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Teaching (with) graphic novels



Objection 1: Not proper “Literature”

. Contain same ”literary” outcomes as traditional texts
(and add some more!)
Q play a significant role in learners’ understanding of
literary elements such as symbolism, setting,
character, plot, foreshadowing etc.

J invite readers to consider the narrative events in a
different way - the visual techniques of films with the
classic storytelling approach

J “Literary literacy” - our definition of literacy benefits
from acknowledging, rather than denying, the skill it
takes to read and comprehend a graphic novel.

J Language learning, not literature, is the goal



ANJA TLUSIEVRS Foiy PAR EUE »lfn-u :\v:n - ANIAL Ty NE vAS fas v
JOUR ELLE E',T VENWE A JOURS FuS DEPRIMEE JUSQY CROWRE | unE LETTRE OF Tod
CRER '-lHT NI UE | MARL VIENT 0 ARRINER |

Ba
: I EST EN ALLEMAGNE ET VoiLd ug PHOTO o€ m" Maow 0
: I A EVLE TYPHUS ! VLADER E4T VRAI- oz
" T !
; EXALTEMENT Comme PHTTTH ol
i LA PREDIT (A GITANE! B :
!
H il
T
]
FFa UALETE UNE Fous CHEZ uN PHOTOGRAPHE i AvAT
= UN UN|FORME 04 LMﬂ‘w TOUT NEUF- PovR

FAIRE 0E% PHOTOY - SOUVEN

LN

.....
-_i_.-a_u;-

L " E i -
By = T &
e — - 7
i .
i
.

-ﬂ.ﬂﬂﬁ? ?ﬂﬂﬂiTALE

e L F O .____'.

MY FATHER BLEEDS HISTORY

Maus: A Survivor’s Tale (1991) by Art Spiegelman




<3 THE VEIL

THIS IS ME WHEN | WAS 10 AND THIS IS A CLASS PHOTO, /M SITTING ON THE FAR LEFT SD
YEARS OLD. THIS WAS. IN 4980. VOU DON'T SEE ME. FROM LEFT TO RIGHT: GOLMAZ, MAHSHID,
NARINE, MINNA.

M 4339 A REVOLUTION TOOK PLACE. IT Was THEM CAME 4930: THE YEAR. IT BECAME

LATER CALLED “THE ISLAMIC REVOLUTION™. OBLIGATORY TO WEAR THE VEIL AT SCHOOL,

MARJANE SATRAPI

Persepolis (2003) by Marjane Satrapi



“Gene Luen Yang has created that rare article:
a youthful tale with something new to say about American youth.”

‘ IN DESPERATION, I TOLD WEI-CHEN ABOUT IT |
} TPE NEXTMORNING
; y A !' !

OUT IN A SNEAKY WAY,
LIKE MINJA, SHE WILL NOT
SUSPECT. YOU WANT TO

rrmeour ¥ OH! YOUR MOTHER

CALL ME WHILE YOURE
FOR R ON THE DATE. I TALKTO

HER FOR TWO HOURS, TRY-
P N\ ING FORHER TOFORGET
WHY SHE CALL.
== »
v'> o

WITH HER ON SATURDAY,
SHE WILL BUY ME SHOES
AND AN ELECTRIC WOK.
LONG STORY,

American Born Chinese (2006) by Gene Luen Yang



Objection 2: Not sufficiently intellectual

3 require cognitive ability to fuse images and text to get
fuller meaning of the story - higher level of thinking
and analysis

J can improve inferencing skills and critical thinking

J equally as good as textual novels in terms of
developing skills in comprehension, textual
discussions, analysing comparison-contrast or cause-
effect relationships etc.

1 appeal to learners’ visual senses and yield more
discursive insights compared to traditional “plain”
literary texts



RAYINOND BRILLS

LWihen the Wind Blows

They say it's the correct bhing
fowear white.

Pacple in Hiroshima with
pattermed clothes got burned
where the patlern was,

&nd nok so misch on the
white bits -
even the buttons showed up

/s there a clean wk;:teﬂsﬁirt,

lear

Readly fer The Bomb ?

4 You can wear your old

; clothes Por The Bomb

You're not going lo wear W and save your

that nice new one / gave
You Por Christmas™/
/don't want that spoiled

best for
afterwards

Never heard such nonsense.

We dlidn’t think what colour
clothes we had on in The Wer.

Lucky to have any clothes

st aff with everything

on coupons, snd bésides~

Al right, dear. 4
But is there an old white one?
Without stripes.

/ dlon'e want §n,a es
&/ over me

WE ARE INTERRUPTING
THIS PROGRAMME

AN ENEMY /N
OFF/CIAL MISSILE ATTACK TUST OVER
GOVERNIMENT MAS BEEN LAUNCHED THREE

ANNOUNCEMENT AGA/NST MINUTES

THIS COUNTRY

o COMEBAcK Yol M

(

God Almighty, R e = STUFID FooL &
aucks ! :

There’s onl
three minutes =
= re
Oh ear. /1] just get y otk s %mfy“
poeme e Y | 3 e e,

There's no need fo fggﬁ
our manners fust because
there’s s war on

DONOT LEAVE
YouR WOMES

When The Wind Blows (1982) by Raymond Briggs



Objection 3: Inappropriate Content?

B Now A MasorR.-MoTiON PICTURE!

ALAM MooRrEe

An anarchist revolutionary’s
revenge against the Nordic
supremacist Norsefire party that
rules Britain as a neo-fascist police
state.

