I applied my own comics world Whatever into creating the spatial comics 
pieces. It is impossible to talk about comics without stepping into the con-
tent and discussing narrative aspects as well, because comics is in essence 
just	that:	a	device	for	storytelling	–	the	two	are	inseparable.	That	being	said,	
my focus is not in analysing the content and the stories, but in the more 
theoretical	and/or	practical	aspects	of	actualising	this	new	practice.

My	exhibition	Whatever	–	Spatial	Sequential	Art	(2020)	consists	mostly	of	
three-dimensional	comics	and	installation	with	some	interactivity.	The	goal	
was to experiment with novel formats of comics to make a compelling exhi-
bition.	The	igniting	idea	behind	my	thesis	was	showcasing	comics	in	a	way	
that	would	renew	the	tradition	of	“flat”	comics	exhibitions	unfitting	to	the	
medium. As a background incentive, I was motivated to develop the world 
and characters of my comics further. 

My background to making spatial sequential art is in graphic design and 
comics. I have also done some sculpture, using mostly clay as a material.  
I utilized my prior knowledge in storytelling and in the language of comics, 
as	well	as	experience	of	producing	hands-on	work	with	the	know-how	of	
making	three-dimensional	sculptures.

4.1 Whatever 

This	thesis	applies	a	production-based	artistic	research,	which	allows	creat-
ing spatial sequential art: building experimental “installations” into a gallery 
space	at	the	Comics	Center	(Galleria	Sarjakuvakeskus)	in	Kallio,	Helsinki.	
The	stories	are	drawn	from	the	world	of	a	comics	project	called	Whatever	 
(Adler,	2020),	which	development	started	prior	to	this	thesis	–	now	the	
world	building	of	the	project	could	be	developed	further.	The	world	of	What-
ever	can	unfold	in	many	different	media	– also	an	animation	miniseries	
adaptation is currently in the making, excerpt of it shown as a part of the ex-
hibition	(Adler,	2020).	By	contrast,	as	a	graphic	representation	the	narrative	
can appear in a longer, quieter form. In the comic book form the stories are 
darker,	deeper	and	more	personal.	The	animation’s	genre	on	the	other	hand	
is	situational	comedy:	quick-witted	banter	in	short	animations	for	the	social	
media generation. 

For	the	ever-transforming	project,	and	to	further	explore	the	possibilities	
of	the	Whatever	universe,	it	seems	to	be	fitting	to	experiment	and	see	the	
characters come to life in yet another – spatial – approach. As my research 
goals centre on experimenting with spatial and interactive approaches to 
creating comics, the stories are rather short and the “instruments” carrying 
them	vary.	The	artform	is	a	novelty	worth	investigating	in	and	of	itself.	

Figure	144.
Still from the 
Whatever 
animation.



108 109To shed some light on the content and the characters of the comics, some 
background	information	would	be	in	order.	The	main	character	is	a	girl	
named	Girl	in	her	thirties,	living	with	her	roommates:	“best	friend”	Cat	and	
“therapist” Plant. She struggles to live her chaotic yet boring life with heal-
ing	crystals,	dating	apps	and	odd	jobs.	The	characters	are	a	sorry	bunch	of	
lowlifes who think too highly of themselves but rarely accomplish anything, 
nor get out of their apartment. In the longer graphical comics planned, 
there would be additional characters, plots and subplots, but the spatial 
comics	is	a	stripped-down	version	due	to	restrictions	in	space	and	time.	In	
the production I centered the stories only to introduce the three main char-
acters, more would only further confuse the visitors.

The	world	of	Whatever,	the	home	of	the	characters’,	is	a	city	that	does	not	
have a name. It could be anywhere in the world, possibly in Europe. Not 
tremendously big, yet not too small that it has an international and inter-
species	community	living	in	it.	Their	lives	and	problems	are	that	of	peer	mil-
lennials alike today: struggles with mental health, dating and relationships 
in	general,	figuring	out	themselves,	work	life	challenges,	substance	abuse	et	
cetera.	Friendships	and	conversations	are	shallow	and	people	are	horrible	
to each other. No one has the time or the attention span for anything but 
healing	the	self.	The	stories	have	an	autofictional	basis	with	supernatural	
overtones	and	societal	satire.	Humour	plays	a	big	part	in	the	rather	depres-
sive	world	of	Whatever.	The	setting	is	a	bit	dark	and	dysfunctional,	like	the	
people living in it.

4.2 Exhibition Design for  

Whatever – Spatial Sequential Art

When	planning	the	showcasing	of	my	thesis	production,	my	role	was	mani-
fold: I had to overtake the roles and responsibilities of the exhibition design-
er,	the	curator	and	the	content	creator/artist	(see	19,	On	Exhibition	Design).	
As in my production I did everything myself, these roles were of course 
intertwined and overlapping. My focus was creating an overall intriguing 
experience	of	an	exhibition	with	artworks	focusing	on	different	kinds	of	ex-
perimental	formats	that	investigated	different	sides	of,	and	new	approaches	
to,	comics	storytelling.	The	content	was	my	secondary	concern,	although	
without meaningful subject matter, the exhibition would not be successful 
either. Combining these and the practicalities of executing the artwork and 
their exhibiting in the chosen space will be covered in this Praxis section.

What made the process challenging was keeping everything in mind at the 
same	time.	When	one	aspect	changed	or	was	unsure,	it	affected	all	the	oth-
ers. I had to curate the content and the exhibited pieces while I was making 
them,	not	selecting	from	pre-made	pieces	of	work.	I	wanted	to	choose	piec-
es that would excite the audience with their novelty of format, visual style 
and storytelling. I wanted to utilize the whole gallery space and bring the 
artwork	to	the	“center	stage”	and	off	from	the	wall	where	comics	usually	are	
mounted in traditional exhibitions.

My	exhibition	could	be	described	as	taking	parts	of	different	strategies	stat-
ed	by	Hall	(see	20),	especially	the	mosaic	and	taxonometric	approach.	The	
visitors	are	not	guided	to	take	a	specific	route,	but	are	free	to	roam	around	
and	start	examining	each	artwork	in	the	order	of	their	liking.	However,	
designing the exhibition, I decided not to have a predetermined reading 
order	or	walking	direction	in	the	exhibition.	This	was	due	to	the	fact	that	the	
exhibition pieces did not have any hierarchy between them; all of them could 
be understood on their own or in any order they were encountered. Never-
theless, because the exhibition works had names, I hesitantly listed them on 
an additional paper for the visitors – I hope this was not too suggestive of 
their order.

The	second	reason	not	to	have	a	specific	route	through	the	exhibition	was	
that	the	reading	order	in	a	book	is	linear,	but	in	an	“open	concept”	real-life	
space	I	could	try	a	different	approach.	Because	the	gallery	was	not	too	spa-
cious compared to the amount of work exhibited, bottlenecks could occur 
when there were several people entering the exhibition at the same time. 
Having	no	particular	order	to	read	the	works	helped	in	the	sense	that	people	
could choose an alternative route instead waiting for their turn to see a par-
ticular	piece.	This	also	meant	there	was	no	preplanned	“exhibition	journey”	
or	“emotional	journey	maps”	created	(see	22).	The	layout	of	the	gallery	also	
affected	this	decision	(see	111).

Many design problems are practical  
and technical. On a large project 

 three-dimensional structural design will be 
carried out by one person, and two-dimensional 
graphic design, text and illustration, by others. 

In large teams extra effort is required to see 
that the graphic items are properly tied in with 

the structure itself. In a small museum both 
design skills may be deployed by one all-round 

designer. This may well give an advantage to the 
small museum, producing a unity of design for 

which the larger teams struggle! 
Hall (1987, 23)
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Guiding	the	visitor	is	very	minimal	throughout	the	exhibition.	The	comics	
do not come with any further information on a placard – they are simply 
left	to	be	read	and	experienced	on	their	own.	There	are	no	“walls	of	text”	
– not counting in the giant speech bubbles that are part of the artwork. I 
am relying on the visitors to understand the comics without opening up 
meanings behind them, or explaining the building techniques or materi-
als	of	the	artwork.	This	kind	of	additional	information	would	distance	the	
visitors from the experience and disconnect them from being in the story. 
The	installation	should	feel	like	an	actual	living	room,	not	to	remind	the	
viewer	that	they	in	fact	are	standing	in	a	gallery	space.	The	intended	style	of	
exhibiting	was	evocative	and	aesthetic,	not	educational	(see	20).	Immersion	
in being surrounded in the spatial comics and exhilaration of new gadgets 
and	stories	would	hopefully	form	into	an	experience	for	the	visitor.	The	
overall	explanation	of	the	exhibition’s	motif	is	in	the	leaflets	provided	on	the	
side	table	close	to	the	entrance,	and	in	the	invite	of	the	exhibition	event.	The	
only signage is the name of the exhibition painted on the wall, the number 
tags for the artwork and some informative notes encouraging interaction or 
instructing the use of the objects. In a successful art exhibition, the overall 
theme should inevitably be comprehended through the artwork. 

In the Whatever exhibition, the visitor is invited to explore the artifacts in 
any order they wish, and can either take part in interaction or choose to take 
a more passive approach. A degree of involvement would excite and stim-
ulate	the	visitors.	In	the	times	of	the	Covid-19	virus	spreading	throughout	
the world, people have been told not to touch anything and to stay at home. 
Keeping	safety	measures	in	mind,	I	wanted	to	provide	an	opportunity	for	
interaction and immersiveness in contrast to this lack of tactile and bodily 
experiences, which I think might make them appreciate the direct contact 
and participation even more. 

One goal was to keep the exhibition playful and easily approachable, so that 
visitors would not feel intimidated to touch the pieces (with hand sanitiser 
provided)		– for	example	rotate	the	Three	Corners	diorama	by	its	handles,	sit	
on the chair and put on the headphones for the Moving Image animation, or 
play	with	the	comics	generator	Triangle	of	Drama.	There	were	instructions	
on how to use or interact with the artworks. Some parts of the exhibition 
were	more	passive	than	others:	the	Wondrous	House	installed	in	a	dollhouse	
invited the visitors to not only read, but to walk around the house to inspect 
it fully; the Trilogues not only addressed the reader but also urged them to 
write	in	the	Humanarium	or	Notes	on	the	Human	Psyche	and	Behaviour	
–	Plant’s	observations	on	humans,	also	known	as	the	guestbook.	The	instal-
lation	Living	Room	was	static	by	default,	but	I	hope	the	selected	personal	
objects and furniture made the exhibition space feel like visiting the charac-
ters’ home. 

4.3 At the Comics Center

The	content	for	my	exhibition	was	specifically	produced	keeping	the	venue	
in mind. Everything depended on the Comics Center: what could be done 
with	the	room,	wall	space,	lighting,	sound	et	cetera.	The	space	is	challeng-
ing because apart from the gallery, Comics Center also houses a bookshop, 
workshop	spaces	and	work	spaces	for	staff	under	one	roof.	The	path	to	these	
other spaces in the back had to be kept open for people to pass by. In addi-
tion there were big windows on two sides of the exhibition room, and the 
window sills were reserved to display the items of the bookshop.

First	thing	considering	exhibition	design	is	visiting	the	actual	space	it	is	
going	to	be	built	in.	I	went	to	the	Comics	Center	in	Mid-October	to	pho-
tograph the gallery and to make sketches on location. Especially when the 
designated space is complex, it is best to see it in real life and start planning 
on-site.	It	is	exceptionally	easier	to	understand	the	dimensions	of	the	space	
when	one	is	actually	inside	it,	to	move	around	and	imagine	what	could	fit	in.	
The	space	restricts	how	big	and	how	many	pieces	of	art	it	is	possible	to	dis-
play, taking into account there needs to be enough room for the exhibition 
visitors to move comfortably in.

 Floorplan	of	the	
gallery. Because 
the space is 
rather	square-
like, with the 
entrance on one 
end and two 
staircases to 
other spaces on 
the other, and 
windows on 
two sides, the 
wall space was 
actually quite 
limited.

Placement of the artworks:
1:	The	Trilogues	a	/	b	/	c
2:	The	Living	Room
3:	The	Moving	Image

1

1
1

2

3

46 5

4:	The	Three	Corners
5:	The	Wondrous	House
6:	The	Drama	Triangle
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My	initial	thoughts	were	to	impress	people	by	bringing	human-sized	com-
ics characters in the room. I thought the big characters would all be sitting 
side-by-side	in	front	of	the	biggest	wall,	each	inside	a	panel	border	taped	
to	the	wall	and	the	floor,	to	create	a	strong	resemblance	to	a	2D	comic	strip.	
Unfortunately, the space next to this wall was actually the path which cus-
tomers had to take to the bookstore and workshop spaces, so I realised it 
would	not	be	a	good	place	to	fill	up	with	sculptures.	

There	were	several	undecided	issues	when	I	started	to	work	on	the	exhi-
bition. I realised I had to have an open mind and solve problems as they 
appeared.	Good	stress	management	was	essential.	Until	the	last	moments,	
it was not clear how many art works the exhibition would consist of, and 
this	for	certain	made	planning	the	overall	exhibition	challenging.	The	time	
frame building the exhibition was really tight and no drawbacks were really 
allowed.	The	gallery	promised	me	pedestals	and	other	stands,	but	the	num-
ber and dimensions of them stayed a mystery until the last week before 
exhibiting, when they were painted and cut to size. A table for the board 
game piece was introduced the last day. Still, everything went well and I was 
pleased with the outcome.

Usually, an important part of exhibition design, to guide the viewer’s eye, is 
lighting.	However,	I	was	told	that	nothing	could	be	done	about	the	lighting	
of	the	space.	The	lamps	on	the	ceiling	were	in	a	fixed	position	and	they	were	
not	to	be	touched.	I	accepted	this,	because	my	first	and	foremost	goal	was	to	
introduce	three-dimensionality	of	comics,	and	I	felt	that	could	be	done	un-
der the considerably neutral lighting the room had. I also brought a reading 
lamp and a lava lamp for the installation piece, so that corner was better to 
be	dimly	lit	otherwise	anyway.	The	TV	screen	with	the	animation	piece	also	
created some light. 

The	exhibition	design	withholds	the	overall	thinking	behind	the	exhibition	
pieces. To me, it was important that each piece would drive home a new 
point of view to spatial comics. It would be meaningless to do the same 
thing over and over again, if researching the formats was my goal. In the 
beginning	I	was	thinking	about	drawing	a	comic	strip	first	on	paper,	and	
then	varying	it	in	different	forms	of	the	three-dimensional	comics	I	had	in-
vented. I soon discarded this idea, because even if that would surely create a 
more	“scientific”	study,	the	experience	for	the	average	visitor	could	be	rather	
dull because of the repetitiveness of reading the same story multiple times. 

This	“open	concept”	space	led	me	to	not	have	a	fixed	walking	direction	in	the	
exhibition.	There	is	no	real	continuation	or	hierarchy	between	the	art	works,	
and I did not want to arbitrarily create one. I liked the idea of every visitor 
having	a	slightly	different	experience.	My	reasoning	was	that	the	pieces	next	
to	the	entrance	would	be	encountered	either	first	or	last	in	the	space,	and	the	
ones on the other side of the room would be seen in the middle or towards the 
end.	For	example,	I	placed	the	monologue	of	Girl	straight	after	the	entrance	
door	and	the	exhibition	infos,	so	she	would	be	the	first	impact	the	visitor	gets.	

Figures	145–148.	 
Floorplan	sketches.

Figure	149.	 
Early sketch.
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When	I	started	out	on	the	project,	the	first	task	was	to	decide	the	formats	
for	the	comics.	For	a	time,	I	had	been	playing	with	some	ideas	about	struc-
tures or gadgets in the back of my head. Some ideas I discarded, some of 
them evolved as the project progressed. I wanted to have massive elements 
and	room-size	panels	for	the	space	to	feel	immersive	–	both	physically	
and	narrative-wise.	The	visitors	should	have	the	opportunity	to	engage	the	
adventure from the comics’ stories the same way in a gallery space as one 
would	reading	a	book,	which	is	not	easily	accomplished.	The	exhibition	
should	offer	interaction,	movement	and	bodily	experiences	for	the	visitors,	
something they would not get from digitally examining screen footage on 
their devices. 

