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IDENTIFY:  
SELF-AFFIRMATION  
TOOLKIT FOR YOUTH
How can graphic design reshape identity and empower youth to 
envision new concepts of self? 

DE LA CRUZ

ABSTRACT Since the introduction of the 
printing press, graphic design has been con-
ceived as a commodity that serves the vision 
of those paying for it. History has shown that 
designers lend their talent to corporate and 
commercial settings where their skills are 
utilized to make the packaging and advertis-
ing that currently crowds the landfills. This 
significant direction that design has taken 
is a result of the client’s ability to pay for 
these services. In the past 60 years, a second 
avenue for design has emerged with force 
and momentum that aims to create function-
al solutions for the world’s pressing issues 
that come from poverty, education, inequality, 
marginalization, and discrimination to name a 
few. This shift in audience allows the designer 
to tackle problems that remain unsolved at 
the feet of the underserved, who up until this 
point could not attain design services.1

In Graphic Design: A New History, Stephen 
J. Eskilson narrates the history of graphic 
design with the start of the Industrial Revo-
lution. In 18th century Europe, the economy 
shifted from a rural agricultural foundation 
to the mass production of goods in large 
factory settings. This shift in economy, 
led people to migrate into large cities and 
created the “rise of mass culture” this shift, 
was coined the Industrial Revolution.2 The 
Industrial Revolution introduced the railroad, 
steam engine, coal, iron, steel, and the 
steam-engine-driven press. Eskilson states 
that the steam-engine-press, along with 
the 15th century invention of moveable 
type, changed the course of graphic design 
history.

The increase in labor to build train tracks, 
buildings, and mine coal and steel led to 



7

De La Cruz 
Social

“Design has become the most powerful  
tool with which man shapes his tools and  
environment [and by extension, society  
and himself].”

—Victor Papanek

Notes
1. Veiga and Almendra, “Social Design Principles and Practices.”
2. Eskilson, Graphic Design: A New History, 29.
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Notes
3. Eskilson, Graphic Design: A New History, 29.
4. Veiga and Almendra, “Social Design Principles  
and Practices”.
5. Press and Cooper, The Design Experience.

harmful environments and exploitation of 
the lower-class. The lower-class were the 
labor force behind the urban development 
and worked in inhumane conditions riddled 
with disease, death, and injuries. Eskilson 
states that these conditions were well 
known to government and non-government 
officials who advocated for social change. 
In 1848, German philosophers, Karl Marx 
and Friedrich Engels presented their well-
known, Manifesto of the Communist Party, 
that critiqued the exploitation of industrial 
capitalism, and promoted a more just 
system known as Communism. The man-
ifesto empowered the urban lower-class 
and aimed to shift the the power from the 
ruling class to the working class.3 Artists 
and designers alike began to create work 
that could help inspire, inform and push the 
people towards a social revolution. Graphic 
design began taking a secondary role in 
promoting these ideologies and became a 
weapon for social change. 

The work of Marx continued to inspire 
individuals as the world became increas-
ingly aware of the oppression faced by 
lower-class citizens. The social activist 
movements of the 1960’s influenced de-
signers to take notice of their direct impact 
to humanity and the planet.4 This caused 
designers to seek methods that would 
better engage them in their social context 
and make their work more “meaningful, 
relevant, useful and committed to society.”5  
The belief that design was capable of more 
than to only satisfy marketing needs drove 
designers to attempt and answer problems 
with culture, economical, ecological, and 

political contexts that sprouted a new 
sector in design.6

In the 1970s, Victor Papanek said, “design 
has become the most powerful tool with 
which man shapes his tools and envi-
ronment [and by extension, society and 
himself].”

 Victor Papanek was a pioneer of Social De-
sign. Papanek’s book, Design for the Real 
World: Human Ecology and Social Change 
(1971) first introduced Papanek’s analysis 
of contemporary design where he advocat-
ed for socially responsible design. In the 
book, he noted how work being produced 
by designers was ignoring social and moral 
duties and wasting natural resources. Pap-
anek’s call to action encouraged designers 
to develop programs that attempted to aid 
developing nations, and the disabled, poor, 
and aged. Although designers began to 
reassess their audience, and Social Design 
gained momentum, there was still no 
underlying structure or method to working 
with the newly defined audience. 7

