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[waiting for student]. 
INST KEN ZUPAN: He's really talking about the ‑‑ you know, how carefully the graphic or the comic book artist has to do or graphic novelist has to think about time.  And he said, you know some people say they are billionaires and they say the penny is the nucleus of the dollar, you know, the million dollars, they talked about that.  Well, he said that the nucleus of the story and the graphic novel context is a single panel very, very powerful if you do it correctly you can evoke a story.  So if you look at the whole but also how efficient you are and how well you can do individual panels; right? And he was very adamant, Will Eisner about the importance of the plot, you can have the greatest artist in the world but if the script is not very good it's not going to go over very well with the reader.  We talked about this for a few times over the last few weeks and hopefully you've been working on this and please bring in any work that you have if you could bring a hard copy on your computer I was just telling students we're going to have a peer review and critique in our labs and we talked about Freytag's pyramid, the spelling is a little bit different but we can think of the narrative arc as a series of steps; right? And we talked about that.  We talked about the exposition where all the characters ‑‑ right, are established the setting, the physical setting, time and space.  We have the rising action so we have the introduction of conflict we talked about three different types of conflict, protagonist and antagonist and series of antagonists and the protagonist or I guess themselves you know like the inner struggle or against the environment like say they are trying to escape a volcano in the jungle.  We have the rising action and climax.  And it's go for broke; right? They start to settle slowly.  And we have at the end the denouement, the resolution.  Remember in some movies they have a lot of convincing plot and then at the climax at the end of the movie and then you come back in two years and you have part two like the Star Wars trilogy.  So today we're going to talk a lot about time and Will Eisner, the American cartoonist he said that critical to the success of a visual narrative is the ability to convey time; right? So we need to show the progression of time in a narrative and then you have that extra layer you have to do additionally in the comic book and this it is this dimension of human understanding that enables us to recognize and be empathetic to surprise and happiness and terror and the whole range of human experience.  In graphics the experience is conveyed by the use of illusions I find that interesting, he talks about illusions so we're working with the 2‑dimensional ‑‑ really 2‑dimensional page; right? Imagine they have to show depth of field; right? Using different symbols they'll use text bubbles and things like that, all kinds of symbols really that they use to convey graphic stories.  Let's look ‑‑ excuse my ‑‑ I made a PDF and it really threw things off, using the elements of a comic page let's talk about portraying time.  Now on the weekend when I'm not working and prepping and all that, I had a very, very busy weekend sometimes just to take a little break if I'm not outside I like to look at YouTube, I like to look at travel videos on YouTube and there's a gentleman named Steve marsh and he likes to go on ferries and ocean liners and things like that.  I watched one of him going across the Atlantic and he was showing the huge waves in the middle of the Atlantic and it was basically a three or four day trip now imagine that it was condensed and he talked about the huelights of the trip like the dinners he had with his partner and walking around the deck of the storm and taking the pictures of the huge waves and showing the different lounges and amazing spaces on the ship over the course of a few days but imagine we had the bandwidth on YouTube and you put the entire three or four day trip and you had to watch it realtime, that would be pretty hard, wouldn't it.  It would be pretty hard to watch a travel log in realtime.  So showing every single action and thankfully we only have 20 panels but showing every single action in a continuous sequence is very inefficient.  People lose interest very, very quickly.  It's a way of staging a scene and telling a story and right now we're in the Oscar season and my mom has come back after a 7 week hospital day and I put on at night I put on Turner classic movies for her, she likes the old movies and some of these classic movies we were watching and I think it was gone with the wind it's like three hours long and in the movie they actually had an intermission where people get up like they would in the theatre or concert and then go on the break and so it's interesting how there seems to be sort of this notion that in terms of patient and watching a narrative and watching a movie we don't really go over usuallithy go from an hour and a half we never really go over two hours, do we in terms of the narrative people start to lose patience.  So again, showing every single action in the narrative is really inefficient and here's a trip from the travel blog and YouTube is now getting better with the compression and people can upload long videos this is actually a 7 hour video and I'm not going to play the whole thing.  So this is a hit show in Norway.  I studied in Denmark as a Norweigian state broad caster and they have this popular show they have this train journey and it's on for five hours or six hours in the middle of the night and you can see here a train to the arctic circle heading north.  And basically the train is stationary.  I don't know about you guys but I think if it was early in the morning I would probably fall asleep.  We would not be able to watch this.  So thankfully we are able to compress and the imagination does the rest of the work; right? So I'm going to talk a little bit ‑‑ we're going to talk about time management and pacing your graphic novels and stuff but I wanted to talk a little bit about some of the elements.  We have panels and look at this, low and behold we have gutters.  Just like we have ‑‑ some of you were ‑‑ we were talking about gutters, remember, class?   The space between columns and so forth.  