Some	of	the	pieces	I	created	for	my	exhibition	are	only	borderline	three- 
dimensional	comics.	The	point	was	not	to	make	anything	exactly	“by	the	
book”	(and	an	unwritten	one	at	that).	Moreover,	my	goal	was	to	experiment	
with	different	formats	and	to	contemplate	the	essence	of	spatial	comics;	also	
to renew the stagnant conventions of comics exhibitions. I wanted to try 
out	as	many	different	things	I	could	come	up	with,	not	to	repeat	one	single	
thing very well. 

This	is	the	reason	why	there	isn’t	a	longer	continuation	between	the	art	
works, because building segways between these arbitrarily chosen “devices” 
would	have	been	too	difficult	a	challenge	to	battle	in	this	time	frame.	The	
ingredient of coherence comes from the world of comics, the universe of 
Whatever: getting to know the characters, delving deeper into their lives, 
personas and humour. 

First	and	foremost	I	was	researching	the	formula	of	spatial	comics	–	not	the	
storytelling per se, although creating the stories allowed me to further get to 
know my characters. Nevertheless, as a comics artist, it was important for 

me that also the narrative of the comics would work and the content would 
be enjoyable, not just a show of engineering skills. With the tight schedule 
and having been concentrating on the problems of the execution, I had no 
chance but to trust the themes and the stories would develop on the side.

The	Exhibition	pieces:
4.4.1	The	Trilogues	a	/	b	/	c
4.4.2	The	Living	Room
4.4.2.1 Moving Image
4.4.3	Three	Corners
4.4.4	Wondrous	House
4.4.5 Drama Triangle

Figure	150.	
Production 
process.

Scott	McCloud	(2006)	talks	about	the	different	forces	behind	making	com-
ics.	He	divides	the	groups	into	four:	the	classicists,	who	want	to	make	
beautiful	art;	the	animists,	to	whom	the	story	always	comes	first;	the	for-
malists, who want to experiment with the medium and push it further; and 
finally	to	the	iconoclasts	who	want	to	stay	true-to-life	and	authentic.	In	
the	case	of	this	study,	the	focus	is	definitely	on	the	formalist	track,	that	of	
which	McCloud	determines	as	“the	eagerness	to	turn	comics	inside-out	and	
upside-down	in	an	effort	to	understand	the	form’s	potential	fully.”	(McCloud	
2006,	230-231).	The	form,	in	this	case,	being	spatial	comics.	

 “Devotion to the comics itself [- -] the will-
ingness to let craft and story take the backseat 
if necessary, in pursuit of new ideas that could 

change comics for the better.” 
(McCloud 2006, 231)

•	3D	(obviously)
•	Framing	(e.g.	Close-ups)	/	Composition
•	Backgrounds	as	storytelling	=	an	exten- 
			sion	of	the	personality	(rooms	[diorama])	
•	(different)	Timelines	[overlapping]
•	“Stepping	into	a	comic”	/immersion
• Interactivity

•	Single	panel	comics/monologues
•	Interfering	[/interacting]	with	the	story	 
			telling	(game)	/organizing
•	Internal	references	[cross-referencing],	
  hints, easter eggs
•	Searching	for	a	way	to	move	the	characters/
			be	the	characters/be	a	part	of	the	story

• “Build a comics exhibition in one month.”
• “Test experimental methods… how many can you come up with? Inside the time limit!”

I wrote a list of subjects I would like to investigate in my experiments, such as:
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4.4.1 The Trilogues a / b / c

The Whatever gang is stuck in a room, quarantining inside for two weeks. Each of the 
characters deals with the situation with their own approach and vents their mono-
logues to anyone who would listen. Apologies to the exhibition visitors.

Girl greets the people entering the exhibition with her existential mumbo jumbo. 
She talks about how she feels lonely and hasn’t felt human touch in a long time. She is 
so alone, bored and boring. Could you not stay, just for a while, to keep her company?

Anxious Cat is a bit hyper and wants to escape. It tries to charm the visitor to elope 
with it, but doesn’t really understand the picture it paints of itself. The way it presents 
itself with words and its tone of voice might clash with the way other people see it, bare 
teeth and all. I think you should still invite Cat over to enjoy your jacuzzi, babe…

Plant is relaxed and happy, but maybe suspiciously calm? She is leaning back on 
her chair with her hands crossed behind her head, not having a care in the world. She 
is not at all worried about the quarantine situation, and is willing to give self-help 
advice to poor souls who might not be handling the situation so well. Just breathe and 
produce that sweet carbon dioxide!

The	Trilogues	consist	of	three	human-size	characters	and	their	word	bal-
loons	positioned	in	different	parts	of	the	exhibition	room.	The	large-scale	
three-dimensional	comics	work	could	be	considered	as	a	collection	of	single	
panel comics, a three panel comic strip – or even a four panel one, if the 
Trilogues	are	thought	of	as	a	part	of	the	Living	Room	installation.	The	What-
ever trio is sitting on real chairs that work as a link to the installation with 
a	similar,	yet	empty	chair	for	the	visitors	to	use.	Girl,	Cat	and	Plant	address	
the visitors and introduce themselves in the monologues they perform in 
pink word balloons on the walls beside them.

The	sculptures	are	made	out	of	paper	mache	on	a	structure	made	out	of	
cardboard	and	renovation	waste	such	as	plastic	electric	cord	covers.	Final	
layer	is	painted	with	gesso	and	finished	with	acrylic	paint.	The	text	in	the	
word	balloons	are	lettered	with	a	black	marker	on	a	pink	acrylic-gesso	coat-
ed cardboard surface attached to the wall with nails. 

Figures	154	&	155.	 
Materials used for 
building.

Figures	151	–153.	 
The	large-scale	
three-dimensional	
sculptures for the 
Trologues	a	/	b	/	c.
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It took approximately two weeks and multiple friends helping me build for 
the	sculptures	to	be	finished.	I	decided	it	was	logistically	best	to	build	the	
exhibition	on-site.	This	way	the	big	sculptures	would	not	get	damaged	while	
transporting, and it would be easier to understand where to place them 
and	how	they	would	fit	to	their	environment.	The	making	of	the	exhibition	
became a performance that people visiting the Comics Center or eyeing it 
from the street through the windows could see evolve day by day. Building 
the	large	scale	sculptures	was	most	ambitious	and	eye-catching	work,	and	
people were keen on showing their appreciation with words, smiles and 
thumb-ups.	

One	of	the	first	things	I	knew	I	wanted	to	test	in	the	exhibition	was	bring-
ing the characters to the real world, or better yet, visiting theirs. Building 
large scale sculptures was intriguing for me, as that would be a big jump for 
the	comics	characters	on	paper	to	exist	as	three-dimensional	human-sized	
beings.	Now	the	visitors	had	an	opportunity	to	meet	the	characters	face-to-
face. As I wanted the real world to mix with the world of Whatever, I created 
the	Trilogues	in	tandem	with	the	Living	Room	installation,	which	consists	of	
real-life	items	and	furniture	supposedly	belonging	to	the	characters.	I	hope	
that encountering the characters like this would feel thrilling and novel to 
the	exhibition	visitors	–	at	least	different	than	looking	at	a	picture	or	a	2D	
projection of any kind.  

Starting out on the project, I was thinking of drawing the panel lines on the 
floor	and	the	wall	with	tape,	but	then	I	realized	that	would	distance	visi-
tors from the sculptures. Making the panels  borderless would not make 
the Whatever universe more approachable. At the same time I scrapped 
the thought of painting backgrounds on the wall, because that would have 
reminded	us	about	the	flat	domain	of	comics	when	the	idea	was	to	fade	the	
boundaries between the worlds and create immersion for the viewers. 

When we abstract an image through cartooning, 
we’re not so much eliminating details as we are 
focusing on specific details. By stripping down 
an image to its essential “meaning”, an artist 

can amplify the meaning in a way that 
 realistic art can’t. 

McCloud (1993, 30)

With	this	big	scale	art	piece,	I	wanted	to	create	immersion	(see	22;	39–42),	
yet the characters are clearly “drawn” in a stylized way and pop out from 
the	real	life	background	of	the	room.	This	is	called	the	masking effect, and it 
has	been	frequently	used	in	comics	such	as	Hergés	“clear	line”	(French:	ligne 
claire)	style	Tin	Tin	(McCloud	1993,	42–43).	This	time	the	environments	are	
not drawn, but consist of real objects, furniture and rooms, but the same 
principles apply. When the characters are more conceptualized or cartoony, 
they	“facilitate	identification	while	the	more	realistically-rendered	details	of	
their	world	evoke	the	sensory	experience	of	those	characters	more	effective-
ly,”	says	McCloud	(2006,	183).	He	explains	that	when	we	see	a	simply	drawn	
character,	it	feels	universal,	like	a	blank	canvas	to	project	oneself	onto.	That	
is how readers resonate with and relate to the characters. Contrarily, when 
the characters are more realistic, it creates a feeling of otherness – as look-
ing	at	another	person	would.	However	seeing	lifelike	backgrounds	provokes	
the readers’ senses like they would themselves be entering the world of stim-
uli.	(McCloud	1993,	30–44.)	This	fits	my	idea	of	mixing	comics	characters	
with real life paraphernalia very well.

The lines you use to draw a character are  
different from the lines you draw the environ-

ments they live in. They serve different purposes 
and readest read them in different ways. 

Figures	156 
–163.	
Making of the 
paper mache 
sculptures.
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When readers see the lines that make up a 
character’s eye, for example, they’re looking 

beyond those eyes to the thoughts and emotions 
revealed in them; they might even feel a sense 

of participation in that character’s inner life 
and investment in his or her fate. When they see 
the lines that make up a brick wall, on the other 

hand, they’re more likely to wonder how the wall 
feels to the touch or notice how the shadows fall 

on it. The wall belongs to the realm of senses – 
sight, touch, taste, smell – but not to the realms 

of emotion or identity.
McCloud (2006, 182)

To further collide the worlds together, I wrote the three characters to speak 
to	the	visitors.	This	is	a	trope	used	in	fiction	such	as	theatre,	film,	comics	
and literature called breaking the fourth wall.	This	made-believe	wall	is	be-
tween the actors and the viewer, “an invisible barrier separating reality from 
imagination	(“Fourth	wall”,	n.d.)”.	It	is	broken	when	the	fictitious	characters	
reach	out	to	the	audience.	This	brings	the	visitors	closer	to	the	characters,	
who could otherwise be thought to live in their own plane of existence, not 
noticing the crowd around them. Now they could “see” the visitors eye to eye 
and address them.

And just as our awareness of our biological 
selves are simplified conceptualized images - - 

all the things we experience in life can be  
separated into two realms, the realm of the con-

cept and the realm of the senses.
McCloud (1993, 39)

The	characters	each	have	their	own	personalities	which	I	tried	to	express	
through their monologues but also through their outside appearance. Body 
language is an important factor when channeling temperaments and emo-
tions. Without delving deep into character design, each individual should 
first	of	all	articulate	an	inner	life	of	their	own	with	unique	history,	world	
view and desires. Secondly, they should have a distinct and memorable 
body,	face	and	wardrobe.Thirdly,	they	should	sport	consistent	expressive	
traits such as speech and behaviour patterns associated with that charac-
ter	(McCloud	2006,	78).	Most	of	these	I	had	covered	already	designing	the	
characters	for	the	animation	half	a	year	earlier,	such	as	the	differences	in	
their size and looks, but now I got the chance to think about their ways of 
expressing again in their monologues and in the poses they would take. 

Body language plays a big part in comics, where a character can “say a lot” 
without	words.	This	is	done	by	various	stances,	poses	and	gestures	(Mc-
Cloud	2006,	102–103).	Are they doubtful or confident? Affectionate or cold, domi-
neering or submissive?	Head	and	hand	position	as	well	as	facial	expressions	
gives	the	reader	vital	information	without	words.	The	direction	of	the	gaze	
leads the reader, even if in the case of the dead-inside characters of Whatever who 
do not have pupils in their hollow eyes.	The	readers	could	be	able	to	distinguish	
real emotion from a mock emotion. Asymmetry gives the feeling of being 
off-balance.	In the case of Cat, it can try to hide behind a balanced stance, but it 
seems to be a little tense however jolly it tries to be with its words. Context should 
tell us of the characters real emotion and feelings. Of course they are at the 
same time victims of the forces from outside, be it weather, a stressful situa-
tion	or	gravity.	(McCloud	2006,	102–103)

Body language can tell readers 
 who your characters are before they speak.

McCloud (2006, 102) 

Figures	164 
–170. 
Making of the 
paper mache 
sculptures.
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I chose monologues for the medium because I realized I had to introduce 
the	characters	to	the	audience	meeting	them	for	the	first	time,	and	thought	
this would be a fun way to do it: starting from the middle and not the be-
ginning.	The	old	saying	goes	“show,	don’t	tell”,	and	that	is	what	I	tried	to	do	
with	foisting	the	trio’s	thoughts	and	beliefs	into	their	speeches.	The	body,	
facial expressions and word choices should also imply their personas, as well 
as	their	stances	should	indicate	their	moods	and	attitudes.	First	I	quickly	
sketched out the characters to my process diary along with the iterations 
of	the	monologues,	trying	to	figure	out	what	these	people	were	saying	and	
what were they talking about? What was the situation they were in? 

I started to think about what the characters liked and disliked, what were 
they good at and interested in, what were they lacking, what were their 
fears.	I	was	asking	myself	these	questions	first	when	thinking	about	the	
items	they	would	have	in	their	bedrooms	in	the	Three	Corners	piece,	work-
ing simultaneously with the monologues.

Later when the building of the characters started, I tried their poses my-
self and took photographs from various sides to use as references to make 
sculpting easier. Luckily, I had my friends to help me. With a few extra 
hands the work was much easier. We started from creating the skeletons for 
the	characters	from	old	electric	cord	coverings	and	wire	and	started	fleshing	
them up with other scrap material such as empty paint buckets and card-
board	gathered	for	recycling.	This	way,	the	characters	would	not	become	too	
heavy	because	they	were	mostly	hollow	inside.	After	the	forms	were	more	or	
less	done,	the	first	layers	of	paper	mache	could	be	applied.	

When I contemplated on making big scale sculptures for my exhibition, I 
did	not	yet	know	what	material	they	would	be	built	out	of.	The	old	school	
materials	for	sculpting	seemed	a	tad	intimidating:	wood	(maybe),	metal	or	
stone	(no	way!),	or	perhaps	ceramics	(expensive,	slow,	easy	to	break).	Soft	
sculpture	was	an	option,	if	I	made	a	firm	structure	to	hold	it	upright.	Still	

it seemed like a risk, because sewing is not my area of expertise. I did not 
want to create 3D models of the characters to print them with a 3D print-
er	because	I	prefer	making	art	by	hand,	and	finding	a	printer	big	enough	
or patching pieces of plastic together was not of interest to me. I trusted I 
would	figure	it	out	subconsciously.

Finally	it	dawned	on	me	that	I	could	utilize	the	same	materials	I	had	been	
using	earlier	that	year:	renovation	left-over	adhesive	(that	I	had	to	buy	
several	buckets	more	of)	and	the	other	scrap	material	I	had	set	aside.	I	knew	
there would come a use for those plastic electric cord covers!