In the article, “Is Humanitarian Design the 
New Imperialism,” Bruce Nussbaum brings 
up the case study of the first rendition of 
the One Lap Top Per Child, (OLPC) that 
was a collaboration between MIT Media 
Lab, Pentagram, Continuum, and fuse 
project. This was an enthusiastic project 
that aimed to provide millions of affordable 
computers to villages in developing nations 
in order to help youth educate themselves 
through access to the internet. Many of 
the large cities that OLPC was aimed for, 

6.. Papanek, Design for the Real World.
7.. Margolin and Margolin, “A “Social Model” of Design.”  
Massachusetts Institute of Technology (2002): 24
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Notes
8. Brown and Wyatt, “Design Thinking for Social Innovation.”
Standford Social Innovation Review (2010): 31-34
9. Brown and Wyatt, “Design Thinking for Social Innovation.”
Standford Social Innovation Review (2010): 31-34

including China and India were non-accept-
ing of the technology. The Indian establish-
ment believed that the humanitarian tech-
nology was unfitting for their system and 
eliminated the individuals responsible for 
education, such as policy makers, teachers, 
curriculum builders and parents. 

According to Tim Brown who wrote, Design 
Thinking for Social Innovation, various failed 
experiments at the start of Social Design 
led to the development of methods and 
tools to help the designer prevent the same 
oversights from reoccurring. Past projects 
failed because they were not designed to 
solicit the user’s feedback and failed to take 
into account the user’s and community’s 
culture. Even if designers are in the field 
conducting research, it is not uncommon 
to have a preconceived idea for the solution 
to the problem.8 As more and more design-
er embark in Social Design, it is important 
to learn from past mistakes and continue 
to improve the field.

In the article, Design Thinking for Social 
Innovation, Tim Brown and Jocelyn Wyatt 
state that “[s]ocial challenges require 
systemic solutions that are grounded in the 
client’s or customer’s needs.”9 This focus 
on customer insight and reaching solu-
tions that diminish the assumptions that 
hinder effective solutions is where Design 
Thinking takes place. In 2008, IDEO, the 
creators of Design Thinking were asked to 
systematize the process of Design Think-
ing to be easily attainable and digestible 
to local grass-roots organizations. This 

process resulted in the Human Centered 
Design toolkit that allows users to tackle 
the Design Thinking method and apply it to 
their own project.10 This toolkit was made 
available for free download. Toolkits have 
been designed that aim to give the designer 
participating in Social Design a framework 
to follow that keeps the audience’s needs 
as the main focus.

Designers are asked to partake in signifi-
cant roles and challenges that put them in 
the forefront of complex social problems 
which may initially seem unfathomable. 
Their training in creative processes, includ-
ing mind mapping and prototyping, allow 
their skill sets to be applied to problems on 
a larger scale.11 Through collective avenues 
of creativity and generative design thinking, 
design can help solve social problems.12 
Generative design gives everyday peo-
ple the power to generate, support, and 
envision  different possibilities to a current 
situation.13

The education of underserved youth is a 
place in which social design can have a sig-
nificant impact. In Denver Public Schools, 
there is a correlation between the lowest 
ranked schools and their low-income and 
minority enrollment. In 2014, according 
to www.coloradoschoolgrades.com, West 
High School was the lowest ranked Denver 
Public School and had 94% low-income 
students and 91% Latino/Hispanic stu-
dents. Escuela Tlatelolco had 91% low-in-
come students and 97% Latino/Hispanic 
students, and Manual High School had 73% 

10. Brown and Wyatt, “Design Thinking for Social Innovation.”
Standford Social Innovation Review (2010): 31-34
11. Sanders and Stapers, Convivial Toolbox, 22. 
12. Sanders and Stapers, Convivial Toolbox, 22.
13. Sanders and Stapers, Convivial Toolbox, 22.
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Figures
1. Youth engaging with packet 
2. Some of the exercises created for the toolkit 
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Notes
14. Dusek, “The Maturing of Self-Esteem.” Journal of Early 
Adolescence (2000): 236.
15. Petersen,” A Self-Image Questionnaire for Young Adolescents.” 
Journal of Youth and Adolescence (1984): 94.

low-income and 33% African American and 
60% Latino/Hispanic students. High-self 
esteem is linked to academic achieve-
ment while low self-esteem is related to 
delinquency, depression, peer rejection, 
and lower academic achievement.14 It is 
necessary for youth to reflect on their self 
identity in order to begin exploring themes 
of self concept and empowerment.