But rather the gutter ‑‑ there's margins in gutters between columns of text we have the same thing so it gives a little bit of a break between panels it's a natural break but it also has the advantage where your imagination sometimes fills in the panels that sometimes in the story and it's very interesting.  We also dialogue balloons and thought balloons et cetera we'll look at that later but look at this everyone here's a series of panels going from top to bottom.  So if you notice here this character this is rather violent this is something slapping another person I guess they are fighting; right? But there's a little bit of a break you don't see the person fall or anything and it goes to the next panel and they are holding their cheek and they've gotten up so there's a little bit of a break but our brain fills in ‑‑ you know, it fills in the rest of the information.  So time and tempo is very important in comics and in your graphic novel we talked ability ‑‑ you know, camera angles and things last week and you also need to show a little bit of change in pace, you know, an example of that.  So time and tempo or tempo can be communicated through the contest of the panels and the number and shape of panels as well as the space between panels so there's all these elements that you can use.  So what do we mean by timeing?
Timing is the manipulation of the elements of time to achieve a specific message or emotion; right? And there's a very good analogy here with Morse code.  So is anybody familiar with Morse code you have a series of ‑‑ I should play it for you.  Maybe this is silly for a lot of us.  So this is the way to say hello everyone.  So someone on the other end has to translate this but basically Morse code is a series of dashes and very short taps they used to send this electronically over wires before they had voice; right? Well look at this, it's very interesting, you can actually ‑‑ use the same analogy so there's a dot and then there's a long they hold the key and there's a longer sequence.  We can do the same thing with our panels we can ‑‑ and I'll show you some techniques by making the panel longer and different things and you can actually play with the ‑‑ you know, how time gets relayed.  Some thing with music here, does anybody play an instrument here, we've got the 4‑4 time, anybody know what that is.  What is it. 
STUDENT:  4‑4 time, it's the beats per bar so four beats.  
INST KEN ZUPAN: Yeah, you probably learned that with music so you can change the pace.  So the composer puts that and then you know in terms of the pace.  Let's take a look at this one now tempo, timing ‑‑ tempo they overlap.  Timing is a manipulation of elements to achieve a specific emotion and tempo is the pace that someone senses; okay? So tempo is the pace.  So it's slow or fast when they are reading panels.  Now excuse the blur here so there are two ‑‑ these look like two guys that just got off work drinking beer; right? And they look like they are labourers or construction workers; right? So someone is there on the top saying basically it's a little bit blur bud they are talking about Madonna and this must be from the 80s that Madonna is she ever hot seeing her and on the top you see him talking to the friend and we see the friend he's kind of half asleep with his head in his hand and he says I guess.  Notice how the panels are all the same width; right? And then look at the second one, same thing, hey that Madonna she's a hot singer, whatever.  Look at this panel here, does that kind of give you the inkling or notion that he's actually thinking a bit before he answers.  Can you see the bottom set of panels.  It's longer so there's a little bit of a hesitation saying yeah, I guess so; right? So the top one, they are uniform.  So it gives the impression in terms of tempo he's answering very quickly the other character and this one just by making the panel wider it slows down time.  Now you can also use gutters.  You can play with the like the length, the width of the panel and you can also work with gutters.  Scott Macleod called gutters the invisible messenger.  The gutters work subconsciously to say with your imagination; right? If we were to look at a comic ‑‑ series of comic panels we would see an empty space between the panels just like we do it's very interesting this parallel with graphic design and page layout and gutters.  In the comic world this space is known as gutters and gutters can help you, they can separate panels but they can also help to bridge from onor one panel to another, if you're limited by the number it would help you to extend an idea or an action and notice here again remember with panels you can't do it realtime and you're limited by the number so here we have this looks like he's talking but it's a zombie going after this person here and then there's a gap and then you hear this eeyaa and then your brain fills in the rest that guy must have had a sticky ending or something happened that was very hard.  We don't need to show all the gory details and this is rather violent you see the panel and then the gutter it breaks up the scene and you can save a lot of time and you're going to have to show all the details.  So Scott Macleod says that the gutter another code is the gutter is essential for comics to be successful because it allows for closure to happen.  To closure is observing the parts but perceiving the whole.  So you see the parts, the gutters are also working with you and your sub conscious, imagination and then you see the whole.  So again, the constraint with comics and graphic novels and so forth is that as a medium they do not allow for actions to take place in realtime so if you had thousands of panels we can show that ax swinging and artists and it's also static too it's not a motion picture so the artist has to be really planned carefully with a series of static pictures so gutters really, really help and some of the theories behind gutters comes from Gestalt theory.  I'm sure you learned that before and Gestalt is a German term that came out between the wars and there were psychologists in Germany who were interested in how people perceived things like objects or even photographs and literature and so forth.  And they came up with this theory of Gestalt or closure and they notice when people tend to ‑‑ let's look at these shapes here and there's a lot of graphic designers picked up on this theory.  And if we look at the letter, if we look at letter A or figure A, what do people see there?   Like we're working with high contrast, what do you see in figure A.  Let's almost like one of those Rorschach tests. 
