[bookmark: _GoBack]The interplay between image and narrative is one of the central associations the popular consciousness makes when thinking of the word “Illustration”. Given the diversity of creatives and staggering historical context, there is a substantial language of symbolism that artists, writers and other creatives have - and continue to - draw upon within their work. This dialogue creates both connotations and expectations with an audience – which is prime ground for analysis and consequently, subversion. To do so, however, one must first have understanding and context for all three – Narrative, Symbolism and Subversion – to make the best use of them within their own practice. The relationship between these concepts is captivating; evoking an academic curiosity as to their impact on the world, whether they can be utilised accidentally, or if they are things that must always be intentionally employed.  
The word “narrative” has many connotations across our society; indeed, our very history itself could be considered constructed around narratives (Ricœur, 1984). Humanity is continuously building and developing narratives, as we have seen through history our propensity to create and share and record – even going so far back to ancient cave paintings. While the very word narrative has connotations sociologically, culturally and even historically, the area of particular interest and focus will be on contemporary narrative, and how that is displayed through different media – specifically, written and visual narratives; how they are composed, their specific strengths and weaknesses in different formats, and how these might complement or even detract from one another.
Initially, an important delineation to make when analysing the subject is to differentiate between “narrative” and “story”. The two are, inarguably, connected to one another; this does not make them one the same (Cobley, 2001). The same story can be moulded to fit the structure of the narrative is put in; to illustrate this point, Cobley refers to a serialised rendition of Oliver Twist, in comparison to its original Dickensian format. This observation offers an interesting insight; narrative operates almost as an “framework” for which a story is told – and, by extension, that the format in which the narrative is displayed can, and indeed will, affect how the story is told and received. 
The significance of the narrator must also be addressed in this context. Once again, there is significant difference between “author” and “narrator”. Chatman (1980) highlights this; stating that all narratives to one degree or another are mediated through the voice of the narrator, a separate and distinct entity from the author of the story . An author will know exactly how their story will play out – they are, after all the one who has written it. The narrator, by contrast, recounts the story – acting as the intermediary between author and audience.
Visual narratives – whether drawn, rendered, or otherwise – all share similar benefits to one another. Participants being able to quite literally see the story in front of them allows for greater understanding of spatial relationships between characters (Styles and Bearne, 2003), and indeed authors can particularly use this to their advantage in highlighting the subjectivity of a story - visual narratives can omit details in a much subtler, easier way than an author might be able to in a written piece.
The difficulty that a visual narrative would face – bereft of any mediation by text– is its capacity to adequately narrate the story without being overwhelming to a viewer. In “Voices Off”(Styles, Bearne and Watson, 1996), Anne Rowe posits that in the absence of words, a reader is placed “in the position of being universal narrator without the authority of knowing the future or necessarily knowing what is significant”. The challenge therefore arises from another standpoint; how does one adequately narrate the story, should they have no words to do it with?
Written narratives, by contrast, have little difficulty in establishing a narrative presence. Indeed, the use of language allows for a greater amount of insight into characters’ thoughts and motivations, which could not be aptly displayed in a pictorial format. To summarise this point; 
pictures cannot convey abstract adjectives used in a verbal characterisation, such as good or bad, lazy or diligent, stupid or clever. We can make inferences, on the basis of the characters actions, about their inequalities, but we not allowed even though narrator’s verbal statements or other characters judgements to have our perception confirmed.
(Styles and Bearne, 2003)
The element of note here is the following: it is no exaggeration to say that both visual and verbal narratives have strengths and weaknesses, most of which are not experienced in other formats. The question then arises; what would the synthesis of these two mediums be?
In contemporary society, it is no exaggeration to state that we live in a world that is dominated by the visual - advertisements, in particular, are near omnipresent. And yet, there is argument to suggest that our world is structured centrally around the literary, not visual; the term “visual literacy” alone attests to this idea (Philpott, as quoted by Styles, Bearne and Watson, 1996) that we interpret the visual through a verbal process. 
Nevertheless, in spite of this apparent contemporary dominance of the verbal, the process does in fact start far earlier than we might anticipate.” Visual messages crowd upon us, and we are all blind to most of them… only [the] visual messages which find response in our brain are those which we judge in some way or other to be useful or important to us. When that happens, the visual sign or symbol communicates a meaning”  (Wittkower, 1987). This suggests an intrinsic, automatic process every person goes through in day to day life – the subconscious interpreting and valuing of hundreds of visual symbols at any given time and determining their “value”. 
The nature civilization is built upon shared concepts and understandings; language, etiquette or laws being examples of this. From this same basis comes our understanding of symbols and signs, and indeed how this can lead to the creation of said. The distinction, whilst mired in the bog of semantics, is thus; “symbols cannot be created arbitrarily; they are not products of an individuals’ imagination; symbols are the products of life and collective consciousness.” (Ostashchuk, 2017). By extrapolation, a sign can be something created arbitrarily; and indeed, at the behest of an individual’s imagination.    
Perhaps a simpler way to explain the difference between signs and symbols is thusly; a sign is used to display information in a visual format; an arrow pointing forward, a red light to indicate “stop”, a biohazard icon – each of these act to “describe” something to its audience. By contrast, symbols transcend these applications; defying the reductive traits of signs, they act as the gateway to associations we have (Garcia, Garcia and Ivis, 2018) - a cross being a near-reflex association with Christianity, for example. In both cases, it is also important to highlight one crucial detail; these artefacts are inescapably linked to the cultures that birthed them. Removed from this cultural context, the items lose their connotations, and by extension, their meaning. 