With Identfiy: Self-Affirmation Toolkit, my 
goal was to empower young adults to 
embrace the traits that make them who 
they are. These traits will emerge through 
various activities that lead to the discovery 
of their strengths, and are in-tune with the 
process of branding through design. These 
strengths are summed up with descriptive 
adjectives that are used to determine the 
aesthetic of youth personal identity in the 
form of a word mark, pictorial mark, or em-
blem. The youth are guided through a se-
ries of steps where they conduct research 
on where they stand in society and what 
they want to portray with their brandmark. 
The last step was the creation of a ‘zine 
that tells the personal narrative of each 
youth. Through the exploration of brand-
ing, youth explore concepts of self that 
promote positive aspects of their character 
and they are guided through the process of 
creating a brand. The branding process can 
be correlated to how an individual presents 
themselves to society.

The toolkit attempts to strengthen youth’s 
“self-concept” or the “ideas and experiences 
an individual feels about themselves in 

all points of their life.”15  Which can in-turn 
raise youth self-esteem and give them 
confidence to continue overcoming the 
daily hurdles they face. This project was 
conducted at the Boys & Girls Club in Metro 
Denver, with teens, ages 14-19 years old in 
Spring of 2015. The mission of the Boys 
and Girls Club is to “[i]nspire and enable all 
young people especially those who need 
us most, to reach their full potential as 
productive, caring, responsible citizens.” 16 
The clubs run under an “open door policy” 
where youth participate on a voluntary 
basis, whenever they feel like “dropping 
in.”17  Youth tend to go to the Boys and Girls 
Club after school where they can engage in 
various activities or simply “hang out.”

Project Components
The identity empowerment Booklet which 
attempts to instill hope and strength by 
asking the youth which strong historical 
figure they most identify with. The booklet 
provides an array of strong role models in 
a visually interesting manner that outlines 
their strengths, personality traits, and a 
short bio on their life. I believe the explora-
tion of strong role models throughout his-
tory and the project requirement to connect 
with one of them will build up youth sense 
of self. The historical figures are of various 
ethnic backgrounds and are figures that 
are not emphasized in American school 
systems.

The Self Discovery booklet has various 
exercises that allow youth to think about 
themselves and the traits that make them 

16. “Boys & Girls Club”  
17. Anderson-Butcher, “Participation in Boys & Girls Club” 
Children and Youth Services Review (2010)
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3. Mural down the street from Boys & Girls Club
4.Boys & Girls Club, William E. Cope Branch, 8th and Inca

5.Close-up of exercise for packet
6. Laura faciliating GIMP tutorial
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who they are. The result of this booklet 
gives the youth a set of key words that are 
unique to them. These descriptive words 
are then used to give them an aesthetic 
direction to pursue for their brandmark. 
These exercises will take the form of work-
sheets and are hands-on activities. Youth 
are asked to create mood boards, compare 
their personality to the personality traits of 
animal, and then elaborate on their goals, 
hobbies, and social interests.

The Digital Interactive Booklet uses the 
answers from the Self Discovery Booklet 
and pairs them with simple GIMP tutorials 
that allow the youth to begin working and 
combing imagery that is associated with 
their key descriptive words. In this booklet, 
the youth also explores typefaces that 
match their personalities and results in 
a rough sketch of their final brandmark. 
GIMP is a free downloadable image manip-
ulation program that has a similar capacity 
to Adobe Illustrator and Photoshop. The 
youth have shown great interest in learning 
the program and are quick to catch on. 
The last component of the kit is entitled, 
Declaration to the World and takes all of 

the components from the previous book-
lets and compiles them into a ‘zine. The 
last page presents the youth identity and 
the previous pages leading to the brand 
mark acts as a process journal to show the 
viewer the route the youth took to arrive at 
their final solution.

Conclusion
Design is a product, service, or system 
that can benefit the world in a plethora 
ways. Poverty, high school drop-out rates, 
incarceration, violence, and obesity are all 
subjects that designers can help inform 
and alleviate. When looking at society as 
a whole, the biggest problems are not 
centered around the 10% of the popula-
tion that is able to pay for design. Rather, 
these misfortunes plague the lives of the 
underserved and provide impetuous for 
designers to work outside the boundaries 
of their respective disciplines. My vision for 
the kit is that it will be distributed through-
out facilities, such as Boys & Girls Club, to 
empower the self-concept of youth, teach 
graphic design, and introduce youth to new 
computer software.

“...misfortunes plague the lives of the under-
served and provide impetuous for designers 
to work outside the boundaries of their  
respective disciplines.”
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SEA CREATURE  
SURVIVAL SKILLS
How can paper pop-ups be used to create a fun and engaging 
learning experience for kinesthetic learners? 