STUDENT:  Like a triangle kind of. 
INST KEN ZUPAN: Yeah and then anybody see little pack men?   So there is ‑‑ there's a triangle here but you know so there's closure like these little pack man and they look like little fortune cookies and your brain says those are connecting and that forms a triangle and there's no line there of the brain and it uses closure.  Look at this here, this looks like a sphere, can we see here the brain fills in.  Here's a little ogopogo or the lockness monster, our brain says there must be something connecting them, Gestalt theory is something that's hard wired in humans and scientists think it was something that was part of a survival instinct that was that people used that we further developed as humans so imagine you're in the forest and you see some shape, the head of a snake and tail of a snake and your brain says that must be a snake I better be careful hiding in the grass and so forth.  So closure also works with imagination as well.  Here are some examples and our mind's react to pattern that is are familiar even though we have incomplete information we can fill in the gaps.  So here look on the left here and we have this ‑‑ that's a world wildlife logo and we can see the panda bear and the curvature and we got the ears and the head is kind of a bulbous head that the bear has and we can almost see the lines going across same here with the S, so our eyes fill in the ‑‑ even though it's reversed, our eyes fill in the shape.  So that's hard wiring us; right? So Gestalt theory and I don't know if they knew about Gestalt but somebody applied it and it seems to work very well is that it we can apply it in gutters; right? And it works really, really well.  So here for example this is kind of an staccato tongue very, very quickly but this is a very good example, this one here our brain fills in the information and let's look at panel shape and numbers and so forth.  So the shape a little more information the shape of the panel can really help to convey time and tempo or suggest a pace.  Let's look at this one on the top here, these are very, very skinny panels on the top.  On the top right.  So somebody is being chased this guy is sweaty, can you see he's running and he's looking backwards and the panels are very, very close together and even though we have a closeup on the face it looks like the person is moving very, very quickly.  Now they used a little bit of artistic license and these parallel lines in the background which denote speed and movement and then look at this, we have this wide shot and we have this long shot rather and we can see the two people running and when you're looking at someone running from the back it's not asdy you know, and because it's a long shot and it takes a little bit of a slower pace even though they are moving very quickly it's not as dramatic and look at that, this very large panel and then these panels that are very, very skinny and close to each other.  Here's another example and person and imagine you're directing a person and it's a comedy, I don't know if anyone has seen blazing saddles, it was a really funny movie in the 70s one of a scene director and the cowboy and the villain in black and then the good guy on the left and they are having a draw, you shot by pa that classic line and they are having a draw in the Saloon.  When you look at that it looks like the sequence is happening very quickly so he draws very quickly and the guy drops like a stone like a villain.  So imagine you're the director so Mel brooks he used to make these really funny movies and exaggerate I want you to act it up and run around and really pro long your agony to make it funny.  Can you see the difference between the left and the right?   They draw and the cowboy on the left I want you to drag this out in number of seconds like 10 second and as he's kind of moving and bending over and making these gestures and then falls down; right? Now the interesting thing here, this is very interesting can you see here these movements it's actually taking the panels and they are skewed a bit so the panels are helping to show the movement and then we have this large panel in the background.  So in your ‑‑ some students in their graphic novel when is they are running out of space we give the ‑‑ we allow that you can double up panels and you can have one in the background and maybe a few in the front if you just need a little more room because that's just taking up one panel; right? So we talked a little bit about frames so panels also in terms of time and tempo or the perception of time can also ‑‑ it's almost like grammar in a sense; right? This written prose and pronunciation, excuse me, punctuation, comics have panels; right? So again playing with the size of panels and here's something looking at a sandwich and they are eating it right away, someone gave them a sandwich and he's kind of considering and then taking bite it looks like it's happening very quickly the character ‑‑ not spending a lot of time looking at it and then look at this one, stranger gives you a sandwich and you're thinking I wonder is there something wrong with it, has it past it's expiration date, a little bit of a hesitation and you can speed up and slow down the tempo and on this side just to reinforce that we can play with the shape and with the length of panels here's another one, again a series of very, very ‑‑ this person and this reminds me of that story we had a few weeks ago about the person who broke the mirror and answered the phone when we were talking about cause and effect.  