Paper	mache	hardens	after	drying,	but	can	still	be	easily	molded	by	cut-
ting	with	a	sharp	knife	and/or	putting	on	new	layers.	For	the	paper	mache	
I bought adhesive used for setting up wallpaper, because it comes in big 
buckets, does not go bad and because I was familiar with it. I used all kinds 
of paper, mostly advertisement and newspaper collected from my and my 
friend’s households. Coated paper is not as easy to wield as newspaper, but 
is good in other situations when stronger structures are needed. Otherwise 
I	would	suggest	shredding	preferred-size	slices	from	newspapers,	especially	
for	the	finishing	layer:	the	smaller,	the	more	sophisticated	detail.

To create an even and opaque surface, I used white gesso to cover the sculp-
tures	before	painting	them	with	acrylic	paint.	This	way	I	did	not	have	to	
apply too many layers and waste paint that would cost more and that I had 
to	mix	to	get	the	right	shade.	The	line	art	on	the	sculptures	was	done	with	a	
thick black marker.
   
I could not make several panels with the big sculptures because of the limit-
ed space and time, and because I wanted to experiment with various tech-
niques	or	comics	devices,	not	just	with	big-scale	three-dimensional	comics.	
Each	sculpture	would	get	just	one	(borderless)	panel.	They	could	form	a	con-
tinuous story or converse in dialogue, but each could get just one comment. 

Figures	171 
–177. 
Making of the 
paper mache 
sculptures.

Figures	178	 
& 179. 
Making of the 
speech balloons.
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Because the sculptures were placed separately in the space, I felt it would be 
too disorienting having them straightforward communicating or reacting 
to	each	other’s	comments.	That’s	why	I	decided	the	texts	should	be	mono-
logues	and	instead	address	the	viewer.	The	Trilogues	a	/	b	/	c	are	named	as	
they are because I did not want to tell the visitor in which order they should 
be read, while wanting the monologues to be considered as one piece. Peo-
ple could still read the monologues as a whole because of the format resem-
blance. I decided the big sculptures would serve as introductions to each of 
the	individuals’	mindsets.	The	body	language	of	each	sculpture	tells	a	part	of	
the	story	along	with	the	text	in	the	speech	bubbles.	I	tried	finding	poses	and	
gestures that would reveal something about the character’s feelings, atti-
tudes and underlying innuendos. 

The	only	continuous	wall	space	was	the	one	from	the	entrance	to	the	book-
store, so I didn’t feel comfortable blocking that pathway up. Already build-
ing the exhibition, some people did not watch where they were going and 
bumped	against	the	sculpture-in-progress.
 
I	wanted	the	space	to	be	free-flowing,	so	no	predetermined	reading	order	
was	decided.	This	was	due	to	the	shape	of	the	room	and	the	individuality	of	
each	exhibition	piece.	There	was	no	real	overarching	storyline	that	could	be	
followed, but all the works were a part of the same theme: about dwellings, 
being stuck in a place, and about the world of Whatever. In between reading 
the Trilogues the exhibition visitor could read other comics pieces and fa-
miliarize	themselves	with	the	world	and	the	characters	in	another	way.	The	
monologues	in	the	Trilogues	a	/	b	/	c	are	about	the	feelings	of	the	Whatever	
trio quarantining in the exhibition space due to the world wide pandemic 
situation.

Even when the characters have speech bubbles, 
one can inspect them in any order and from 

various sides; the movement of the viewer be-
tween the characters’ “panels” is the rhythm of 
the comics actualized, and the narration where 
connections between the story and the charac-

ters are constructed.
(K. Rapia, personal communication March 30, 2021)

The	monologues	are	long	and	borderline	overwhelming,	balancing	with	
the	humour	and	the	irksomeness	of	the	characters.	The	word	balloons	were	
full of text – reading these next to each other would have slowed down the 
pace	and	created	a	bottleneck	in	the	flow	of	the	exhibition.	Hall	(1987,	237)	
reminds	exhibition	designers	not	to	overload	visitors	with	information.	“The	
length and style have to be carefully calculated to keep the attention of the 
visitor	throughout.”	For	the	rhythm	of	the	exhibition	I	felt	it	was	good	to	
scatter	the	long	pieces	of	text	in	different	parts	of	the	room.	On	the	practical	
side, the empty wall spaces also limited the placement choices where the 
word	balloons	and	big	sculptures	would	fit.	

Placing the sculptures apart from each other led to thoughts about testing 
different	timelines	in	comics.	For	example,	I	pictured	how	the	visitors	might	
have an experience similar to real life – joining a conversation with people 
they did not know beforehand, maybe at the opening party – listening to 
them	rant,	then	concentrating	on	other	people	and	artwork	in-between	
before	continuing	to	the	next	corner	to	join	a	different	monologue.	The	orig-
inal idea was to have the characters confessing questionable truths about 
each other, discussing bad habits of the roommates and overall spreading 
rumours	to	the	exhibition	visitor.	This	would	have	been	a	way	to	intro-
duce the characters, to let the visitors get to know them only from things 
that	other	people	say;	the	visitor	would	have	been	left	to	their	own	devices	
whether or not to trust second hand knowledge to be true. But because the 

Figures	180	 
&	181.	
Making of the 
paper mache 
sculptures.
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characters were not familiar to anyone yet, I thought that would have been a 
little too confusing, so instead I had the characters talk about their favourite 
topic – themselves – spilling out their interests and attitudes at the same 
time. So the content of the comics is regulated by the function, although the 
format was preplanned.

The	topics	they	were	discussing	were	not	preplanned,	so	I	had	to	invent	the	
narratives while working on the sculptures and the rest of the exhibition. 
This	had	partly	to	do	with	the	pieces	being	somewhat	site-specific:	imple-
menting	the	plans	on-site	was	easier	than	trying	to	theorize	beforehand,	
and details of the narrative came together through occasions that happened 
at the space, mixed with story seeds gathered in advance in notebooks. 
Without understanding the space and its limitations by being in it, mak-
ing	the	character’s	poses	to	fit	the	story	and	communicate	with	the	gallery	
would be even more challenging. 

Figures	182	 
&	183.	
Making of the 
paper mache 
sculptures.



128 129

4.4.2 The Living Room

Someone has left the TV on again… The roommates sure have a lot of stuff. Have you 
noticed how everything comes in sets of three? What is that all about? I wish there 
was a sofa, but at least there they left me a chair to sit on. I am glad no one used the 
ashtray inside.

The	Living	Room	is	a	comics	installation	depicting	the	interior	of	the	apart-
ment where the Whatever comics characters live. It is a collection of real life 
objects and furniture, such as crystal stones, a lava lamp, a chair covered 
with pink fur, pillows, books and a rubber duck, with details made especial-
ly	for	it	like	the	painted	poster	on	the	wall.	An	old	CRT-TV	is	also	a	part	of	
the installation, but the animation looping on it is listed as a separate piece 
of	art.	The	Trilogues	a	/	b	/	c	can	also	be	seen	to	have	a	connection	with	the	
installation.

Lose yourself in the environments you draw  
and your readers will too.

McCloud (2006, 178)

The	installation	invites	the	visitors	to	partake	in	it,	which	breaks	the	“fourth	
wall”	(see	120)	of	the	story	and	creates	immersion.	The	installation	was	to	
be interacted with: exhibition visitors could sit on the chair, read the books 
and	watch	the	TV.	The	objects	of	the	installation	correlate	with	the	ones	in	
the	living	room	of	the	animation	and	in	the	bedrooms	of	Three	Corners	(see	
90–93).	Sitting	on	the	chair	links	the	visitor	to	be	the	fourth	character	in	the	
Tilogues	a	/	b	/	c		series.

This	comics	installation	brings	the	interior	of	the	Whatever	gang’s	apart-
ment to life as a borderless panel the visitors could walk into. My idea was to 
create a “sense of place” and make the whole gallery room the domain of the 
Whatever	people	by	scattering	their	belongings	in	the	space.	The	selection	
of items carries a story within itself: a person’s home is a curation of their 
likings,	and	lifestyle	in	general.	“How	you	draw	the	interior	of	an	apartment	
-	-	can	tell	your	readers	a	lot	about	the	character	who	lives	in	it,”	confirms	
McCloud	(2006,	28).	Only	this	time	the	interior	is	not	drawn,	but	pieced	
together from actual objects. 

The	paraphernalia	shown	in	the	gallery	was	assembled	from	my	own	be-
longings as well as my friends’, because I wanted to make the exhibition as 
sustainably	as	possible.	Making	an	installation	with	real-life	objects	brings	
limitations:	what	will	fit	in	the	space,	how	can	the	items	be	transported	and,	
most	importantly,	where	to	find	the	correct	ones	on	par	with	the	atmo-
sphere	and	visual	style	intended,	inside	a	tight	time	frame.	This	is	why	I	
quickly discarded the idea of searching for a yellow second hand sofa, even 
though that would have made a more obvious reference to the animation’s 
living	room.	In	addition,	as	discussed	with	the	Trilogues	a	/	b	/	c	work,	the	
chair instead of the sofa brought the connection for the visitor to be a part 
of the comics closer.

Figure	184.	
The	Living	Room.
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The message of these personal mementos is 
a very personal one, and the designer should 

ensure that, subject to security considerations, 
the visitors can get as close as possible to the 

display. The objects should be placed as natural-
ly as possible, just as one’s own belongings are 

scattered on dressing tables and desk tops. 
Hall (1987, 222)

In essence, this exhibition was an elongated introduction for the Whatever 
universe and its characters. As stated, one’s story can be told through the 
objects belonging to them: “No biographical exhibition should be without 
some	memorabilia	of	the	subject”	(Hall	1987,	222).		This	exhibition	could	
very	well	be	considered	biographical	–	yet	fictional.	Choosing	specific	items	
in a consistent style makes the space feel personal rather than generic and 
builds character credibility while showcasing the essence of a location. 
Backgrounds are more than just backdrops for the story – they should be 
thought	of	as	the	environments	the	characters	exist	within	(McCloud	2006,	
174–178).	Creating	these	fictional	places	is	called	world building (McCloud 
2006,	158–183).

Here the exhibition has an enormous advan-
tage over the written biography, (SHOW; DON’T 

TELL), or over television, for the visitors can 
examine the actual objects used and treasured 

by the subject. What is more, they can take their 
own time doing so.

Hall (1987, 222)

Backgrounds are also great in setting up a mood. A storytelling aspect to 
inspect	with	the	Living	Room	and	the	backgrounds	of	Whatever	in	gener-
al is, that the world does not seem as gloomy as the characters. I created 
this	ambiguity	for	contrast:	the	backgrounds	are	pastel-coloured	and	cute	
whereas	the	characters	are	anxious	and	hard	to	deal	with.	Girl	especially	
pops	out	from	her	surroundings	because	she	dresses	in	dark	clothes.	This	
could also imply the dissonance between the world inside and outside of the 
main character.

- - I try to keep all the secondary and muted 
colours in the background and colour the main 
character with primary colours. That way they 

have more vibratory intensity and more of a 
presence. It almost provides an implicit sense of 

movement. It’s the cheapest trick in colouring.
Ware (as cited in Raeburn 2004, 20)

The	installation	can	be	seen	as	a	background	giving	context	separated	from	
the	characters,	as	an	“establishing	shot”	(see	also	39;	141)	that	immediately	
tells the viewers where the scene is situated. In this case, the chosen equip-
ment would tell us we are inside a living room. Like with the sculptures of 
the	Trilogues	a	/	b	/	c,	the	Living	Room	installation’s	panel	is	borderless,	and	
flows	into	and	mixes	with	the	surroundings.	McCloud	(2006,	163)	speaks	of	
the	“panel-as-a-window”	experience,	where	adding	frames	distances	the	
comics reader from the scene. A borderless panel invites the viewer to enter 
the picture without these restraints – literally in the case of spatial comics. 
This,	in	addition	to	the	actuality	of	being	surrounded	by	real-life	items,	
helps create an immersive experience for the exhibition visitor.

Figure	188.	
Quick sketch of 
the installation.

Figures	185–187.	
Tryouts for a bottle label and 
a	toothpaste	(?)	tube	for	the	
Wondrous	House.
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- - and if a window frame has  
passed beyond our peripheral vision,  

it usually means we’re t hrough it.
 

Adding realistic details and textures, if done 
well, can help trigger memories, not only of the 

appearance of the subjects but also the way they 
feel, or smell, or sound, and help bolster a sense 

of recognition on the part of the reader.
McCloud (2006, 164)

Reconstructing	a	part	of	a	building	or	a	room	setting	where	the	subject	
lived	helps	expressing	when	and	where	the	character	existed.	“The	style	of	
detailing of the entrance and orientation area of the exhibition can imme-
diately	suggest	the	period	and	location	of	the	subject	of	the	exhibition,”	Hall	
(1987,	222)	argues.	The	purpose	of	this	is	to	transport	the	visitor	into	another	
point	in	time	and	space,	Hall	continues:	“the	visitor	has	entered	from	one	
time-system	(now)	and	one	place	(the	street)	and	is	being	asked	to	adopt	
to	another	time	and	place	within	the	exhibition.”	The	simulation	I	creat-
ed	suggests	a	dwelling	of	young	adults	who	buy	their	furniture	from	flea	
markets, enjoy alternative lifestyles and pastel colours. Time seems to have 
stopped somewhere in the 1990’s, or maybe they just enjoy playing Duck Hunt 
on an old TV. Other than the television and the lava lamp, the objects do not 
propose	a	specific	era.	There	are	not	so	many	hints	to	an	area	of	the	resi-
dence either. My intention was that the Whatever people live in an unknown 
city	–	it	might	as	well	be	Helsinki.	In	the	corner	where	the	installation	was	
set, there is also a big window to the street, through which the visitors could 
see a local bar and sometimes their customers enjoying a cigarette. In my 
mind, this is a perfect location for the story to take place. Considering these 
factors, the jump in time and space between the installation and the normal 
world is not too wide.

Installation	has	the	opportunity	to	stimulate	all	the	senses	(see	21).	After	
sight, touch is the most important sense for the visitor entering the space. 
The	visitor	could	take	part	in	the	exhibition	by	sitting	on	the	pink	fur	cov-
ered	chair,	leafing	through	and	reading	the	books	on	display,	touching	and	
examining	the	objects	around	them.	The	lava	lamp	was	creating	heat	and	
the	pillows	were	soft	to	the	touch.	The	visitor	also	had	the	opportunity	to	put	
on	headphones	and	listen	to	the	animation	as	well	as	watch	it.	The	overall	
soundscape consisted of the noises coming from outside and the chatter 
from	the	book	store	half	a	floor	up.	I	had	created	a	playlist	for	the	opening	
party to create an idea what the characters would listen to, but as I was not 
there to oversee the exhibition, I did not control the sounds on an everyday 
basis.

First-hand-experience bolsters the illusion of 
wandering through a scene. And when no one is 

in sight, - - your reader is free to form a per-
sonal relationship with your world even before 

your characters do. 
McCloud (2006, 167)

Talking	about	sound,	or	the	lack	thereof:	“Silence	has	the	effect	of	removing	
a	panel	from	a	particular	span	of	time,”	articulates	McCloud	(2006,	164).	
The	absence	of	textual	elements	eliminates	the	sense	of	time	passing	in	
comics,	because	there	is	no	way	to	count	it.	The	time	in	a	picture	as	well	as	
in an installation has been stopped, and can be thought of as a quick slice 
or	an	eternity,	because	nothing	changes.	This	applies	to	the	Living	Room,	
too. Visitors can spend as long or short a time with the art piece as they will. 
Some might not interact at all and only walk past it, some might take a seat 
and examine everything around them. Silent comics will be discussed more 
comprehensively	on	page	149	with	the	Three	Corners	comics.

Figures	 
189	&	190.	 
Making a poster 
for the installa-
tion.

Figure	191.	All	the	objects	are	not	in	place	yet.
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4.4.2.1 The Moving Image as part of the installation 

The Whatever title sequence plays on the TV accompanied by a short animated clip. 
White letters dance on pink background along to the theme music. The Whatever trio 
is sitting in their living room. Cat asks: “Do you believe in magic?”, which makes the 
eyes of Girl go wide and wakes up Plant. 