ABSTRACT When learning becomes fun  
it allows for the engagement of the  
viewer. The ability to interact and make 
connections becomes much more effective 
when learning something new. My goal for 
this project is to entertain, stimulate, and 
educate the audience through the method of 
kinesthetic, or hands-on learning. I intend to 
use paper pop-ups as my method of  
production, as a way to experience the ocean 
and the unique sea creatures that live there. 
This project will be created with play in 
mind, through its many lifting flaps, moving 
discs, and pull-tabs created to reveal hidden 
surprises. 

While there are many ways to engage an 
audience, when it comes to hands on learn-
ing, pop-up books are a unique tool that 
allow people to document, explore,  
and experience places and things that 
someone might not typically see in their 
everyday lives. For this project I have 
decided to explore this overall concept of 
using pop-ups as a way to encourage activ-
ity-based learning. The idea of “play”—being 
able to see and touch each element of the 
project—will allow the viewer to escape 
the confines of ordinary two-dimensional 
experiences.

Since the creation of the printed page,  
there has often been the desire to bring 
books a step further. Such as using flaps  
to provide the reader more information 

WOLFSON
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Learning

The idea of “play”—being able to see and 
touch each element of the project—will allow 
the viewer to escape the confines of ordinary 
two-dimensional experiences.

Figure 
A puffer fish from the visual portion of my project.
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Figure
A deep-sea angler fish from the visual portion of my project.

The concept of hands-on or  
kinesthetic learning is one that involves 
learning by actually  
doing something, rather than  
listening to a lecture. 
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within the same page. “For nearly 800 
years artists and book designers have 
experimented with many ways that the 
two-dimensional book can be changed into 
three-dimensional experiences.”1 This came 
in the form of pop-up books, which are any 
sort of book that contains three-dimension-
al paper pictures or any interactive element 
such as flaps or pull-tabs made from paper. 

Today pop-up books are often associated 
with children; however, that was not always 
the case. In the early days of pop-up 
books, during the 1300s, they were used to 
demonstrate visually complex systems, re-
lating to medicine, mathematics, and tech-
nology. They allowed for the conveyance of 
further information, where the reader could 
lift up a flap and relate the information writ-
ten to an illustration. While it isn’t known 
who created the first book of this type, “one 
of the earliest examples was produced in 
the 13th century by Catalan mystic and 
poet Ramon Llull of Majorca who used a 
revolving disc or volvelle to illustrate his 
theories.”2 These early pop-up books were 
used as a teaching aid, conveying scholarly 
information. Another early example is in 
René Descartes’ De homine [On Man] from 
1662. On an image of the heart and lungs 
shown within the book, there are two flaps 
that allow the viewer to see the inside ven-
tricles for further examination.3 This shows 
how even early on, authors were interested 
in different techniques that allowed them 
to present information in unique ways that 
engaged the reader. It wasn’t until the late 
18th century, when book printing became 
more accessible that pop-up books were 

then created for children’s entertainment. 
Pop-up books allow the reader to learn by 
making the viewing experience interactive, 
as well as by making the material more 
memorable. The importance of gaining 
children’s engagement with what they were 
reading began in the late 18th century. 
As books became more widely available 
with the Industrial Revolution, parents 
began purchasing books that were geared 
towards children’s education. “Publishers 
developed books specifically geared to 
teach religion and manners, picture books 
that could be read aloud to children, illus-
trated arithmetic and ABC primers, as well 
as stories for pure entertainment.”4

These books had similarities with the 
books created by Descartes’ and Llull, they 
allowed for interaction within the overall 
narrative. Through the use of flaps, pull 
tabs, and even objects that come out of the 
page, the reader becomes directly involved 
within the flow of the story by making each 
of the parts work. This experience created 
by the pop-up book is what makes them 
effective as a learning tool. 

The concept of hands-on or kinesthetic 
learning is one that involves learning by 
actually doing something, rather than 
listening to a lecture. Pop-up books imitate 
this type of learning through their use of 
movable parts that bring the reader further 
into what they are reading, almost as if they 
were a participant. “Hands-on activities 
rekindle a love of learning and connect 
abstract concepts to the real world.”5 The 
engagement of the reader becomes one of 

Notes
1. Van Dyk, Stephen. Paper Engineering: Fold, Pull, Pop & Turn. 