An interesting offshoot of symbolism, beginning in the Romantic period, is the distinction between what makes something a symbol, instead of an allegory. The two share some aspects; particularly, they both allude to something other than themselves. The contrast arises in their usage; allegory is primarily a narrative driven device, usually with authorial intent in mind at creation (Cohn, 1974). This often leads allegory being employed in stories with political or moral implications, instead of the inherent interpretive open ended and often mystical nature of symbolism, that offers more room for discussion and debate. 
Symbolism, therefore, is something intrinsically linked to the history or culture in which it is found. As humanity adapts and changes the world around them, so too do the symbols which we derive meaning from grow and develop alongside us. Nowhere is this more evident than the modern day as we progress through the post-modern reality we find ourselves in; we are now capable of sharing staggering amounts of information, faster than ever before, thanks to the advent of the internet and associated digital media. By extension, this lends itself a greater, more concise understanding of the culture we live in and the symbols different communities utilise in everyday life. 
An expanded understanding about the narratives and symbols that are present in the world, in part a result of technology and globalisation, has led to a new state of critical study. In doing so, the established conventions of both have, themselves, come under scrutiny – indeed, “Post-Modernism itself, is a grand narrative, announcing the death of another grand narrative in its rear view mirror” (Cobley, 2001). Ironically, however, Post Modernism itself actively defies conventional definitions and criteria typically used to categorise movements like itself – “confusion, elusiveness and divergency surround a definition of Post Modernism” (Pantaleo, 2014). This new mentality has far reaching connotations beyond the art world alone; branching into all aspects of politics, community and economics. In artistic terms, it is characterised by its level of self-reflexivity, and parody in particular, using what has been established to the creators’ benefit.
The self-awareness of the Post-Modern society is shown in the use of subversion. Having an audience expect something particular – even formulaic – allows a creator to defy or subvert these expectations to their own advantage (Herman, 2012). This concept of subverting an audience’s perceived notions is fascinating; the capacity to observe and utilise these established, well defined techniques – by exaggeration, reinterpretation or parody to name a few - is a hallmark of the times that we live in. 
This cognisance extends beyond the use of subversion alone – it is extended to the examine the subjectivity in society. While reinterpretation, or altering of elements of a document (for example, shaping a body of text into a pictorial format) is not, in itself, a new phenomenon (Styles and Bearne, 2003), it is much more prevalent in our postmodern society as we explore the relations between concepts; even between audience and author. 
This shift in cultural standards goes beyond just art itself, however, and into our culture as a whole. It has, in effect, caused a dramatic shift in the public perception of culture; and this accessibility to media – both viewing and creating – has caused an “erosion of the dividing line between high and popular culture”(Huyssen, 1986) in the latter half of the 20th century. Even the ways in which we engage with media is developing to keep up with this prodigious level of growth – creatives are finding ways of incorporating both word and image and have the incredible capability to redefine what is expected and accepted in the world (Kress and Van Leeuwen, 2001). We are on the cusp of developing new and innovative techniques of communication in the world, with the capacity to tell more interactive, dynamic stories. 
Not all elements of the Post-Modern world are as optimistic as presented thus far. Post Modernity suffers from a “crisis of representation, as there is a blurring of the real and simulated worlds”, and “being lost is part of the Post Modern urban condition” (Mallan, 2012). Post Modernism seems characterised by contradictions in and of itself; a mentality of constant reimagining and the struggle of self-identity exists alongside the heightened capacity of study of tendencies and behaviours of culture at large – all this without delving into the depths of the socioeconomic impact of Post Modernity. 
There is no exaggeration in stating that the focal points of this essay – Narrative, Symbolism and Subversion – are fundamentally linked to one another, and the larger world. These words have far reaching associations branching into realms beyond art itself; the initial intent of this essay. Exactly like Narratives and Symbols, art itself cannot be divorced from the world that surrounds it; these terms are broad, unifying elements that conceal the immense depths of their subject matter from an outside view. Narrative extends far beyond merely “stories” – though, one could argue that stories themselves have far reaching implications, even in the discrepancy between fiction and non-fiction. Narrative delves into the nature of society itself; as, “wherever there are humans, there appear to be stories” (Cobley, 2001). Similarly, symbolism owes much of itself to the definition offered to them by narratives; as without the context required to contextualise them they, too, become meaningless (Wittkower, 1987). 
Subversion, in contrast, has less cultural relevance as a word in and of itself – though it is worth stating that it, too, requires the structure of narrative to give its defiance more solid definition. Culture is constructed around the shared narratives we have; symbolism is a part of this. While it has been present in the world at large before now, the advent of Post Modernity has offered it far more relevance in the contemporary world. As technology advances, as people become more connected and aware than ever before, subversion serves the purpose of highlighting the injustices and hypocrisies in the world; while also serving as a unifying element for a world that feels increasingly isolated, bereft of identity or direction as we are swept away in a world that feels as though it is indifferent to the individual. This reshaping of the world through technology is something of particular interest, some even going so far as suggesting we are due “a revolution whose impact will be as seismic as the print revolution” (Styles and Bearne, 2003). 
The intent of this essay was to explore areas of interest; to better contextualise understanding of the world and the areas of specific curiosity. At the culmination of this practice, there are questions that deserve further examination; What does the future hold for the world of Illustration? How does Post Modernity, and the advent of new and ever improving technology specifically, change the playing field we now find ourselves in? 
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