The	animation	was	playing	in	an	old	CRT-TV	that	was	part	of	the	Living	
Room	installation.	Visitors	could	sit	on	the	chair,	put	on	headphones	and	
watch	the	animation	sample.	The	loop	consisted	of	the	title	sequence	and	a	
short lip sync animation repeated three times. Music for the title sequence 
was	made	by	Oona	Räyhäntausta	(2020).	

The	animation	was	showing	a	scene	from	the	living	room	of	the	Whatever	
gang,	which	was	portrayed	in	real	life	objects	of	the	Living	Room	instal-
lation.	The	visitor	presumably	could	make	the	connection	comparing	the	
exhibited items to the ones seen in the loop on the TV, in the animation’s 
background.	This	scene	was	the	first	image	rendered	from	the	Whatever	
world apart from the sketches, and it was used as a reference in the entire 
exhibition. 

Character design and world building was partially covered already in Spring 
2020, when I worked on the animation version of Whatever. I developed the 
thoughts I had for my comic book characters further and started creating 
storylines	for	the	adaptation.	The	idea	behind	this	was,	that	the	world	of	
Whatever	can	manifest	in	different	formats	–	why	not	also	in	our	physical	
world. 

Hall	(1987,	237)	argues	that	a	moving	image	will	attract	more	interest	than	
a static work of art, but engaging with it “may cause the visitors to stay too 
long	to	watch	the	display	and	disrupt	the	general	flow	within	the	gallery.”	
This	is	why	it	was	fortunate	that	the	Living	Room	with	the	Moving	Image	
piece was positioned in the rear corner of the room.
 

Figures	 
192 & 193.  
The	Moving	
image in the 
exhibition.
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4.4.3 The Wondrous House

Cat would like to trip, but has lost its ticket and cannot keep itself together. Instead, 
it has emptied all the cupboards of the house to get away, and eaten anything it 
could find – including the contents of a suspicious tube which seems to not have been 
toothpaste after all. The other characters go through metamorphosis, at least in the 
scattered mind of Cat. 

 
One pill makes you larger

And one pill makes you small
And t he ones t hat mot her gives you

Don’t do anyt hing at all
Go ask Alice

When she’s ten feet tall
(Slick 1966, verse 1)

The	Wondrous	House	is	a	three-dimensional	gag	comic	strip	in	small	scale,	
the size of a dollhouse. It consists of six panels, which can be viewed from 
various sides and angles. Cat’s overgrown body is scattered around the house 
in	different	panels.	The	dollhouse	functions	as	a	continuous	background	for	
the	story.	There	are	also	“hidden”	elements	that	cannot	be	seen	looking	from	
a	fixed	frontal	point-of-view.	The	Wondrous	House	most	adequately	fills	the	
requirements	of	the	classification	determined	earlier	(see	On	spatial	and	
three-dimensional	comics).	The	resemblance	to	the	printed-format	comics	is	
evident: the rooms of the house match the panels of a drawn cartoon. 

The	artwork	consists	of	a	premade	secondhand	dollhouse	–	which	predeter-
mined the panel sizes – characters made out of cardboard, paper mache and 
acrylic paint, and word balloons made of paper, lettered with a black felt pen. 
In	addition	a	small	toothpaste	tube,	some	vitamin	pills	and	fishing	line	were	
used.	It	took	a	little	over	a	week	altogether	to	create	this	comic.	This	is	the	
first	piece	I	started	to	build	for	the	exhibition,	but	one	of	the	last	to	complete-
ly	finish.

With this piece I was examining variations in scale and framing in spatial 
comics.	In	the	comics,	no	character	looks	the	same	across	the	story.	The	
balance between change and repetition must nevertheless be kept, and the 
readers should be able to follow the characters even through their transfor-
mations.	Given	the	chaos	and	metamorphosis	of	the	narrative,	there	is	not	
much movement in the characters – the style is rather static. 

With	the	Wondrous	House,	I	was	thinking	how	the	elements	of	scale	and	
framing	could	be	translated	from	comics	into	spatial	comics.	The	artwork	
would be a gag strip of a few panels, with a punchline in the end. As I had 
thought	of	human-sized	comics	characters	in	a	real	room	that	acted	as	a	
panel,	I	figured	scaling	down	I	could	tell	a	longer	story,	having	more	panels	
to work with. 

This	time	I	was	creating	most	of	the	comics	from	paper	mache,	but	added	
some	real-life	objects	for	the	reader	excitement.	This	was	the	first	piece	I	
started	to	build	for	the	exhibition,	having	my	first	trials	and	errors	with	the	
paper	mache	material.	The	physical	world	did	not	limit	me	in	the	same	sense	
as	when	making	the	installation,	when	I	had	to	use	the	objects	I	could	find	
– now I could create anything imaginable – but the issue was with gravity. 
All the characters and pieces of them had to stand balanced on their own or 

Figure	194.	
The	Wondrous	
House.

https://genius.com/Jefferson-airplane-white-rabbit-lyrics#note-563461
https://genius.com/Jefferson-airplane-white-rabbit-lyrics#note-563461
https://genius.com/Jefferson-airplane-white-rabbit-lyrics#note-2297699
https://genius.com/Jefferson-airplane-white-rabbit-lyrics#note-2297699
https://genius.com/Jefferson-airplane-white-rabbit-lyrics#note-563465
https://genius.com/Jefferson-airplane-white-rabbit-lyrics#note-563465
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leaning	against	something.	For	the	stretched	and	contorted	hands	of	Cat,	
I had to keep adding material to the bottom of to keep them upstanding. 
The	floating	elements	had	to	be	glued	to	the	sides	of	the	walls	or	hung	with	
fishing	line	from	the	ceiling.

Starting	off,	the	first	thing	I	needed	was	a	structure	for	my	spatial	comic	
strip.	I	was	happy	to	find	a	second-hand	dollhouse	that	perfectly	matched	
the visual style of Whatever – arched windows, the blockiness and the 
pink-and-white	colour.	The	building	gave	me	limitations	to	use	as	a	starting	
point;	the	story	should	fit	in	the	readymade	panels/rooms	of	the	dollhouse.	I	
measured the rooms and drew a “dissection” picture of the house to serve as 
a panel template – a tool to create the storyboard used for traditional com-
ics	also.	The	dollhouse	was	small	enough	to	permit	working	from	home	and	
transporting the characters with it to the exhibition site later on.
   
While working on the piece, I had a major realization: one could look at the 
dollhouse	–	and	the	comics	–	from	various	viewpoints.	This	unique	special-
ity	of	the	medium	should	be	taken	advantage	of!	However	self-evident	it	
seems	now,	it	had	to	be	tested	firsthand.	I	was	already	quite	far	along	in	im-
plementing	the	story	and	the	making	the	figurines	for	the	piece,	when	I	re-
alised that looking at the dollhouse just from one side would make the result 
flatter	than	intended.	Following	the	storyboard	from	paper	had	probably	led	
me to this. I started to think about other possibilities the three dimensions 
would	offer:	viewing	angles	of	all	sorts.	The	exhibition	visitors	would	be	able	
to walk around the house, so there should be something on the backside as 
well. Could I add elements that one could not see from the perspective of the 
open rooms alone? 

How to manually produce a close-up  
in physical space? How to make objects float?  

How to attach t he word balloons?

Figure	195.	Early	sketch.

Figures	196–198.	
Sketching the storyboard  
on the template with the 
right measurements.

Figure	199.	Planning	the	comics	on	paper
I Understood the importance of making: it is not easy to think about the third dimen-
sion on paper. While working on the piece, I started to understand more and more the 
distinctive features or possibilities 3D comics have. One important point being that the 
viewer could look at it from various angles – there should be something to inspect on 
each	side.	The	story	could	reveal	new	sides	to	it.	
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Some limbs were already sticking out of the windows, but what else could 
be	seen	from	the	sides,	or	from	the	back?	The	tail	of	Cat	being	so	long	and	
flexible	solved	the	issue	perfectly.	Plant,	who	often	wanders	off	on	its	own	
and lurks in the background, found its place contemplating over the railing 
of the balcony. Plant’s speech is heard on both the back and front side of the 
house.	Some	other	elements,	such	as	Girl’s	floating	head	is	seen	from	anoth-
er side of the house: it’s hovering in the right side window and resembles a 
lot like a glowing mushroom. 

Framing	a	shot	was	something	that	I	was	wondering	how	to	execute	in	
three-dimensional	comics.	This	means	the	different	ways	possible	to	crop	
the view of a scene. Borrowing from the nearby neighbour of comics, cine-
ma, it is easier to talk about the ways the camera is able to zoom in and out: 
how much of the environment or of the characters can we see in a frame. In 
the physical world of spatial comics, the artist has to produce the characters 
in	different	sizes	for	each	different	framing,	and	I	was	thinking	whether	
that	would	confuse	some	readers.	Hopefully,	if	I	showed	half	a	character	in	a	
panel,	people	would	read	it	as	a	close-up.	

Usually	comics	with	dialogue	use	a	considerable	amount	of	close-ups	or	
“talking heads” to show emotion and carry on the conversation – showing 
only	upper	bodies	and	speech	bubbles	with	simple	backdrops.	This	crop	is	
efficient	because	the	time	of	the	artist	is	not	spent	re-drawing,	nor	is	that	of	

the reader eyeing the backgrounds. Comics artists tend to be economical in 
their drawing, if there is no narrational point to showing more in the panel. 
Cat being split among the panels serves a dual purpose here: Cat’s face can 
be	thought	of	as	a	half	of	a	giant	head,	and	a	framed	close-up	at	the	same	
time.

The	comic	opens	with	an	establishing	shot	as	the	scene	introduces	the	char-
acters	in	the	story	and	where	it	takes	place.	In	the	first	panel,	we	see	Girl	
talking	to	the	first	half	of	Cat’s	enormous	sliced	head.	I	decided	to	place	the	
half-head	so	that	it	extends	through	the	doorway	onto	the	balcony,	connect-
ing	the	two	first	frames	so	that	Plant	in	the	second	frame	is	also	a	part	of	
the	continuous	scene.	The	link	is	also	reinforced	by	the	speech	bubbles	that	
are commenting one another. In the establishing shot we see the characters 
Girl	and	Plant	as	whole	figurines,	determining	the	scale	of	the	comics;	these	
characters are proportional to the size of the room but the cat is overgrown. 
Cat’s full body can be seen stepping back and looking at the comics as a 
whole	–	limbs divided	into	different	panels	combine	into	one	entity.	This	
kind	of	continuation	throughout	the	comics	is	called	a	polyptych.	The	doll-
house	itself	functions	as	a	continuous	background	too.	This	is	a	technique	
unique for mediums merging time and space such as comics (McCloud 1993, 
115),	where	seeing	the	whole	“page”	at	the	same	time	as	the	individual	panels	
creates a new experience.

I made a conscious decision not to include any furniture in the house, 
because they would not have served the narrative. Also by being there, they 
would have determined whether the room the characters were in would 
stay the same throughout the comic, or if the characters would be moving 
around	the	house	in	different	rooms.	By	tight	cropping	where	no	back-
ground is shown – or by “quick” changes between the panels – the artist can 
easily obscure the view of the reader and take them from panel to panel into 
a completely unknown place without them noticing. This is the magic of the 
gutter. I decided to leave the furniture and personal items for another piece 
(the	Three	Corners).	

Figures	201	&	202.	The	final	texts	
are decided as they are written in 
the speech balloons.

Figures	203–
205. Making 
the	figurines	
from paper 
mache.

Figure	200.	
The	building		
inside the doll-
house starts.
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Working	with	paper	mache,	I	soon	realised	it	would	be	a	massive	effort	to	
produce	the	figurines	all	over	again	for	each	frame.	The	work	is	rather	de-
tailed and therefore time consuming, not to mention laborious, keeping the 
proportions and appearances similar from frame to frame. Cat’s body was 
the most important element, and others needed to adapt to it, to balance it 
out. Since the whole comics piece, bearing resemblance to a scene from Alice 
in Wonderland, was about tripping and hallucinating, and the cat was already 
sliced up anyway, I found some creative solutions: there was indeed no need 
to	build	the	characters	again	and	again.	They	could	as	well	be	chopped	up	to	
“talking heads”… and they didn’t need to be exactly heads, either. 

During	the	Wondrous	House	comics,	some	metamorphoses	are	seen.	First	
Plant	turns	into	a	houseplant,	becomes	just	a	pot	on	a	plate.	This	trans-
formation isn’t too far from the original or against logic, even when she is 
talking with Cat’s severed ear. 

Later	Plant	is	depicted	in	a	painting,	hidden	on	the	wall	of	the	left-hand	
low corner panel. Its word balloon has also become a poster on the sidewall. 
There	is	an	additional	gag	for	the	comic,	but	nothing	necessary	for	the	whole	
plot,	if	a	reader	would	not	find	or	examine	this	detail.	

In	my	plan	to	make	Cat	big	and	overflowing	there	was	not	much	room	for	
the other characters and the word balloons. When sketching the comics on 
paper,	I	noticed	that	there	was	space	left	in	the	upper	right	corner	of	the	last	
panel.	There	would	be	floor	space	in	the	second	row…	How	about	the	win-
dows? 

Girl’s	head	is	shown	floating	about	a	window	frame	–	held	up	by	transpar-
ent	fishing	line	–	perhaps	reminding	the	reader	of	some	old	Japanese	yokai	
spirits’	detached	flying	heads.	To	add	to	the	cocktail	of	substances	taken	in	
the story, the head looks like an amanita mushroom if looked at from out-
side of the window, with white spots painted on the girl’s hair. There is a slight 

Figures	206–
209. Making of 
the Wondrous 
house.
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shimmer on the outside of the window frame, which could suggest the glowing mush-
room to have magical qualities.	In	the	last	panel	Girl	has	turned	into	a	pyramid.	
The	viewer	is	still	able	to	identify	her	even	if	the	resemblance	is	sparse,	be-
cause	of	the	pyramid’s	similar	color	and	placement	as	a	floating	object	and	
the continuation of the dialogue.

“No matter what shape your comics take, as long as navigating through 
them is a simple, intuitive process, that process will be transparent to the 
reader	– and	the	reading	flow	can	continue	interrupted,”	says	McCloud	
(2006,	36).	The	key	thing	to	bear	in	mind	as	a	comics	artist	is	reader	com-
prehension – as a storyteller one should not make the reader puzzled by the 
format, but let them be confused by the content. Even small missteps in the 
flow	can	break	the	reader’s	focus	and	“yank	them	out	of	the	story”	(McCloud	
2006,	36).	

Improving flow can help your audience enter the 
world of your story and pass from one end to the 
other without ever being torn away by the world 

outside. Do that, and your storytelling can put 
its full weight behind the “story” without the 

“telling” getting in the way.”
Scott McCloud (2006, 36)

   

Figure	210.	Detail	 
of	the	Wondrous	House.
Figure	211.	The	Wondrous	
House	without	speech	
bubbles.
Figure	212.	View	of	 
the room when making 
the Wondrous house.
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4.4.4 The Three Corners

As a form of art therapy, Plant would paint. Her calm and chipper act is in contrast to 
the rather anxious looking black and white scribbles she has produced on the canvas. 
She has a lot of note books where she writes her observations on people. The skull 
reminds us that she is a shrink. Plant has a cactus in her room, which would suggest 
that the watering can, water bottle and glass are for herself rather than her plant. Her 
bed is a simple futon on the floor. All of the characters are a bit eccentric. Plant’s self-
help spirituality and hippieness can be understood from her yoga mat, sun and moon 
symbols on the wall and her flower-shaped ottoman.