Washington, D.C. : Smithsonian Institution Libraries, 2010.  
2. Montanaro, Ann. “Concise History of Pop-up and Movable 

Books.”The Pop-Up World of Ann Montanaro.  
 

3. Potten, Ed. “Anatomy in Action.” Univ. of Cambridge. 2009
4. Van Dyk, Stephen. Paper Engineering: Fold, Pull, Pop & Turn. 

Washington, D.C. : Smithsonian Institution Libraries, 2010.  
5. “Bridging the Engagement Gap with Hands-On Teaching.” 

Resource Area For Teaching. 2013.
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the more necessary aspects of the pop-up 
books success as a teaching tool.

The present day success of pop-up books 
is largely attributed to Waldo Hunt. Until 
his death in 2009, Hunt “was almost sin-
gle-handedly responsible for the postwar 
revival of the pop-up book in the United 
States. For decades the country’s lead-
ing producer of the books, he is widely 
credited with having taken a long dormant, 
long marginalized and long unprofitable 
publishing genre and making it a thriving, 
ubiquitous industry.”6 

Pop-up books allow us to document, 
explore, and experience places and things 
that one might not typically see in their 
everyday lives. For example, books that 
discuss topics ranging from Dinosaurs 
(Creatures of long ago: Dinosaurs, 1988), to 
landmarks in other countries (Thames Tun-
nel, 1843), the possibilities are endless. 
With the unique ability to present infor-
mation, pop-up books allow the readers 
to engage with the information they are 
experiencing. This interaction merges well 
with the concept of kinesthetic learning, 
or learning by experiencing, moving, and 
doing. Through pop-ups use of flaps 
and movable parts, a book becomes an 
experience that hands-on learning calls for. 
While pop-ups are particularly useful for 
kinesthetic learning, there are in fact three 
different types of learning. These three 
learning styles include visual, auditory, and 
kinesthetic. 

“Visual learners tend to think in pictures 

and learn best from visual displays. Audi-
tory learners learn best through lectures, 
discussions, and brainstorming. They inter-
pret the underlying meaning of speech by 
listening to voice tone, pitch, and speed and 
other speech nuances. Kinesthetic learners 
learn best through a hands-on approach 
and actively exploring the physical world 
around them.”8

While each of the three styles of learn-
ing has their differences, it is where they 
overlap that each style has the ability to 
become more effective. Realistically, these 
learning styles are often used all at once; it 
is up to each individual to decide which one 
is best for them. Learning becomes about 
overall perceptions of the world around us. 
“Perceptual learning has to do with the five 
senses and the way in which people extract 
information from their surroundings.”9 In 
regards to my thesis project, pop-up be-
comes the tool that allow this perception.
Pop-ups bring an environment to the reader 
in a way that is similar to digital simulation. 
“Software visualizations, images, audio, 
and haptics bring abstractions to life. For 
instance, when scientific, mathematical, 
and engineering concepts require learn-
ers to build abstract mental models that 
involve invisible factors.”10 By creating a 
general idea of the environment or concept, 
understanding is improved when there 
is something palpable to compare it to. 
By bridging the gap between an abstract 
world created entirely through imagination 
while reading, and the concrete world of 
real objects, this allows the viewer to enter 
into an entirely new environment without 

Notes
6.  Fox, Margalit. “Waldo Hunt, King of the Pop-Up Book, Dies at 

88.” New York Times, November 26, 2009.
7.  Carter, David A. “Author Biography.” David A. Carter Pop-Up.
8.  Knowles, Malcom S. “Principles of Adult Learning & Instruc-

tional Systems Design.” National Highway Institute.

9.  Witte, Dr. James, and Anna Weinstein. “Are Learning Styles a 
Myth?”Institute for Learning Styles Research, 2006.

10.  Lombardi, Marilyn M. “Authentic Learning for the 21st 
Century: An Overview.” Educause Learning Initiative Paper. 
2007
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needing to actually visit that location. For 
example, in Vic Duppa-Whyte’s The Space 
Shuttle Action Book the reader visualizes 
the structure and detailed parts of each 
spacecraft in much greater detail than the 
average person would typically be able to.