So here when panels are very close together we call that stacatto so very, very quick closeup shot and then we have this long panel with this long ring this long dreaded ring on the phone; right? So we can go fast and slow so you can take something like the sound.  So staccatto, we break up the action very quickly and it's almost like a time lapse some artists take like a strobe light and you're taking photos and you can break down the motion.  I wanted to show you this video this is taken from a motion picture so motion pictures ‑‑ you know if you're using animation that's our final project and you can speed up and slow down very easily with the number of panels and frames and this is ‑‑ I think this is probably one of most brilliant ‑‑ you know, entertainers ‑‑ wasn't much of a singer but a good actor, comedian, very physical, Jerry Lewis was an American entertainer and I think he passed away about 4 or 5 years ago and his parents were entertainers who played in theatres in New York city and he was groomed by his mom and dad and he became, I don't know if you guys know dean, this is not on the quiz he teamed up with a famous singer Dean Martin and they were with comedic duo this was a scene and this was choreographed many times and it's a play on the movie Kinder Ella so he's playing Cinderella and he's meeting the princess and going down the stairs and his movement is aligned with the tempo of the music fast and slow which is pretty brilliant and they must have done a lot of takes.  It is a motion picture, it's not a graphic novel but I thought ‑‑ I think this would be very useful for you so let's ‑‑ this is from the 1960s.  So again it's a comedy.  
[ Video Playing ] this is a 7 minute sequence can you see how he's keeping up with the tempo of the music and going down the stairs and slows down and speeds up he was a very good physical comedian and those stairs I was redoing some reading and how did the guy not fall down the stairs and there's an illusion where the stairs ‑‑ some stairs are a little bit wider than others so he can do all these interesting moves but you can see the pace speeding up and slowing down.  Now I'm going to talk a little bit about transitions but we're not going to use this I think you have enough things to consider like word and image combination and camera angles and so forth but I think it's a useful thing to ‑‑ theory to know and you should know for any future quiz so Scott Macleod so I think now we're pretty much done with Scott Macleod after this information here so he talks about transitions where you can ‑‑ that are commonly used by comic artists, moment to moment, action to action, subject to subject and I'll go through these so there are ways of helping you go from one panel to another to compress time or to explain setting, et cetera.  And some of these ‑‑ you know they don't require a lot of imagination, some actually rely on your imagination and for techniques so this one is called moment to moment and this is actually ‑‑ this is a scene and this is super hero and it requires very little closure so basically what's happening is there's a lot of dialogue and we're not talking about word and imagine this is about transition and can you see how the camera is slowly zooming in on the face of the character and there's very little closure when you look at these panels there's not much happening in between like your brain is not saying and all that's happening and you're zooming in.  It's pretty brain dead; right? It's just zooming in so there's very, very little closure but the problem with this one is that it eats up a lot of panels; right? So you know if you got a 30 page comic book okay it's not so bad but if you're limited to 20 pounds like that seems to be very excessive.  There's another one here called action to action so dealing with movement and this kind of transition shows a single subject progressing through single movement so a fight sequence for example.  Like a series of swings and so forth here we have captain America.  So the first panels where the action begins and the last is where it ends so we have the sequence before and after so there's a change in physical form and there's a little bit of ‑‑ you know, like imagination needed between the gutters.  We see captain America flying to the left and the first panel and he's righted himself and standing up and swinging.  But the main thing that shows a change in physical form from beginning to end and now what do you do when you have something like the conveyance of time or space like change of setting.  Scene to scene so these were ‑‑ these are from Scott Macleod, scene to scene deals with jumps between large amounts of time or space.  So if you're going through like 100 years let's say you're doing some kind of like a vampire graphic novel and you know Dracula lives forever from 1890 to 1990 so this is a good way to do it and a powerful tool scene to scene that we can use to transport audiences to different times and places and I'll stand over here, what they do, they've got these people so this is about a series of people in the movie industry, they are talking and they are somewhere in eastern United States and then you can see in this long panel the Hollywood sign and the next scene they are in California and Hollywood and pulling up to this big mansion in Beverly Hills we have this long panel and something that signifies where they are and you can be the Hollywood sign or the CN tower and usually it's a very long panel and then we see the transition from ‑‑ in this case from one place to another.  