The self-centered Cat expresses itself through performance art, dance and photogra-
phy (selfies, mostly). To reinforce this, the cat has a lot of pictures of itself and a mirror 
on its wall. To document its superficiality, Cat has clothes, makeup, nailpolish and 
magazines in its room. Maybe Cat is a bit immature or childish even, because a few 
stuffed toys can be found on the bed. (Does Cat secretly have a thing for dogs?) The bed 
is so big it’s sticking outside of the wall. Cat’s love of comfort and luxury can be seen 
from the round edges and soft furniture. The plant in Cat’s room is just a dry branch 
in a vase, because it isn’t too interested in taking care of others. The rubik’s cube re-
minds us of its punctuality and need for order, or at least that’s how it wants to be seen 
from the outside. The Illuminati triangle poster on the wall tells about Cat’s faith in 
conspiracy theories.

For the Girl, music plays a big part in her life. [I am planning to release some music 
in her name in the future, as a part of this multi-dimensional art project that is What-
ever.] She is into electronic music, singing, poetry and writing diary entries. [I was 
playing on the idea to have Girl’s diary (the one with the dog in the cover, laying on 
the floor) as an item in the Living Room installation, but that never happened.] Girl 
has a resting bitch face and dresses almost like a tough post-punk girl, but her room is 
as pastel-coloured as is the rest of the apartment. She has put fairy lights over her bed 
and even if pointy, the bed frame looks kind of cute. Girl has some potions on top of her 
drawer, healing crystals on the shelf, a crystal ball next to her bed… and what is that, 
tarot cards on the floor? Do you think… she’s somekind of a witch? The plant in her 
room seems to be doing good. 

Figure	216.	 
Sketches on the wheel.

Figures	213–215.	 
The	Three	Corners.
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The	Three	Corners	is	a	revolving	spatial	comic	strip	of	three	panels.	The	com-
ics	was	made	using	thick	paper,	acrylic	paint	and	fine	liners,	and	the	base	is	
made	out	of	paper	mache	and	cardboard.	These	are	mounted	on	a	metallic	
turntable	(used	mostly	for	making	ceramics).	Painted	wooden	sticks	were	
taped to the bottom to work as handles to turn the diorama.

The	revolving	format	enables	endless	looping	of	the	three	panels.	The	exhi-
bition	visitor	is	able	to	rotate	the	three-dimensional	panels	in	front	of	them	
rather than moving around to inspect the artwork.

The	comics	is	wordless	except	for	the	captions.	These	kinds	are	used	usually	
in	scene-to-scene	transitions	in	comicd.	The	lack	of	speech	makes	the	panels	
“timeless”.	The	artwork	is	only	showing	backgrounds	without	characters,	
which brings the focus onto the personal items and memorabilia of each 
room.

I	was	interested	in	world	building	(see	130)	and	character	design	(in	the	be-
ginning	I	was	planning	to	exhibit	only	that),	and	while	thinking	of	display-
ing	model	sheets	of	the	characters,	or	possibly	making	figurines	out	of	wax	
or clay on a wheel – put together with my thoughts about spinning theatre 
stage	(for	more	information	about	the	inspirations	for	this	piece,	see	130),	
the corners of the rooms became this turntable diorama. 

 I could tell alot from the character with their dwelling, without showing 
them	in	person.	This	is	what	I	then	set	out	to	do	storytelling	wise.	I	creat-
ed long lists of objects that would indicate what kind of personalities my 
characters	were.	Their	bedrooms	are	variations	of	each	other:	I	tried	finding	
some common categories of the objects that I could then apply to each one 
of	the	characters’	tastes.	For	example	each	room	should	have	a	bed	in	the	
same place; each character should have some personal memorabilia on their 
walls; all of them should have an artistic hobby. 

Because of the time limitations, and not to repeat the same techniques used 
in other works, I chose to make the furniture and decorations not really 
3D,	but	of	flat	paper	that	I	glued	to	stand	on	the	three-dimensional	space:	
corner of each room. To have a link to the other exhibition pieces, I made the 
walls	and	floor	of	the	Three	Corners	from	paper	mache.	The	images	of	the	
items are the few drawings I made for the exhibition, which served as a nice 
variation to the displayed techniques. Placing two dimensional elements 
standing	upright	in	three-dimensional	space	brings	to	mind	pop-up	tech-
nique, another medium which brings paper to life.

The	main	principle	in	showing	not	the	character	but	their	personal	belong-
ings is to let the viewer piece together parts of the story on their own. With 
this diorama the audience should be able to detect which room belongs to 
whom, and to gain some background information about the characters. 
From	the	world	building	aspect,	I	was	able	to	think	about	my	characters’	
personas	from	a	new	point-of-view,	and	to	have	three	more	rooms	as	the	
background setting for my comics, in addition to the living room the triad is 
inhabiting	in	the	animation	(the	Moving	Image).

Given	the	Three	Corners	does	not	house	any	characters,	my	concern	was	that	
it would appear a bit dull compared to the other pieces of the exhibition. 
Because	it	has	almost	no	text,	story-wise	it	needs	a	little	bit	more	concen-
trating	on	–	a	quick	glance	might	not	reveal	a	narrative	for	the	short-at-
tention-span	viewer.	Luckily	this	work	was	also	interactive	and	the	visitors	
could examine the corners of the rooms by spinning it around.

Can t here be a story if t here is no one 
 doing anyt hing? Can backgrounds  

take t he center-stage in a narrative? 

The	only	written	words	are	on	the	yellow	captions,	familiar	from	comic	
strips:	“Meanwhile…”,	“And	thus...”,	“Suddenly…”.	McCloud	(2006,	165)	ex-
plains that word balloons bring a perceived duration to the panel: how much 
time is spent looking at the panel is related to the length of the text. “With-
out that implicit time stamp which words provide, a silent panel doesn’t 
“end” quite as crisply”, he frames the idea further. “Silence also allows read-
ers	to	step	off	the	twin	conveyor	belts	of	plot	and	dialogue	long	enough	to	let	
their eyes wander and explore your world, instead of viewing it as nothing 
more	than	a	passive	backdrop”	(McCloud	2006,	165).	Intuitively,	I	think,	I	
had reached the right conclusion to leave the rooms almost silent for closer 
examination	and	free-flowing	thoughts	of	the	viewer.	

- - [C]omics about a place are a rarity,  
but a few innovative talents  

have tried it with some success. 
Scott McCloud (2006, 169)

Figure	217.	 
I	had	been	making	ceramics	for	some	years,	so	the	decoration	wheel/turntable	 
was a familiar element to use as a revolving base for the diorama piece’s structure.

Figures	218	&	219.	 
Building the structure.

Figure	220.	 
The	drawings	are	painted	over	with	
acrylic paint and attached with dou-
ble-sided	tape.
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On a closer look, the rooms 
reveal more about each charac-
ters’ personalities. Each room 
should	be	identifiable	belong-
ing	to	a	character.	There	is	also	
some intratextuality: hidden 
easter eggs and hints to other 
works of the exhibition.  
The ‘ticket’ Cat is searching for in 
the Wondrous House can be found 
in Plant’s room. Plant and Cat 
might not seem like the best bud-
dies, but still Plant has a porcelain 
cat in her room. The idea is to get to 
know the characters without them 
being present. What are their inter-
ests, hobbies and personal tastes? 

This	apparatus	has	a	near	resemblance	to	a	zoetrope,	an	early	animation	
device. I have been intrigued by these mechanical, very simple gadgets, 
that are based on our brains capability to combine images followed by one 
another	into	a	sequential,	consistent	flow	–	following	the	basic	principles	of	
animation. It feels almost like magic, giving life to static images by spinning 
them	around.	Zoetropes	can	be	built	to	show	either	flat	pictures	or	three- 
dimensional	figurines.

The	diorama	is	an	interactive	piece.	I	installed	handles	the	
exhibition visitors could use to turn around the diorama 
stage.	This	very	simple	trick	would	make	the	visitors	in-
volved and spend more time with the comics. By turning the 
stage, it would be easier to compare the rooms with each 
other. With the revolving stage, I was investigating a dif-
ferent interface for reading comics: how to be able to build 
comics	where	one	could	flick	through	three-dimensional	
panels,	without	needing	to	move	themselves.	The	comics	is	
basically endless; the panels repeat on the revolving stage as 
long	as	the	reader	has	the	will	to	spin	it.	There	is	no	specified	
order in which the panels should be read; they are equal in 
importance, without hierarchy. By moving around, the exhi-
bition visitor can of course view the artwork from any angle, 
and does not have to spin the stage necessarily.

Figure	223.	The	handles.	Who-o-o-
ooo is that on top of the pole?	This	ad-
ditional	character	that	I	left	out	will	
be	discussed	in	the	Reflection	part	
at the end of this Praxis section.

Figure	224. 
Zoetrope, an early 
animation gadget.
W.E. Lincoln’s U.S. 
Patent	No.	64,117	of	
April	23,	1867

Figure	225.	Marey’s	1887	zoe-
trope with ten sculptures of 
different	phases	of	the	flight	
of a gull.
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4.4.5 The Drama Triangle

Plant laughed sadly, because it was time to cigarette.
Girl howled ecstatically because someone ate a yellow rubber duck.
Cat got confused because someone stole their banana.
(Example	sentences	created	with	the	generator)

(Example	sentences	to	fill	in	workshopped	 
with	the	exhibition	opening	party	guests)

The	Drama	Triangle	is	a	comics	generator	that	bears	close	resemblance	to	
a board game. It consists of a triangular board, cards to be picked, game 
pieces to be moved and three dice to be rolled. Instructions of how to create 
a story for a comic strip were included.

The	game	board	is	divided	into	nine	portions	with	additional	round	panels	
in	each	corner.	The	rectangular	panels	have	cards	on	them,	which	each	have	
a	sentence	to	be	filled	written	on	them.	This	sentence	tells	what	happens	in	
the	comics	generated	by	this	device.	The	round	panels	in	the	corners	that	
have hearts painted on them are places where, when landed on, the player 
must	stop	and	wait	a	turn.	The	text	on	the	hearts	read:	“Enjoy	yourself”,	
“Take a nap” and “Eat a snack”. In addition, in the center of the board, are 
cards	to	be	picked	with	words	on	them	to	fill	out	the	sentences	in	the	panels	
of the board.

The	dice	each	have	six	sides	and	different	purposes	to	them.	The	first	die	is	
to choose a character. It corresponds with the game pieces that have sym-
bols	for	each	of	the	three	characters.	The	player	has	to	roll	the	dice	in	order	
to	know	which	character	to	move,	and	so,	where	to	start.	The	second	die	is	a	
regular one showing the number of panels one should move with their char-
acter.	The	third	die	has	facial	expression	on	it,	which	determine	the	emotion	
which is to be applied to the character in the story. 

Visitors can be strongly involved  
by making them guinea pigs  

in an experiment or demonstration. 
Hall (1987, 234)

Figure	226.	 
The	Drama	Triangle	
comics generator.

Figure	227.	 
Making of picture 
with taped up pieces 
of cardboard.

Figures	228	&	229.	 
Early sketches.
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For	audience	engagement,	I	created	a	comics	generator	for	people	to	write	
quick	narratives	with.	This	kind	of	tools,	such	as	storytelling	dice,	have	
been known to be used when facing creative blocks to help with ideation 
in an amusing fashion. I designed a set of rules and paraphernalia for the 
“game”.	The	visitor	throws	a	die	to	select	the	character:	Girl,	Cat	or	Plant,	
who	all	start	from	different	corners	of	the	board.	The	“player”	next	throws	
a	regular	number	die	to	know	in	which	panel	to	land,	and	fills	in	the	sen-
tence	expressed	in	that	panel.	They	roll	the	last	die	to	define	the	emotion	the	
character	is	having	in	this	scene,	and	fill	the	last	part	of	the	information	by	
drawing a card with a noun from the table.

This	creates	a	short	little	story	for	a	comic	strip	that	could	then	be	drawn	
on	paper.	For	me,	this	piece	was	more	conceptual,	a	work	where	the	reader	
becomes a creator of the comics. It was a test which I was unsure of was 
going to be successful. Nevertheless, this work actually proved to be quite 
popular among my opening party guests, as something silly and engaging to 
do	at	the	event	together	with	other	guests.	The	little	stories	created	with	this	
mechanic proved to work – some better than others – and the results were 
funny enough to be shared with friends and a laugh. 

Themed exhibitions are often passive, but 
adding interactive elements can dynamically 

change an exhibition. 
Hall (1987, 234) 

Try the comics generator!

1.	Roll	the	Character	Die	to	choose	character.
2.	Roll	the	Number	Die	to	move	character	on	board.
3.	Roll	the	Emotion	Die	to	choose	a	reaction.
4.	Fill	in	the	sentence	by	picking	a	card	from	the	table.
5.If	you	end	up	on	one	of	the	Hearts,	you	have	to	wait	
   one turn and take care of yourself as they demand.
6.	Draw	out	the	comics	you	generated.

The	Dice:
Character Die:
•	the	Girl	
• the Cat
• the Plant

Emotion Die:
• Angry
• Sad
•	Repulsed
•	Happy
• Ecstatic
• Confused

The	Hearts’	 
Commands:
• Take a nap
• Eat a snack
• Enjoy yourself

Figures	230–232.	 
The	game	pieces,	 
the dice and a detail  
of the board.

Figure	233.	 
The	Drama	Triangle
at the exhibition.
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In this section I will revisit the artworks and decisions made for the exhibi-
tion	that	could	have	benefited	from	a	different	approach.	I	also	discuss	ad-
ditional and alternative ideas that could have been executed. It is, for some 
reason,	still	difficult	to	talk	about	my	own	work.	Which	idea	or	thought	is	
essential?	How	do	I	actually	know	which	idea	came	first	or	what	memory	led	
to what. Everything is related to everything in my brain. What is the logical 
order	for	explaining	a	non-linear	process?	How	to	explain	intuitive	deci-
sions	based	on	years	of	experience	and	know-how?

I am writing about this subject because I believe in this novel medium which 
needs to be tested in practice and then written about. Something in this 
translation from production work to words seems to be a struggle for me, 
though.	Johanna	Drucker	says	in	her	book	Graphesis:	Visual	forms	of	knowl-
edge	production	(2014),	that	where	visual	forms	of	knowledge	are	essential	
in	the	natural	sciences,	they	are	almost	non-existent	in	the	language-ori-
ented	humanities	traditions.	This	is	the	obstacle	with	writing	academic	text	
about	the	arts	as	well.	There	is	value	in	visual	or	practical	knowledge	but	it	
needs to be theorized and put into words. 

Drucker	(2014,	8)	continues	on	the	importance	of	the	format,	and	says	that	
the	graphical	user	interface	(GUI),	more	than	anything	else,	has	trans-
formed the way we communicate. “Interface structures our relation to 
knowledge and behaviour,” she says. I think I am doing my part in creating 
a new “interface” to comics. I am introducing a new way to experience them 
while hopefully giving food for thought on how to renew conventions of 
comics exhibitions. I think new audiences could be converted into comics 
followers if they “felt” the artwork and story “in their bones”. I am teaching 
people how to read or experience comics spatially. Using their body to walk 
around the space, maybe interacting with the art pieces and becoming a 
part of the installation themselves. When I was at the exhibition with the 
opening party guests, I saw how the visitors quickly adapted to the new 
format without struggle.

The	old	saying	“form	follows	function”	could	also	be	flipped	the	other	way	
around. We learn how to use interfaces and adapt to their ways. Maybe it is 
important to still come up with new ways of thinking how to experience art. 
“Interface structures our relation to knowledge and behaviour,” says Druck-
er.	The	difficulty	is,	how	to	write	about	a	new	medium	to	someone	who	has	
not experienced it.

My	practice-led	artistic	research	helped	me	understand	my	research	subject	
more	deeply.	“Knowing	through	making”	really	works	here,	I	would	not	have	
found the questions let alone the answers if I did not delve into it. Making 
things	by	hand	helps	thinking,	or	thinking	while	making	is	different	from	
theorizing. A concept needs to be tested in practice to see if it works. In-
tuitive decisions proved out to be more or less successful. Producing work 
manually also creates enjoyment in itself. And cumulatively, the ready art-
works create joy in their audience.