While considering particular learning styles 
and overall depiction of an environment, 
another factor comes into play when 
seeking overall engagement with the 
audience: “learning is directly proportional 
to the amount of fun you are having.”11 The 
concept of having fun while learning can be 
difficult to implement when in a classroom 
where certain goals need to be met. There 
are some cases where play can hinder the 
reader’s ability to learn. When given too 
many things to interact with, the reader 
becomes “more focused on the object 
they’re manipulating and less concerned 
with what it’s supposed to represent.”12 

However, when someone is seeking out 
something for its entertainment value, only 
to gain knowledge from it after the fact 
can also become important as a way to 
combat this. For example, when going to 
a museum exhibit meant for children, this 
combination of playfulness and education 
often go hand in hand. Parents bring their 
children to these exhibits because they are 
aware of the educational aspects, where 
children also see a range of engaging 
activities. A level of balance between the 
learning materials and the freedom in the 
amount of play become important.

It is because of this comparison with 
museum exhibitions that I have created a 

learning experience on the subject of ma-
rine science, the study of the ocean and its 
life forms. The themes of fun and play can 
be important when teaching science. It “is 
about using imaginative experimentation to 
spark learning, and to counter the idea that 
science is a set of known facts that stu-
dents should sit back quietly and receive 
from on high.”13 When one considers ma-
rine life, there can be a sense of mystery. 
The oceans contain 99% of the living space 
on the planet. Less than 10% of that space 
has been explored by humans.14 As an 
environment that is not easily accessed, it 
becomes particularly important for it to be 
represented visually in order to understand 
it. Other than their ability to breathe under-
water, marine life and their ability to live in 
extreme locations allow for adaptations in 
the form of defense mechanisms. Due to 
these differences, the habits and adapta-
tions of these animals become all the more 
interesting for humans to observe. We are 
often curious about those that are different 
from us. It is through this starting point of 
curiosity that both learning and fun through 
exploration can come to fruition. 

While brainstorming ideas for this thesis 
project I knew I wanted to create some-
thing different from a traditional book, or 
anything else that I have made during my 
time as a design student. In contrast to the 
learning experience I hope to give to others, 
I knew that this would become a learning 
experience for myself as well. The process 
of designing and physically making this 
project is part of that learning experience, 
and in turn becomes a manifestation of the 

Notes
11.  Edmunds, C., K. Lowe, M. Murray, and A. Seymour. “The 

Ultimate Educator.” 1999.
12.  Jacobs, Tom. “Children’s Pop-Up Books Flop as Learning 

Tool.” Pacific Standard. August 6, 2010.

13.  Westervelt, Brian. “To Make Science Real, Kids Want 
More Fun.” NPR. December 17, 2013.

14.  “Little Known Facts About The Ocean - MarineBio.org”. 
MarineBio Conservation Society. Web. 



36

Figure
Clown-fish with an anemone pop up from the visual portion  
of my project.
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types of learning that I discuss previously. 
The action of creating this project is equally 
important to the experience I hope to com-
municate to my audience. It encourages 
the involvement of fully creating a project 
in order to know something really well. 
In this day and age there is often a pref-
erence towards digitally created projects. 
However, this project in particular embrac-
es a more tactile approach through its use 
of paper. The intention behind this project 
revolves around the idea that at this point 
in time we are used to technology in our 
daily lives. Most often, we expect projects 
to be created digitally. By bringing the 
audience back from the use of a screen 
and into the use of more tangible materials 
such as paper, makes it more interesting. 
It creates a bit more of a surprise for the 
audience, or possibly a bit of wistfulness, 
similarly to those who prefer the act of 
reading actual books rather than an eBook. 

There is also something to be said about 
handcrafted projects as well. While my 
own project has been handmade by 

myself, even mass produced pop-up books 
are assembled by hand. Throughout the 
creation of my project, I became somewhat 
of a one-woman assembly line in order to 
get everything finished. One of my main 
challenges was timing, as a team of people 
rather than just myself could have easily 
created this project. Regardless, there is 
a sense of pride in knowing that I have 
planned, designed, and lastly constructed 
the entire project myself. 

In conclusion, pop-ups provide an inter-
esting and unique tool for kinesthetic 
learning. The ability to explore and interact 
with what is on the page allows the reader 
to gain a much better understanding of a 
subject, whether it is life in the ocean or 
any other topic of interest. The ability to 
see and touch each element of the project 
allows the viewer to escape the confines 
of ordinary two-dimensional experiences. 
By having fun and enjoying oneself, the 
experience truly becomes valuable for both 
the reader and the creator.  

Most often, we expect projects to be created 
digitally. By bringing the audience back from 
the use of a screen and into the use of more 
tangible materials such as paper, makes it 
more interesting. 

W
olfson 

Learning



38

Colophon



39



40