It could be a flash back to like memories and this one here is a little bit nebleous and this is called subject to subject and it stays within a specific scene or idea and calls for more reader involvement and it bounces from various subjects in the same scene so we have this possess and I don't know if he's trying to shoot the birds or shooting arrows so they are bouncing back from the bird and as the young archer.  And you can see it's interesting how they are diagonal and the panels are ‑‑ see how they are slanted a bit and you can see the same angle like he's pointing his bow and arrow and this is one that people kind of get confused with so action to action is showing an action from the beginning to the end.  In aspect to aspect imagine someone is doing something so in this case the character is preparing a meal in the kitchen and cutting carrots and different things and getting the food ready and imagine it's like big brother there's a series of cameras in the room and all these cameras are showing the same things happening simultaneously and so as she's cutting right next to her there's a character there's a stove and there's looks like there's water boiling and can you see that and as she's chopping there's another camera on her face she's looking down at the cutting board and then also at the same time simultaneously we have a kitchen timer ticking and think of this transition as a wandering eye like all these things happening at the same time so it's not the same as action to action where you have one character that says the character with an action and some kind of fight sequence between the beginning and end and this is like having several things happen simultaneously like I mentioned with cameras and now remember nonsequitir remember we talked about this with word and image and then we're working on their working on that word and image, this one provides no logical connection between panels.  So this one here there's like even though there's gutters it's like a series of random shots and it's very hard to tie them together and according to Macleod the existence of non‑sequitur sequence tells something important and no matter how dissimilar they are when we put them together we start to look for a relationship; right? So you know, it's a little bit hard with the first and the second but you see the ‑‑ maybe that third panel and you see planes maybe something is happening and there's some kind of noise in the sky or contrails but it's really taxing on the brain and imagine trying to read a whole novel like that and it's very, very taxing when we're trying to use and create connections between panels.  So I don't know why people use this and I think it's when you have cerebral themes so other things to consider we looked at those transitions so you will not be required to use transitions in your assignment for the graphic novel but it's good to know how they work.  So I'm just going to look a little bit at some of the important things and constructing the graphic narrative and, of course, saving time and you know again you want to be very, very careful ‑‑ can you see the top one, remember when we looked at that video of the train in Norway we had the very long sequence, here a series of panels we have two characters going to a car, vehicle and it looks like the character on the left is opening the door and then they drive off; right? And well that eats up three panels and there's nothing wrong with it but it's not terribly efficient.  To describe the screen you don't always have to have a sequence.  You can be efficient.  Look at the panel at the bottom, two people in the car most likely they are going to drive off and it's logical.  So you can really, really save ‑‑ cut down on the length of your sequence by being very strategic so here we have room and they are going in and there's an affordance of doors opening and we know they are going drive off and another thing that we need to discuss is eye flow.  So I know there are different traditions and I think I have it here somewhere, yeah, so I remember as a kid I was in art school and we used to go downtown my friends and I and I had a friend and classmates and I would drive down to Sophia books and I don't know if they are still there but they had these Japanese comic books like a thick soft cover graphic novels and I remembered going there and it was really funny and my friend was laughing because I actually opened the book from the wrong side so the publishers had something in French and English hey stupid you're reading it the wrong way; right? So in many of the cultures like I think in the Middle East and also in Asia we read from back to front and they are even showing you how to read the panels; right? Like in terms of the sequence.  But here you know in the tradition that we're going to use here and what you're going to be using and we're going to go from the top and then basically go from left to right and then work your way down; right? So I think we're all familiar with that.  And then eye flow is very important within the individual panel.  So just like we go clockwise when we're reading the page if ‑‑ I have lots of students ask me this question like how should we arrange if there's a bunch of dialogue and the character is going blah, blah, blah well the convention is clockwise from top left to bottom so if they have a series of things that they are saying, see that and then they actually work clockwise and then you go to the next page.  I think most people don't have a lot of dialogue in their graphic novels but it's just important to know that.  