Physically producing [artwork]  
gives me pleasure. 

Tukiainen (2009, 15)

I	acknowledge	I	could	have	done	things	differently,	made	stricter	rules	for	
myself and researched benchmark works before starting. As I have men-
tioned	before,	I	did	not	read	or	familiarize	myself	with	three-dimensional	
comics before starting my own journey of building my exhibition. Actually, I 
enjoyed that there were almost no rules! I had my own questions and points 
of interest in mind.  “How would it work, if…” being the pressing one.

As a creator, I would advise having some kind of extra intention, why to 
make the comics in 3D: it should not try to only mimic what comics can do 
on	paper.	Rather,	the	creator	should	try	to	reach	some	new	perspectives,	
quite	literally.	The	creator	of	three-dimensional	and	spatial	comics	should	
think about how to best utilize the unique qualities and possibilities of 
the medium. Spatial comics take a lot of planning and can be laborious to 
execute: this is why one should think carefully before starting, what do they 
want to achieve.

What	is	the	point	of	making	spatial	comics	then?	For	me,	it	has	intrinsic	
value to research new mediums for expression. Spatial comics add a new 
way of storytelling into the canon. Spatial comics are born in the intersec-
tion	of	comics	and	spatial	art,	expanding	the	field	of	visual	arts	with	a	new	
medium.

Invention comes before theory,  
i.e. the world of ‘doing and making’  

is prior to understanding. 
Cross (as cited in Mäkelä 2007, 159)
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I found out the right way to approach spatial comics was from the limitations. 
First	you	have	to	know	the	space	you	are	building	into,	then	you	can	start	
thinking about your options of format, and your story – it needs to adapt to 
the circumstances. 

The	time	limit	of	a	month	was	a	little	too	short,	but	not	too	ill	calibrated	
considering I worked with a medium and technique that I had no previous 
experience with. I was not able to open the exhibition as soon as I wanted. 
The	opening	party	was	held	on	a	Thursday	instead	of	a	Monday,	and	I	was	
working	until	the	guests	started	to	arrive.	The	exhibition	would	have	bene-
fited	from	a	few	more	extra	days,	but	was	functional	as	it	was.	The	time	limit	
forced	me	to	“not	fix	anything	that	was	not	broken”,	but	to	trust	the	first	
version	to	be	sufficient.	

I was able to solve all issues with my intuition based on my previous knowl-
edge and experience. Some concerns arose while I was in the middle of 
hands-on	work,	and	some	could	be	thought	of	ahead	of	time.	For	a	graphic	
designer, the material world brings challenges one is not used to dealing 
with	when	working	digitally.	There	is	no	”undo”	shortcut	key	to	press	when	
things go wrong, that is why one should make good plans to get everything 
right	the	first	time.	The	scale	and	the	colours	cannot	be	changed	midway	
through the production, and the amount of materials should be adequately 
calculated. Especially when dealing with large scale artworks, the logistics 
have to be considered carefully. 

4.5.2 Conclusions of the Process & the Exhibition

I was doing three things at the same time: designing an exhibition, adapting 
or simulating 2D comics into 3D, and telling stories. I wanted to expand my 
knowledge	of	the	Whatever	world	I	had	created.	The	results	can	be	seen	in	
the	final	artwork.

Another point of interest tested was new formats and the use of mechanical 
gadgets in comics. Interactivity was one of my goals, because I feel that in 
the time of sophisticated technology, analogue apparatus excite people even 
more. Mechanical devices charm by their simplicity. Touching objects cre-
ates a direct experience that cannot be gained by swiping a smartphone. 

Same goes for the whole of the exhibition: I was trying to create a personal 
experience for the visitors to remember for a while, and to share with friends. 
I created immersion by letting the visitors become a part and move among 
the artwork, by breaking the fourth wall by addressing them in the mono-
logues, by having participatory works they could interact with. All of this was 
done with a touch of humour and capricious storytelling. I have not conduct-
ed a survey of the experience, but visitors seem to have enjoyed their time.

There	is	no	real	encompassing	story	arch	in	the	exhibition,	rather,	it	consists	
of fragments that the exhibition visitor will piece together in their head to 
create a picture of the world of Whatever. 

In	the	case	of	spatial	comics,	one	story	could	fill	the	whole	exhibition	space.	
There	is	no	specific	reading	order	for	the	exhibition,	but	hopefully	the	“flow”	
is still enjoyable. I took into consideration to place the artwork so that there 
would be a nice balance with works with text and without text, for exam-
ple. Trying to fabricate a hallway in the given place would not have made a 
difference	in	the	storytelling.

“Many exhibitions appear to end at the point 
where the designer ran out of space! A con-

clusion is needed, even to putting over quite a 
modest story, and the designer is probably best 
advised to plan with the curators the start and 

the finish, and later fill the area over.”
Hall (1987, 230)

I had no preplanned story to implement, so I had to innovate the narratives 
while	working	on	the	sculptures	and	rest	of	the	exhibition.	This	had	partly	
to	do	with	the	pieces	being	somewhat	site-specific:	no	fixed	predetermined	
plans	would	have	worked	on-site.	Without	knowing	the	place	and	under-
standing the spatial limitations, nor without prior knowhow of making 
spatial comics, planning a full story beforehand seemed absurd. A continu-
ous story from piece to piece would have needed more time for testing it in 
practice and iteration rounds, and I did not have time to spare. 

4.5.4 The Artworks

All of the artworks shown in the exhibition are studying what spatial se-
quential	art	could	involve,	but	after	doing	my	research	they	might	not	all	be	
considered	spatial	comics.	The	dollhouse-based	Wondrous	House	“passes	
the	test”	with	flying	colours	and	so	does	the	revolving	comics	Three	Corners.	
The	Trilogues	a	/	b	/	c,	when	considered	as	one	whole	are	sequential,	and	
can	be	described	as	three-dimensional	comics	too.	The	Living	Room	on	the	
other hand is an installation and does not have continuous elements if not 
inspected	alongside	the	Trilogues	a	/	b	/	c.	If	one	examines	the	Drama	Trian-
gle as a collection of panels in which the characters perform an act of some 
kind, it could be conceptually considered comics. In this sense, it would be 
an interactive generative spatial comics – but more realistically, it is a device 
to create narratives that might not yet be sequential art.

The	exhibition	pieces	each	introduced	a	different	viewpoint	to	the	research	
question	of	what	spatial	sequential	art	can	be.	In	my	mind,	they	differenti-
ated from each other enough to not feel repetitive in format nor in the nar-
rational	aspect.	The	materials	used	brought	the	artwork	visually	together	or	



160 161into conversation with one another: paper mache and acrylic paint was used 
in	all	of	the	exhibited	works	instead	of	the	Living	Room	installation.	The	
ready-made	real-life	objects	in	the	Living	Room	could	be	found	as	drawings	
in	the	Three	Corners	or	mentioned	in	the	monologues.	The	characters	could	
be	seen	in	different	forms	in	the	Moving	Image,	the	Wondrous	House	and	
the	Trilogues	a	/	b	/	c.	Thematically,	they	served	their	purpose	of	introducing	
the visitors to the Whatever project and highlighting the notion of space. 

Analysing my work, I realised that I had divided the Whatever world be-
tween	the	different	works.	The	characters	and	their	monologues	do	not	real-
ly	mix	with	the	Living	Room	installation;	the	bedrooms	of	the	Three	Corners	
have the furniture the Wondrous house is missing. All in all the exhibition 
is a collection of rather static work even with the interactive elements, even 
the animation does not provide much movement. Still, the Moving Image 
seems to combine all the aspects I later separated. I guess subconsciously 
I	“dissected”	the	work	to	seem	more	“scientific”.	Surely	later	on	the	adap-
tations with these techniques and gadgets would be more sophisticated, 
serving	a	storytelling	purpose.	This	might	also	be	because	my	initial	ideas	
were to exhibit my world building work: the characters and their backstories 
and	the	world	they	inhabit.	This	fit	my	goals	of	testing	various	“vehicles”	
for comics. World building in itself is not yet stories, but provides the game 
pieces to use in narratives.

4.5.4.1	The	Trilogues	a	/	b	/	c

Overall I was quite pleased with how the sculptures worked out. I had never 
done anything in this size before, nor had I too much experience working 
with paper mache either. Still, there were some things that bothered me. As 
time was running out I decided not to correct things that were not absolute-
ly	necessary,	so	I	have	had	to	live	with	some	details	of	the	artwork	being	off.	
For	example:	Girl’s	eyes	are	too	big,	and	in	the	wrong	place	even	if	I	wanted	
her to seem less grumpy than usual. I do not know if making Cat smirk was 
a	good	idea	after	all.	Working	on	the	sculptures	I	realised	maybe	Girl	should	
have had the more anxious pose and Cat the more suggestive, but it was too 
late to change. Also the colours were hard to mix when they ran out and for 
example	Plant	has	two	different	shades	of	oranges	on	her,	which	does	not	
correlate with the original drawing from the animation used as reference.

Narration-wise	the	monologues	work	well	in	my	opinion,	serving	the	pur-
pose of introducing the characters. I did not want to create another gag 
strip	like	the	Wondrous	House,	but	to	test	something	slightly	different	that	
would	work	naturally	in	a	single	panel.	That	being	said,	it	is	under	debate	
if	the	Trilogues	a	/	b	/	c	are	a	three	or	single	panel	comics.	The	piece	is	also	
linked	to	the	Living	Room	installation,	where	the	fourth	chair	is	left	for	the	
exhibition visitor to sit on and feel connected and invited to the characters’ 
home. 

4.5.4.2	The	Word	Balloons	of	the	Trilogues	a	/	b	/	c

In hindsight the long monologues could have been divided into smaller 
balloons. At the time, I thought it was a good idea for it to feel somewhat 
overwhelming to get to know these characters, who would, immediately when 
they get the chance, talk endlessly about their world views.	This	would	make	the	
impression	of	the	characters	being	a	tad	egotistical	or	even	self-obsessed,	
while being dependent on other people. Maybe they have spent too much time 
locked up indoors, so interaction does not come naturally. In any case, divided into 
smaller portions also known as word balloons instead of just paragraphs, 
the	text	would	have	had	better	reading	flow.	It	could	have	also	created	a	
more dynamic visual, even a “backdrop” for the character.

Too	long	sections	of	text	can	tip	the	word/image	balance	off,	and	make	the	
reader aware that they are reading a text rather than enjoying the narrative: 
“a comic can start to feel more like illustrated prose.” When the visuals and 
text are rightly proportioned, “the reader never looks long enough to break 
the	spell!”	(McCloud	2006,	143.)	
 
Paying attention to the lettering style would have also made a more engag-
ing reading experience, mimicking the voice of each character in a visual 
manner. Now the monologues were lettered in the same style close to hand-
writing without much variation. 

Also	the	appearance	of	the	word	balloons	could	have	been	more	thought-
of: more attention could have been paid not only to splitting the mass of 
text into smaller bubbles, but to the physicality of the speech balloons. It 
could have been amusing to actually make them out of helium balloons 
that	would	float	in	the	air.	Another	possibility	would	have	been	giving	them	
more	depth,	making	them	more	sphere-like,	when	now	they	were	flat	pieces	
of	cardboard	nailed	to	the	wall	(See	67,	70,	75).	The	incorporation	of	text	in	
three-dimensional	form	is	in	any	case	somewhat	problematic.	I	find	there	
is no point in trying to make the letters more like the sculptures, because 
in real life words exist as waves – sound – that do not have a static physical 
appearance in any case. Since text belongs to the abstract world of ideas and 
symbols, I would suggest the words to be written on a surface still, be it of 
any	kind.	Crafting	letters	to	be	three-dimensional	would	be	another	form	
of	art,	which	might	not	add	to	the	reading	flow	of	the	comics.	Or would it? 
I challenge future spatial comics artists to experiment with the idea. (Also 
discussed	on	page	40.)

4.5.4.3	The	Link	to	the	Living	Room	 

In the planning phase I was thinking about the opportunity of incorporating 
the	visitor	as	a	part	of	the	comic	strip	that	would	become	the	Trilogues	a	/	
b	/	c.	Sitting	on	the	empty	chair	of	the	Living	Room	installation,	the	visitor	
could be an additional character in the story with their own word bubble. 



162 163The	visitor	could	have	either	written	their	own	text	in	a	blank	speech	bal-
loon,	or	chosen	a	punch	line	from	a	variety	of	prewritten	“comebacks”.	This	
could have been done for example with balloons painted with black board 
paint and chalk to write with. In a similar fashion, the text could have been 
added later on digitally, if people would be encouraged to take their pictures 
with the balloon to be uploaded on their social media platforms. In the case 
of	the	example	sentences	to	choose	from,	they	could	have	been	in	a	leaf-
through mechanism of sorts, maybe pieces of cardboard to be hung up on 
the	wall	in	a	predestined	spot	above	the	chair.	Having	doubts	as	to	whether	
the visitors would want to get so involved, so I decided to leave testing the 
idea	to	another	time	and	hope	that	the	empty	chair	in	the	Living	Room	
would be enough of a connection to produce a link to the three occupied 
ones	in	the	Trilogues	a	/	b	/	c.

4.5.4.4	The	Living	Room

Working	with	physical	ready-made	objects	brings	difficulties	that	other	
comics	artists	have	encountered	too.	Mikko	Väyrynen	told	me	in	an	email	
conversation	about	his	comic	“Gorillas”	which	he	made	from	candies:	the	
kind	of	candy	one	is	looking	for	might	not	exist.	This	means	the	technique	
is	limiting	the	storytelling	(personal	communication,	March	2,	2021).	These	
restraints would be avoided drawing traditional comics. I could have cho-
sen	a	different	route,	and	created	all	the	objects	from	paper	mache	like	the	
sculptures of the characters, perhaps covering the furniture with paper and 
painting over them to create a cartoon world with the exact components I 
had	drawn.	However,	my	intention	was	to	introduce	the	Whatever	world	
as	something	as	real	as	this	one.	McCloud	(2006,	158)	ponders	rendering	
realistic	backgrounds	in	comics	as	follows:	“-	-	drawing	a	page	in	six	hours	
or	drawing	it	in	twenty	-	-	can	make	the	difference	between	knowing where 
your story takes place and being there” – with spatial comics the simulation is 
much easier to convincingly accomplish.  

As	I	was	not	there	to	oversee	the	exhibition	after	the	opening,	I	do	not	know	
what was the participation rate of the audience without encouraging peo-
ple to interact with the artwork. I have been speculating, if there should 
have	been	more	instruction:	“Sit	on	the	chair!	Feel	free	to	touch	the	objects!”	
Usually people are used to not touching anything in an exhibition, especial-
ly	artwork,	so	in	this	sense	the	approach	was	absolutely	different.	Another	
consideration was if the animation was too short for the audience to want to 
sit on the chair, and thus not spending as much time inspecting the instal-
lation	as	I	had	thought.	However,	short	loop	has	its	advantages:	there	would	
not be too long of a queue to view the animation, and no one would want to 
skip it because of its length.

4.5.4.5	The	Living/Dying	Room	and	Inspirations

When researching comics artists for benchmarking, I found out Simon 
Hanselmann	had	created	a	comics	installation	called	Living/Dying	Room	for	
his	Bad	Gateway	exhibition	in	2019	at	the	Bellevue	Art	Museum,	USA.	In	his	
exhibition	he	displayed	hand-crafted	sculptures	as	part	of	installations,	min-
iature	figurines	in	display	boxes	and	all	176	pages	of	his	hand-watercoloured	
originals	(“Bad	Gateway”,	2019).	I	have	been	a	fan	of	Hanselmann’s	comics	
but	do	not	recall	seeing	pictures	of	the	installations	earlier.	The	similarities	
between	their	Living/Dying	Room	and	my	Living	room	are	self-evident.

Hanselmann’s	Megg,	Mogg	and	Owl	comics	have	been	an	inspiration	for	
Whatever,	among	tv-shows	and	animations	such	as	Fleabag,	It’s	Always	
Sunny	In	Philadelphia,	Bojack	Horseman,	Tuca	and	Bertie,	Daria	and	Big	
Mouth.	The	commonalities	between	these	works	are	anti-hero	characters,	
whose life views are cynical and lifestyles to be abhorred, they do not seem 
to	“fit	in”	the	society.	I	have	been	interested	in	awkward	moments	and	peo-
ple not behaving in expected or ideal ways.

4.5.4.6	Adding	Sound	–	Introducing	Ghost	

Additional	angle	to	the	challenge	with	text	(see	40;	161)	would	be	playing	the	
dialogue	as	aural	messages	–	another	possibility	worth	testing.	The	problem	
with	an	audio	track	in	a	wide	space	is	that	dialogue	loops	from	different	
panels played simultaneously would end up in a cacophony; having longer 
loops the length of, let us say, a comic strip, would be impossible to time so 
that	the	exhibition	visitor	would	always	encounter	the	first	sculptures	with	
the right sound; using headphones would further distance the exhibition 
visitor	from	the	artwork,	having	to	concentrate	on	the	technology.	(See	41.)

Figure	234.	 
“LIVING/DYING	
ROOM	at	Bellevue	
Arts	Museum.	The	
installation shows a 
three dimensional 
version of Megg, Mogg 
and	Owl,	crafted	by	
Hanselmann,	in	their	
living	space.	They	are	
surrounded by clutter 
as they watch reruns of 
the	hit	show	“Friends.””	
(Edge	2019)	



164 165An idea I had in mind throughout planning this project was whether or not 
to	include	Ghost	(a	fourth	character	from	Whatever)	in	the	exhibition	works,	
as a part of the installation. If I had the possibility, I would have had a back-
ground sound piece playing throughout the exhibition, with some eerie mu-
sical	sounds	mixed	with	static	on	top	of	which	Ghost	would	be	whispering	
things almost beyond one’s hearing. Now the exhibition room did not allow 
it, for there was also a bookstore sharing the same space.

I	was	contemplating	including	a	“voice	over”	to	the	Three	Corners	piece.	
Wordless	comics	can	be	difficult	to	“read”,	and	people	might	not	spend	
enough	time	thinking	about	the	meanings	of	the	chosen	items.	The	idea	was	
to	have	Ghost	hovering	on	top	of	the	structure.	Her	voice	could	be	heard	in	
each	room	and	her	ethereal	body	could	float	through	walls,	or	perhaps	exist	
in	many	places	at	the	same	time.	The	text	would	have	been	flowing	through	
the panels as a ribbon, maybe from room to room through windows. In the 
end,	I	decided	not	to	include	Ghost,	and	have	this	piece	stand	out	on	its	
quietness.
 
Sound	can	actually	be	heard	in	one	of	the	exhibition	works	– in	the	anima-
tion when Cat is speaking. Presumptively, this presents the opportunity for 
the visitors to read the monologue in their head in Cat’s voice.  

It did not occur to me at the time to add other sensory stimuli to the exhi-
bition, but next time I could be intrigued to try creating a mood with fra-
grance too.

4.5.4.7	The	Moving	Image

Girl	talks	about	watching	tv	in	her	monologue,	referring	perhaps	to	the	old	
CRT	monitor	in	the	Living	Room	installation	with	the	Whatever	anima-
tion on it. I preferred a TV like this because it creates a nostalgic feeling 
for the 1990’s kids. My inspiration for it came MTV’s animated show Daria 
(1997–2002),	where	the	character’s	would	watch	a	program	called	“Sick	Sad	
World”. 

It	also	bears	mentioning	that	Girl	is	a	Jane	Lane	look-alike,	although	I	have	
been drawing people in this style for quite a long time. Daria just to be one 
of	my	favourite	shows	growing	up,	so	it	has	had	a	definite	impact	on	me.	I	
realised this while developing the characters further for the animation, half 
a year before the exhibition. I decided at least not to dress her in a bright red 
jacket.	Nevertheless,	Girl	is	my	homage	to	Daria’s	Jane.	

4.5.4.8	The	Wondrous	House	&	a	Memory

Overall,	this	polyptych	comics	works	fluently	and	was	delightful	to	produce.	
It	was	the	first	one	I	started	working	with,	and	I	had	many	revelations	on	
the way, for instance about the essence of 3D: viewing the comic from any 
angle.	I	enjoyed	making	the	small	figurines	from	paper	mache.
 
However,	the	characters	and	the	whole	comics	seem	a	little	static.	Intensi-
ty could have been increased with diagonal directions and visual elements 
from traditional comics, such as zip ribbons. Dramatic background co-
lours could have been used and the shapes of the word balloons could have 
changed	according	to	the	content.	The	characters	are	not	too	skewed	or	
exaggerated in perspective – the weird things like metamorphosis appear in 
a	“normal”,	commonplace	way.	However,	maybe	this	stylistic	choice	balances	
the chaos of the narrative.

The	reading	flow	is	important	in	comics.	I	had	trouble	placing	one	speech	
bubble	in	the	last	panel.	Even	if	the	word	balloon	is	on	the	floor	compared	
to	the	one	in	the	upright	corner,	reading	from	left	to	right	Cat’s	reac-
tion	comes	before	Girl’s	comment.	Realising	this,	I	used	only	a	question	
mark-exclamation	point	combo	instead	of	any	words.	In	this	way,	the	flow	

Figures	238	&	239. 
Jane Lane model sheet  
from	Daria	(1997–2002)	&	 
Litho print “What Time is it?”  
Terhi	Adler	(2017)	 

Figures	235	&	236. 
Sketches	of	the	Three	 
Corners	and	Ghost. 

Figure	237.
 Sick Sad World from Daria. 
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4.5.4.9	The	Three	Corners	&	Ideas

It	is	rather	difficult	to	determine	where	ideas	come	from.	The	timeline	is	
hazy,	memories	are	not	in	a	linear	order	and	inspirations	come	from	differ-
ent places and later intertwine.

The	first	quick	sketch	is	from	a	notebook	from	2016.	I	had	just	seen	the	
movie	Small	apartments	(Jonas	Åkerlund	2012),	and	was	fascinated	by	how	
different	all	the	apartments	with	same	floor	plans	looked	like	in	the	other-
wise	boring	and	gray	project	building.	The	over-the-top	interior	decorations	
presented	the	personalities	of	each	resident.	This	is	an	idea	that	stayed	with	
me. I could tell alot from the character with their dwelling, without showing 
them in person.

Around	the	same	time	I	also	read	Siri	Hustvedt’s	All	that	I	loved	(2003),	in	
which an artist builds small boxes with scenes inside them, displayed by 
wallspaintings	and	small	objects	and	figurines.

The third box, with its lone figure at the bot-
tom pushing open a door, contained two other 

well-hidden doors. I found the first one, its 
knob disguised among a dozen others that had 

been painted in a trompe l’oeil style. I looked 
into a brightly lit room that was much smaller 

than the others. On its floor lay a miniature 
wooden coffin. That was all. Erica opened the 

last door to reveal another nearly empty room. It 
had nothing in it except a dirty, ragged piece of 

paper with the word key written on it on a tiny 
cursive hand.

Siri Hustvedt (2003, 73) 

It	goes	to	show	that	some	ideas	take	a	long	time	to	develop.	Even	after	
planning for the artwork this long and executing it in a limited time, I was 
happy with the outcome. I realised it provided a new format: looping spatial 
comics.	In	my	comics,	the	panels	are	from	different	rooms,	but	they	could	
also carry a continuous story. 

is	not	interrupted	because	the	reader	does	not	stop	for	too	long.	The	bal-
loon can be read as an overall amazement of Cat, or maybe as a reply to the 
dialogue in the previous panel.  

Similarly to other forgotten inspiration sources, researching for this thesis 
I	came	upon	a	short	story	comic	by	Shintaro	Kago	I	had	read	years	ago.	It	
might have been in my subconscious for years and encouraged me to exper-
iment	with	three-dimensionality.	The	comics’	name	in	English	is	Abstrac-
tion, 国民の創生	or	Kokumin	no	Sousei	in	Japanese.	It	is	an	astounding	
work	where	Kago	has	made	the	panels	of	a	comics’	page	to	work	as	a	struc-
ture,	that	could	be	produced	in	actuality	as	a	three-dimensional	comics.	As	
a word of warning before reading though, the genre it belongs to is eroguro, 
a subgenre of horror that “combines extreme violence with deviant sexuali-
ty.	Guro	titles	use	grotesque	imagery	and	break	taboos	as	a	means	of	social	
commentary	on	the	decadence	of	society”	(“Guro	manga”,	n.d.).	Still,	read-
ing the comics is an experience that captivates the mind. 

In a sense, I see the connection to the Wondrous house comics in this, al-
though	seeing	Kago’s	work	now	stimulates	me	to	try	out	new	things	with	my	
future	comics.	He	has	really	taken	advantage	of	the	three-dimensionality	
(even	if	only	a	rendering);	the	reader	can	truly	look	at	the	artwork	from	“all	
sides”, even if the viewing angles are predetermined on paper.

Figure	240.	Abstraction	
by	Shintaro	Kago	(2000)

Figure	241. 
I	made	a	series	of	pop-up	postcards	in	2015	
(Epic	Ladies).	After	that	I	was	wondering	
how to develop the idea and expand it even 
further into three dimensions.

Figure	242.	 
Notebook,	2016



168 169Instead of using people as game pieces, I decided to use the board game 
idea to move the characters around, even if symbolically and in miniature. 
The	visitor	could	in	a	sense	get	to	interact	with	the	characters	and	seemingly	
decide what they would do. 

I got some feedback as to put up some paper and pens for people to actually 
draw the comics they generated. I feel like that is a wonderful idea, and even 
though I am not quite sure what to do with the gag strip comics I would 
receive, I shall put a box next to the Drama Triangle for these treasures next 
time I am exhibiting. 

Demographics are considered a primary tool 
for the development of design concepts for 

audiences. Increasingly however, life states are 
not in line with age states and shared attitudes 

across generations suggest new ways to design. 
By looking at behaviors as a key to designing 

experiences, environments cut through demo-
graphic barriers. 

Hall (1987, 36)

My	experience	with	Finnish	people	is	that	they	are	shy	with	interaction.	 
I was a bit worried how much visitors would want to engage with the art-
works.	This	was	one	reason	why	I	did	not	include	any	materials	to	actually	
draw	the	comics	generated	with	the	Drama	Triangle,	but	left	it	“conceptual”.	
I did not want to create pressure for the guests to have to draw comics. Later 
I realised that the people visiting the Comics Center were the last people I 
should	have	this	concern	with.	They	would	be	the	dream	target	group	for	
this kind of activity: they probably actually want to draw!

4.5.4.11 Shoulda Woulda Coulda

I had some feedback from a couple of my friends visiting the exhibition, 
that they would have liked to have more background information about the 
characters. It seemed to them that I abruptly threw them into the Whatever 
worlds,	into	the	needy	hands	of	Girl,	Cat	and	Plant.	However,	I	did	this	in-
tentionally, because I wanted to show the characters “in action” rather than 
spending time characterising them. 

Nevertheless, I was planning on exhibiting a “friendship book” with details 
filled	in	by	the	trio:	what	are	their	favourite	colours,	what	is	their	favourite	
day of the week, what do they fear the most. Additionally I was planning on 
writing	a	diary	of	Girl	where	she	would	have	ranted	about	her	love	interests.	
I had sketched out three tarot cards starring the trio, but did not have time 
to	finish	them	for	the	exhibition.	The	cards	would	have	matched	the	person-
alities:	Girl	was	the	Star,	Cat	the	Sun	and	Plant	the	Moon.	

4.5.4.10	The	Drama	Triangle	&	Interaction

This	exhibition	work		was	the	last	one	that	I	produced,	and	almost	aban-
doned.	The	thinking	behind	the	piece	however	had	long	roots	so	I	wanted	to	
test how it could function. My goal was to make something actually partici-
patory. 

-- shapes and footprints on the floor were used 
to direct the walking visitors; a technique that 

has been in use, on and off for the last 40 years! 
Hall (1987, 17)

Kati	Rapia	has	actually	done	something	like	this,	she	arranged	a	game	for	
her	Pyrstötähti	ja	Maailmanlopun	Meininki	–	Suomenniemen	Ensimmäisen	
Tähti	tietelijän	Elämä	ja	Seikkailut	(2018	with	Juha	Hurme)	book’s	exhibition.

Figure	244.	
People	playing	Pyrstötähti	 
game	by	Kati	Rapia.

Figure	243.	
Panels	on	the	floor.

I was trying to decipher how to get the people moving inside the comics. Ear-
ly	versions	included	visitors	stepping	on	taped	panels	on	the	floor	that	would	
have	had	thought	bubbles	written	on	them.	This	could	have	also	been	a	way	to	
guide	the	reading/walking	direction	in	the	exhibition	space.	Yet	in	my	mind	
it got too complicated to actually piece all the works together in a meaningful 
narrative	including	the	floor	panels,	so	I	darted	away	from	the	idea.	



170 171For	a	while,	I	played	with	the	idea	of	ever-changing	exhibition:	visitors	com-
ing	in	different	days	would	have	different	content,	if	I	would	have	kept	bring-
ing	in	new	objects.	I	decided	to	leave	the	exhibition	as	it	was	the	first	day.

I was also planning on printing vinyl stickers for the windows and for the 
walls	to	have	a	few	lines	of	text	about	the	exhibition.	The	same	information	
was	in	the	leaflets	in	any	case.	The	event	could	have	been	marketed	better,	
even	though	I	had	posters	around	Helsinki,	some	social	media	presence	and	
a display in the Comics Center window with the title scene looping.

4.5.4.12 Summa Summarum

I am glad I was able to produce all this in the rather tight timeframe of 
approximately one month I had set for myself. Next time I would probably 
think about the exhibition as a whole more, and create continuity between 
the pieces. I should start creating the story well beforehand, at the same time 
when thinking about the comics “devices”, and the space. Spatial comics is a 
very	multi-faceted	design,	craftship	and	storytelling	task	to	undertake.	(But	
I’m	willing	to	try!)	I	would	also	focus	more	on	immersion	and	think	more	
about	different	senses	that	could	now	be	incorporated	because	the	medium	
allows for example sound and smell to be a part of the storytelling. 

I	succeeded	in	my	main	goals,	which	were	to	try	out	different	kinds	of	ways	
to	produce	three-dimensional	and	interactive	comics	and	to	enrich	comics	
exhibition	practices.	I	was	learning	a	lot	while	and	after	creating	and	build-
ing	the	comics	pieces,	and	some	of	them	I	would	probably	make	differently	
knowing what I know now. 

5
EPILOGUE 

–  
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In this thesis, I have elaborated on what spatial comics are, and given exam-
ples	of	means	to	produce	them.	This	new	field	of	intermedia	art	is	born	in	
the intersection of comics and forms of art that can be experienced in space, 
such	as	installation	and	sculpture.	This	thesis	was	needed	to	give	recogni-
tion to the novel means of expression and to introduce it to a broader au-
dience.	It	serves	to	fill	a	knowledge	gap	on	the	subject	and	to	broaden	the	
spectrum	of	visual	arts.	The	theory	part	acknowledges	the	medium’s	roots	in	
comics, and the struggles with exhibiting the art of comics. Spatial comics 
has	been	born	in	part	to	fulfil	and	discuss	these	shortcomings.	

To	read	about	the	conclusions	of	theory	and	the	reflection	on	my	own	work	
in	detail,	see	Discussion	(37)	and	Reflection	(156)	towards	the	end	of	Theory	
and Praxis sections.

The	problem	that	incited	research	on	this	topic	was	uninspiring	comics	
exhibitions.	The	art	has	been,	and	still	is,	looked	through	and	scrutinized	by	
the	conventions	of	fine	art,	fields	such	as	painting.	Comics	being	a	storytell-
ing medium, the same principles do not necessarily apply. 