What about the shape of the panels, you know, we quite often we draw them and they are rectangular and there's many things that we can do you see the one on the top and to save time we can see it back here with the cowboy so that last panel on the right there's three panels super impose bud if you're running out of room you can actually super impose.  So that's an example on the top.  You can also the shape of the panel can support the narrative do you see the one there with jagged edges down here, what kind of mood would that denote.  So imagine there's a character there and you see them in a close‑up and you have this jagged edge, maybe like surprise or shock like something very ‑‑ yeah, very serious.  So this is the conventional way of drawing panels and then the frame you can be really creative and work with the frame and it can be part of the narrative itself and do some really cool things.  So A is the conventional way, B ‑‑ you have this scalloped or wavy border like the cloud and D, of course, is very, very serious like somebody shouting or something very dramatic is happening.  What would we use for the panel for the C and D, what kind of like sequence or narrative would apply to those using a wavy measurement of a character thinking and we use that as well with the dialogue.  Maybe a dream sequence, what do you think like a dream sequence perhaps so again the frame can be part of the narrative; right? Like the cowboy excuse the subject matter I mean this is from Scott Macleod but we can see here somebody falling and we can actually see ‑‑ can you see how the frame for the panels rotating so it could be if you're doing something and you need a little extra space you could use that as one panel but it makes the movement very, very dramatic so the waves or scalloped panel quite often it's used as a dream sequence or as the time or thought indicator can you see here this person is dreaming so something like imagination or something from the past and this is very ‑‑ this is very ‑‑ you know you can see this character is very ‑‑ so the jagged edge panel just sound your emotion.  Now look at what's happening on the edge here, this is kind of cool, have you guys heard of a bleed.  Does everyone know what a bleed is so you can have the character or something, something or object ar a scene so you see that door on the left how it's bleeding out so you can have someone in the frame and their arm is sticking out or apart of their face so you don't have to lock everything inside like this and you can have things clean out a little bit and here's another scene we've seen this one here kind of like staccato, look how his face is cutoff; right? The bottom of the face but you still get a notion of the mood.  This one here is kind of interesting and these ones actually from Will Eisner and this is something I think something is in a space and we're looking from the top like through the floor like it's a cut away and we're looking from a birds eye view and this one on the far right is somebody's in a swamp can you see that with the mango trees and mango trees and things like that.  So there isn't any ‑‑ we have this curve linear shape of the trees and here's another one and you know, where you can super impose panels so here's one in the background.  And then we have these characters are walking through the snow I guess and we have ‑‑ this helps establish ‑‑ it gives the illusion of the space and it's a panel it's almost like a wide angle shot.  And there's the bleed.  There's the character coming out of the page; right? Here are some more and this is very interesting here, this is actually from again from will Eisner and what we're seeing here is he liked to play with perspectives like first person perspectives, third person, so in this series of panels it's actually the character what they see, does that make sense?   So in this scene the spirit he's like a detective, and he is ‑‑ he's in the hospital for eye surgery and I guess he got injured and whatever and he's maybe fighting a villain and they are taking the bandages off so first person can you see that it's very, very dark and it's getting lighter and lighter like you see this haze and then look how everything is very, very blurry and then they take it off and he has his vision back; right? So we're using from first person that's really interesting.  Again eating a lot of panels and here's another one, another example of a panel from this is very topical right now with what's happening in the world this is persepolis in 2007 and they made a movie about this, about her childhood in Iran and can you see this very, very long panel look at that and then look at all the different characters now remember we talked ability Dutch tilt and this is very interesting so again looking at first person so you know Eisner was almost like a film director thinking about shots so this is a character inside of a sub way train in New York city now if you've ever been in some of these old sub ways it's not like sky train they walk around and bouncing around and you can see someone coming into the compartment and Dutch tilt you can see the compartment of the train bouncing around and that's first person and it really gives ‑‑ really adds to the scene.  Again the viewpoint is very important too.  So look at this, this monster coming down the stairs and low angle and as a reader when you look at that, it actually I think it would bring fear and trepidation because it's almost like it's there.  He's using the same techniques the photographers looked at, looking down from the top, bird's eye view, not as common but he used it in this scene of somebody walking into a room; right? And dolly experimented with that like different views and some of these famous painters now I want to talk a little bit about lettering, very important, back in the days of ‑‑ let's go back, back in the days of Will Eisner, do you notice they are using block letters for the dialogue and can you see that, that's not dialogue it's just sort of establishing the scene and can you see the block letters?   So back in the day they did not have computers when they were working on graphic novels or comic books.  There were two ways that this was done and I did some reading.  First of all, there would be ‑‑ they would have people that were letterers so they would make the bubble, the artist would draw that in like Will Eisner was saying and then usually it was women and there would be another department in the publishing house and there would be these people who were letter in and block letters and they had very, very clean hand writing.  So it's very interesting how for the longest time we had block letters; right? Now Will Eisner, he experimented like he did a lot of his own lettering and he said you know if there was a way that we could change the font or the style and work with the letters when we're working with dialogue we could really help to create strong response and emotion in the viewer and we could set the mood so here is one that he did, look at this one here, this is a story called a contract with God with Will Eisner and the setting is a testament building in New York and probably in the 1940s we see the stairwell and we walk up and we see these people in the building and they are all looking and we have somebody screaming in a room and we all have these periods where we're screaming and very upset and this person can you see that and it's like the cloud and you violated our contract with you see the cloud and the bold ‑‑ you know, the bold letters and so forth.  So very, very powerful and really you could really get a feel for that and it's all caps like shouting and he's using some of these techniques so lettering can directly interact with the art to reinforce the tone of the book or the story to emphasize key moments.  It could be used as a physical barrier between characters to show division and it could be build and bold and some very emotional scene like you see here.  So yeah, it can really add to the imagination to emotion and so forth.  Now when in doubt, keep the lettering simple but don't be afraid to let it shine.  So if there's a scene and you want to play with the font or something by all means, you know you can play with things and I'm going to show you a website that I haven't shown before where you can get some of these really cool fonts.  Now what are some of the questions you want to ask yourself let's say you got a panel what tone do I want to pore tray do you want to get it creepy for placid or frantic or anxious and the other thing here there's caveat and you want to make sure the letters don't distract and here the background you can see this dark cloud and the letters are very easy to read.  So for the longest time as I mentioned the comic book publishers would use an upper case block letters and it stands out really well because it was very legible and you could get these people who were very good at doing block letters and almost like people would use them in the old days when draftsman or drafts people when they were doing certain letters and people used when they were making drawings like graphic drawings and so forth.  Upper case gives for a more traditional classic look but what do you do when you need to emphasize something; right? So you know, if it's already in caps because remember we said caps is almost like shouting so the way they got around this they would actually bold some of the words or put them in italics can you see that so attention, X man, he's Kelling, professor Xavier to emphasize certain words they would just ink over and make them bold and that would set the move or emphasis.  Look at this one here, the bubble the bubble that goes around the text too and the the kind of case you use, look at this one here, I did not intend to hurt you.  It's in lower case; right? Can you see that and you can see the bubble he's very sheepish.  And then here we have I guess he's having an argument with someone.  Partner and whatever and the one on the right says and what if you do not, intent and outcome are so rarely coincident.  You can tell the person on the right is very anxious and angry and they are almost shouting; right? So play even with case, upper and lower case is very powerful and there's a video here if you want to watch I'm not going to quiz you on it but there's something here about comic book fonts and where they came from but basically they came from using hand lettering and what I'm going to do now we're ahead of time today and I don't have anymore material but I'd like to show you this website so you're going to be ‑‑ you're going to need to do some lettering and I would recommend that you use a computer and not use and unless you have very, very clean writing use the computer and find a nice font.  Is everyone familiar with ‑‑ are you guys familiar with this website called dafont?   No?   We use this a lot in IAT 102 and what ‑‑ how it works is there's different categories you can get different like comics, cartoon and you can get these and people actually put these and then they have ‑‑ they ask you to donate some money if you can.  So you can actually go through and find here's one for some like an action one that you would have like Ka Blam.  