Comics have only recently been recognized as art, and have thus had a 
rather short life span exhibited in galleries. Now the tradition of comics 
exhibitions has slowly started to divert towards alternative approaches for 
showcasing the art. It has to be noted that comics are intended to be read 
as publications, and many artists might not be interested in adjusting their 
art to be viewed in a gallery. In traditional comics, the artist renders the real 
world	on	paper,	whereas	in	three-dimensional	comics	the	challenge	is	in	
sculpting	the	form	in	reality.	This	means	a	different	set	of	skills	is	acquired	
from the artist. Being an artform of its own, spatial comics might not 
answer the problem of traditional comics exhibitions, but inspire towards 
taking the gallery space into consideration.

Additionally, the subject was approached from the perspective of artistic 
research:	my	practice-led	production.	My	goals	were	to	experiment	with	
different	mediums	I	could	imagine	spatial	comics	to	manifest	in.	In	prac-
tice, I was able to design and build spatial art, and held an exhibition called 
Whatever – Spatial Sequential Art at Comics Center in November 2020. 
While describing the storytelling devices and their process, I articulated the 
challenges and realizations I had on the topic in the chapter Praxis. Some of 
the	works	can	not	necessarily	be	defined	as	spatial	comics,	but	making	them	
helped my comprehension. What I began intuitively to work on resulted in 
three-dimensional	artworks	including	comics,	installation	and	a	game/gen-
erator, including both big and small scale comics, interaction and immer-
sion.	Hands-on	work	was	mandatory	for	understanding	of	the	medium	and	
to reach the conclusions that were the basis of the theory part of this thesis. 
By reading the thesis one can understand what spatial comics in its various 
formats is, and possible means to making it. 
 
I	created	the	spatial	exhibition	pieces	into	my	fictional	Whatever	world.	I	
succeeded in my goal to experiment with novel formats of comics to make 
a compelling exhibition, and managed to develop the world and characters 
of my comics further. My plans and ideas worked as they actualized into 
artworks that together created an image of the Whatever world and its 
characters		in	the	stage	of	development	they	are	now.	However,	because	the	
incentive idea had been in world building, the storytelling was scattered. 
Would I build the exhibition again, I would focus on creating more narra-
tional	content,	and	think	about	the	flow	of	the	exhibition	more	deeply.	

Heretofore,	there	has	been	almost	no	literary	works	let	alone	academic	
mention	of	the	field	of	spatial	comics.	This	thesis	helps	patching	this	lack	of	
information and establishing a literary foundation, while recording works 
previously	done	leading	to,	and	some	classified	as,	spatial	comics.	I	intro-
duced new key concepts to help future discussions, drawing theory from 
surrounding	disciplines.	I	discuss	the	differences	between	and	the	applica-
tions	of	spatial	comics,	three-dimensionsional	comics	and	comics	installa-
tions with examples.

Spatial comics follow the same logic as traditional comics, mixing visual and 
textual	elements	in	a	sequential	narrative	juxtaposition.	They	can	be	“read”	
the	same	way	as	their	flat	counterparts.	Now	the	gutter	exists	as	a	physical	
gap,	not	as	visual	lines	on	a	page.	The	main	difference	between	these	two	
is the dimension of which they can be enjoyed: the former “rises” from the 
flatness	of	the	paper	also	into	the	third	dimension,	and	is	therefore	experi-
enced spatially. Spatial comics are created in dialogue with the exhibition 
space. Existing physically in the same room permits a range of possibilities 
for immersion, for example utilizing the other senses in addition to sight. 
This	way	the	exhibitions	have	more	impact	and	induce	emotions	and	mem-
ories for the visitors through the experience. In comparison to the intimate 
reading	of	a	comic	book,	real-time	shared	experiences	are	possible	when	
enjoying spatial comics. 



174 The	challenges	of	spatial	comics	concern	the	physicality	of	the	work:	size,	
storage	space,	logistics,	ecology	and	cost.	Site-specific	works	of	art	might	be	
best	to	build	on-site,	reacting	to	and	utilizing	its	surroundings.	Applied	in	
the real world rather than being drawn on paper, the medium has to abide 
by	the	laws	of	physics;	issues	such	as	how	to	suspend	the	floating	word	bal-
loons have to be solved. Because comics are laborious due to their repetitive, 
sequential	nature,	the	creator	of	a	large	scale	three-dimensional	production	
has to consider the amount of work, time and materials making the art will 
consume,	and	have	well-designed	plans	from	the	very	beginning.

Ultimately, spatial comics are a unique and novel approach to storytelling, 
which	should	be	investigated	further.	Future	applications	of	spatial	com-
ics hopefully include adaptations to public spaces and outdoors, enriching 
the narration of sculptures and facades of buildings. Its sequential nature 
makes spatial comics great for explaining matters; it could be used for 
educational purposes, without electricity needed. Multisensory experienc-
es open possibilities – because spatial comics can be touched, the medium 
could	be	developed	for	sight-impaired	people	to	enjoy.	I	wish	to	see	spatial	
comics in galleries and museums in the time to come. Traditional comics 
exhibitions could be enlivened by taking advantage of the space they are set 
in.	My	long-term	artistic	plans	include	building	a	large	scale	continuous	
spatial comics story the size of a house.

Comics is an adaptable medium which has inspired performances, operas 
and a hodgepodge of intermedia art in the past. Who knows what kind of 
forms of hybrids and applications will spatial comics take in the course of 
time. I hope this thesis will encourage future artists to accept the challenge 
and produce inspiring spatial sequential art!
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192 193Terhi Adler explores the spatial possibilities of 
comics in her exhibition “Whatever” – interview 

with the artist

Text	and	photographs:	Aino	Sutinen	(translation:	Terhi	Adler)

Terhi	Adler’s	outstanding	three-dimensional	comics	exhibition	is	open	until	
28th	of	November	2020.	The	space	is	filled	with	big	sculptures	as	well	as	
installations,	video,	and	even	game-like	elements;	all	parts	of	the	sequential	
art ensemble. More on the exhibition here.

Hi Terhi! Congratulations on the magnificent  
exhibition. How was the creative process behind it?

Thank	you	so	much!	I	have	been	very	excited	to	have	an	opportunity	to	
actualize	my	ideas	about	what	different	forms	comics	could	take	in	three	
dimensions.	The	ideas	concerning	my	thesis	started	to	develop	in	the	back	
of my head already a year ago, but they needed time to ripen into the format 
in which they can be seen today.

At	first	I	thought	I	would	make	my	thesis	centered	around	world	building	
in	comics,	after	I	had	realised	that	making	a	short	story,	let	alone	a	graphic	
novel, in this time frame would be too much for me. Still, my other goal for 
the thesis production was to build an exhibition, get some practice design-
ing	them.	Finally	I	realised	that	it	was	more	interesting	for	me	to	create	
the	actual	comics	in	the	space	rather	than	just	exhibiting	character	sheets/
models	or	original	drawings	on	the	wall.	The	previous	Spring	I	had	already	
worked on developing the characters, their backstories and the environment 
of	my	comics,	so	it	was	great	to	be	able	to	expand	the	world	into	a	three- 
dimensional experience to delve into. 

I	wanted	to	explore	what	different	kinds	of	applications,	that	I	could	loosely	
still	call	comics,	I	could	come	up	with.	The	definition	of	comics	is	pictorial	
juxtaposition, images in deliberate sequence. I’m asking, why couldn’t these 
“pictures”	be	three-dimensional	objects.
 
For	example	in	The	House	of	Wonder	dollhouse	piece	I	have	been	research-
ing how to frame shots in 3D, and the metamorphosis of the characters 
from	panel	to	panel.	The	dollhouse	works	as	a	polyptych,	whereas	each	room	
forms a panel, the whole house constructs a continuous entirety for the 
overgrown cat. Tripping and the gigantic limbs sticking out of windows are 
of course a reference to Alice in Wonderland.

While	making	the	exhibition,	I	was	listening	to	a	lot	of	music	from	the	60s,	
Jefferson	Aeroplane	included.	I	started	by	buying	a	dollhouse	and	sketching	
a layout of the house in the right proportions to work as a template for my 



194 195comic-strip.	In	the	middle	of	working	with	the	piece,	I	realised	many	things,	
such	as	how	I	should	fully	take	advantage	of	the	three-dimensionality:	the	
dollhouse could be seen from many directions and angles, I could hide 
things	in	the	house	that	one	couldn’t	see	from	the	usual	(front)	perspective.

The	practice	of	building	or	making	is	also	research	of	its	own,	it’s	called	
artistic	research.	I	will	write	my	thesis	explaining	my	findings	that	I	came	
across when making the exhibition pieces, and mix in some theory of the 
field	and	other	three-dimensional	comics	works.	The	thesis	can	be	found	in	
the Aalto university online database next summer, hopefully.

With the other art works I have been trying out, for example, how the exhi-
bition visitor could decide the actions of the characters by rolling the dice 
of the comics generator; how background information about the characters 
could be conveyed through their bedrooms alone (and how the panels could 
be	browsed	on	a	revolving	stage);	how	would	it	feel	to	step	into	comics	which	
panels are the size of a room; how would one panels monologues turn out, 
or	could	a	three-panel	strip	be	placed	in	different	corners	of	the	room,	it’s	
timeline	distorted;	will	the	visitor	of	the	exhibition	find	the	hints,	references	
and easter eggs hidden in the artworks – could comics include same ele-
ments	we	have	seen	in	point-and-click	or	escape	room	games?

So a lot of thought and work has been put in the works, but I’m not com-
plaining. I had a lot of fun making them. I started out deciding the form 
and function of the comics, and while concentrating on that, I was a bit 
worried if the actual content of the comics would be good, because that 
is really important for me. Without a good idea there is no story, and the 
whole	exhibition	would	be	a	flop.

As I was working further with the project by hand, my brain was working on 
not	only	the	practical	solutions,	but	also	on	the	texts	and	stories.	This	way	of	
working	is	organic	and	flexible	enough	–	and	so	the	narrative	would	fit	bet-
ter	in	the	space,	as	well	as	the	stories	with	each	other,	when	the	final	deci-
sions are not made too early on. I didn’t need to fear though: in my opinion, 
the content of the comics works are on par with the wittiness of their format 
ideas. 

You have built a three-dimensional comics instal-
lation straight into the space, for example large 

sculptures of the characters. How were these made?

The	big	characters	are	paper	mache,	which	I’ve	used	for	almost	every	piece	of	
the exhibition. I got good practice when I was making the paper mache char-
acters for the dollhouse – the human sized sculptures came into existence 
following the same principles. My attempt was to create the installations and 
sculptures using mainly recycled materials and objects I already owned.

I started building the big sculptures from renovation waste: old electric  
cord covers and paint buckets formed the skeletons for the characters.  
I also asked my friends to bring their old newspapers and cardboard boxes 
to me, so there was no need to buy those either. I got a lot of help: without 
my friends I would have ran out of time, there was so much work with the 
big sculptures.

Paper mache is a brilliant material, because it’s so forgiving and you can 
work and rework it basically endlessly. It’s not too heavy, but when it hard-
ens	it’s	very	durable.	If	some	parts	got	too	big,	it	was	easy	to	cut	it	off	with	a	
knife, and add a new layer. Paper mache is a good material for big scale, be-
cause	you	can	make	hollow/flimsy	bits	with	less	materials	inside	so	it	doesn’t	
get too heavy, but then again you can make really tiny details with smaller 
strips of paper.

The	finetuning	could	have	been	endless,	but	once	I	had	decided	the	charac-
ters	are	ready	enough,	I	painted	them	with	gesso.	After	that	it	was	possible	
to	still	work	with	the	paper	mache	to	smooth	out	small	holes.	The	final	coat	
of paint is acrylic, and on top I drew details with a thick marker.

There are some pretty funny layers in the story you 
made for the exhibition, for example parody about 

social media influencers and zeitgeist of the  
pandemic times. How did the story emerge?

I	had	the	stories	in	the	back	of	my	mind	for	a	long	time.	The	point	was	to	
introduce the characters with monologues, but make them intriguing and 
at the same time carry out some sort of overall theme. I ended up on the 
subject of the pandemic, because it’s something that we all share, easy to 
identify with.

I’ve	heard	many	different	approaches	to	dealing	with	the	crisis,	so	in	the	
monologues everyone was telling about how they were handling the situa-
tion.	The	characters	were	locked	up	in	the	exhibition	space	for	two	weeks,	so	
I thought that would be a good analogy for quarantine. I want my characters 
to	be	up-to-date	and	to	speak	current	events,	be	it	social	media,	self-help	or	
corona. In my work, I strive to be straightforward, critical and, most impor-
tantly,	funny.	The	characters	of	my	comics	cannot	be	said	to	be	too	pleasant	
–	they	all	have	their	own	problems,	but	they	are	interesting	and	identifiable	
for sure.

As a writer I try to keep my eyes and ears open all times, and the stories 
come to me. It’s advisable to carry a notebook. A good way to get mate-
rial and test it out for an immediate response is by having conversations 
with people. Don’t forget to consume all kinds of art and entertainment, 
thoughts, curiosities, walks in nature and so on.



196 197The	jokes	about	being	a	social	media	influencer	tells	about	the	Cat’s	obnox-
iously	self-centered	and	shallow	character.	I	happened	to	see	a	short	Vice	
documentary	on	Instagram	about	“Content	Houses”,	which	are	luxurious	
mansions	where	young	Tik-Tokers	are	paid	to	live	and	make	their	lavishly	
produced	“content”	(that	have	no	content)	for	the	masses.

The	Cat	believes	in	conspiracy	theories,	but	the	lizard	men	tapping	the	
windows in the monologue were actual people on the street who wanted my 
attention	night	after	night	as	I	was	working	late	on	my	sculptures.	I	wrote	
the	stories	many	times	over,	and	the	final	versions	saw	the	light	of	day	only	
as I was lettering them on the cardboard.

What are you going to do next with comics?

Next	I	would	for	sure	like	to	find	time	to	make	a	more	traditional	2D-ver-
sion of Whatever. I have been planning an album of short stories, but the 
stories	would	be	longer	and	darker	(yet	humorous)	than	the	ones	seen	in	the	
exhibition.	The	spatial	comics	are	either	strips	or	one-panel	comics,	and	the	
on-going	animation	project	consists	of	short	sit-com	episodes,	which	need	
a	punchline	one	after	the	other.

With	a	slower	pace	I	could	tell	different	kinds	of	narratives.	I’m	going	to	
collect the short stories into an album that would be a part of somehow con-
tinuous graphic novel. I would like to carry on with my experimental line of 
work: I have already some ideas about testing some interesting storytelling 
devices also on paper.

Second of all, we are planning a comics anthology project with my fellow 
(comics)	artist	friends	Shambhavi	Singh	and	Punit	Hiremath.	The	theme	
of the book is loneliness. It’s a very contemporary subject, and especially in 
the era of social media we can feel lonelier than ever. We want to bring up 
how	loneliness	is	manifested	within	different	demographies,	think	about	
the representation of characters in the stories and encourage people to form 
new	kinds	of	relationships	with	one	another	to	prevent	loneliness.	The	book	
will	consist	of	different	styles,	techniques	and	ideas.	I	can’t	wait	to	get	our	
hands dirty with the project!

What is your own favourite comics?

It’s	a	tough	pick,	but	the	first	prize	goes	to	Brecht	Evens.	Any	work	from	
him, really, because I love his style. I think it’s a tie between his Making of 
and Panther books.

My second favourite must be Chris Ware’s Building Stories, with its amaz-
ing	storytelling.	Thirdly	I	would	like	to	mention	Neil	Gaiman,	because	he	
was	very	influential	for	me	as	a	teenager,	even	though	I	have	been	a	fan	of	
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Figure	245.	Exhibition	poster.	
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