So there's two ways that you can work with this, you can download these like true type or another format and you can put them onto your computer.  Now a couple of years ago the students were doing this in 102 and they were downloading in the labs and then IT found out and blocked it which was kind of nice that they were able to do that and now you can so if you don't have a computer and you're working in the lab isn't that cool and you can actually go and type in your dialogue.  So you can say ‑‑ let's say it's Batman and then it actually gives you and you can go with you can actually get a prototype and I don't know why it's not in reverse here but anyways, so you can actually take this with some people if you can't download it you can just do a screen download and then put it into your panels but we can kind of get away with that.  Or you can choose a colour too.  Okay.  What else do we have here, so I would encourage you to look at ‑‑ you know, different fonts here so some of these look like they've really been written by hand; right? And there's one for Manga, yeah.  So this will help you to save time.  And what we're going to do just ‑‑ we're actually done a little bit earlier today I just don't have anymore material here, we've caught up, what we're going to do when we're in our lab on Wednesday make sure you bring ‑‑ make sure you bring all your homework we're going to have a peer review and then I'm going to show you a few little tricks on how to make half tone dots using ‑‑ we have photo shop but we can also use Pixlr, everyone knows what a half tone dot, you see the printing dots that's how the panels were actually made.  So they use a series of dots with cyan, magenta, yellow and the way they overlap ‑‑ how much they overlap you can get thousands of different hues; right? So you can look at that.  And then what I'm going to do is show you ‑‑ and again if you want to use ‑‑ if you feel you want to use ‑‑ you know, another app you know some people like in design or you want to use I've had people use word or any other ones ‑‑ that's fine but I will do a demo on photo shop; right? And photo shop affords some photo touch up and all that.  Now one thing I'd like to talk about before we finish so today we're going to give you a little break a little bit early.  I had some people asking me at the office hour about ‑‑ so everyone knows I have an office hour on Wednesday; right? I had someone asking me about the content in terms of the graphic novel and I'm going to show you some examples of what people did in the past on Wednesday.  What I don't want to see ‑‑ let's just go over here, I just want to give everybody a warning here, you know that you can not use AI in any form or shape; right? So we want to be really careful ‑‑ okay so what happened is I had something like this a while back and I had somebody take a bunch of screen dumps from friends and they added dialogue and change it had a bit, you know like these two people here, Joey and whoever, and they basically handed that in and they edited the photos a little bit and they said look I put a nice filter and all that and that really ‑‑ that's really not what we're looking for.  That's really ‑‑ yeah, that's not what we're looking for but let's say one thing that you can do some of you are concerned about time and this is one way that you can get around, let's say that you're doing let's say someone is doing a story about spiderman, I think one of the groups is doing something with spiderman there's absolutely nothing wrong if you take stock photos and you know how spiderman is running through his web flying through the city you could have a picture of New York city or something in the background like make sure you cite it so we're okay because we're not going to publish it but make sure you cite it.  And then you could put your own artwork in the foreground in a layer, your character.  Does that sound easier for everybody?   So you can have the background and we had some students in the past and style show you on Wednesday and they had something in the AQ and they film it had in Burnaby and like the area of the concourse at the AQ and different rooms and things and then they drew the characters in the foreground; right? Just a quick poll before we go, how many people here are going to use the tablet like with their teams?   Have you discussed that all?   Verses hand drawing?   What are you going to use, your tablet?   Yeah?   Okay.  So if you draw ‑‑ another thing that is allowed ‑‑ let's say you have a character like this and you're drawing them by hand by pencil or whatever and they are like this; right? You can use within reason ‑‑ you can reuse some of the poses you know what I mean as long as it's not like this in every one maybe the first panel and last panel to help save time and drawing you can use poses.  I would encourage people to draw and you're welcome to use ‑‑ you know, photographs and things for background at the same time but I would really encourage people to try drawing.  Either with the tablet or by hand the characters.  Does that sound pretty fair?   This is perfectly fine that's a really great shot actually and you could have somebody coming like a long shot.  Okay.  I think we're actually ahead of time because we've caught up with the lecture materials.  So if anybody wants to talk to me I'll be here a few minutes and then make sure you bring your homework for Wednesday, okay everybody?   Because we need to either hard copy or on the screen, preferably hard copy so that we can share with other teams.  All right we'll see you on Wednesday.  I'll be here a while.  Thank you. 
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