V for Vendetta by Alan Moore and
David Lloyd (1982-1989 & 1995)



Macbeth



Beowulf



SHIMWRECK!
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graphic novel by Lindsay Mathe

Frankenstein




Metamorphosis
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Crime and Punishment



[10DI DICK

Herman Melville
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Moby Dick



TO KILL A
Mockingbird
8. HARPER
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GRAPHIC
NOVEL

Adapted and Illustrated by FRED FOEDHAM

To Kill a Mockingbird by Harper Lee/Fred Fordham - out October 2018



Many modern novels, especially young
adult and children’s novels, have graphic
novel versions



.+ MADELEINE LENGLES

* Wrinkle
in Time

et GRAPHIC NOVEL

A Wrinkle in Time: The Graphic Novel (2008)
by Hope Larson (Madeleine L'Engle)




Adapted by EOIN COLFER and ANDREW DONKIN
ARTENIIS

FOWL

CHAPTER 1: )
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At least, any ordinary human... e

AFTER OUR |
LITTLE MISHAP /Sl

7| Sweltering by anyone's standards. —
= e S

+ | There seems no end to the crowds. Even the alleyways are

Artemis Fowl: The Graphic Novel (2007)
by Eoin Colfer and Andrew Donkin



NEIL GAIMAN

THE GRAPHIC NOVEL ADAPTATION OF THE MAGICAL NATIONAL BESTSELLER

(ORALT

Adapted & Illustrated by P."Craig Russell

winner of the Harvey and Eisner Awards
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MY WHATEVER WOULD

I HAVE DONE WITH
YOUR OLD PARENTS?
IF THEY HAVE LEFT YOU,
CORALINE, IT MUST BE

BECAUSE THEY
BECAME BORED
WITH YOU.

Rl

sl

NOW, I WILL NEVER .
BECOME BORED WITH YOU,
AND T WILL NEVER ABANDCN

YOU. YOU WILL ALWAYS BE
SAFE HERE WITH
ME.

THEY
WEREN'T

BORED OF
ME. YOU'RE
LYING! YOU
STOLE
THEM!

1L L
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A L
Ve Y i

v
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SILLY, SILLY

CORALINE. THEY ARE
FINE WHEREVER
THEY ARE.

AND SHE
| BRUSHED
THE SUR-
FACE OF
THE
MIRROR

H.
BREATHED
ON IT..

Coraline (2008) by Neil Gaiman (adapted by P. Craig Russell)




v

B L
 OLKIET

'THE WOBBlT

I SHOULD
THIHK 58 — |

4 B s
An illustrated edition of the fantasy classic MK IO IM,

uel
|].,l|]n_'-;7|
7

oy
[
David Wenzel

Sean Deming

WE ARE PLAIN
GUIET FOLE ANP
HAVE MO LSE FOR

ADVERTLRES,

HASTY
D) ST R B S
THiMES ! FMAKE
o

The Hobbit




Language Learning Benefits

0 Beneficial for low-level L2 readers (Krashen, 1996)

a Cognitively appropriate without difficulties of
language above learners’ level

2 20 more rare vocabulary items than a typical chapter
book (Krashen, 1993).

0 Engage reluctant readers (especially adolescent males) -
can connect to them in a way they can’t with text-only
books

0 Gateway to literacy - help develop a taste for
reading/bridge to other literature (Krashen, 1994, 2004)

a As with novels, offer opportunities for raising
intercultural awareness and discussing issues etc.



General learning benefits

Q Provide a reading experience that embraces the
nature of today’s multimedia culture: improving
visual literacy and multimodal literacy

Q Modern media integrates text and images in
new ways, (TV & film, Internet sites, video
games).

Q Graphic novels have elements that are similar
to everything from picture books to video
games to traditional prose.



The Theory Bit

DCT encourages use of both
linguistic and visual
elements - coding an input
two different ways
increases the chance of
remembering that item.

Paivio’s DCT: focus on
general learning

Dual Coding
Theory

e

\\ Krashen: focus
\ on language

\learning
Affective |
Input .
| ) Filter |
\ Hypothesis j

\ Hypothesis

Comprehensibility \

- new language can : N\ / Reduced anxiet
only be acgwred when x\”mﬂﬁ/ N S promotes learning
accompanied by

e and improves
comprehensible input engagement with

input




SMART Teacher benefits

J Synergy — adaptable to curriculum needs and various
literacies

J Motivation - different levels of motivation towards
reading/reading in English

1 Aptitude - different levels of language ability in the
same class: some students make rapid progress,
others struggle along more slowly.

J Relevance - many graphic novels already have cult
status and a large fanfiction following, very often in
English, so taps into extra-mural English learning and
connects to learners’ life-worlds

. Time value - need to increase exposure and value of
time available



Synergies: Cross-curricular opportunities/
potential

English across the curriculum

Content & Language Integrated Learning (CLIL)

0 Graphic novels/format as an aid to content
learning: Integration with other materials/texts



). ROBERT OPPENHEIMER, LEO SZILARD, AND
THE POLITICAL SCIENCE OF THE ATOMIC BOMB

Jim Ottaviani, Janine Johnston, Steve Lieber,
Vince Locke, Bernie Mireault, and Jeff Parker

Fallout

(science & politics of first
nuclear bomb)

The Communist
Manifesto



CHARLES DARWIN’'S

ON THE

e E ) STUFF'LIFE §

| Agraphic guide to genetics and DNA

“Eh - 0 % A7 ' /
. Ty .,.' e s ‘ .MchAEL{ KELLER fl by Mark Schaltz Hiustraied by Zander Cannon
" ;) "H_‘LL :.*i'nu:}.- By gs.[cul A IF__& AGER'F Ll.J.LE'II. ¥ / and Kevin Comoon.
Charles Darwin's on the Origin of The Stuff of Life: A graphic guide to
species: a graphic adaptation (2009) by genetics and DNA (2009) by Mark Shultz,

Michael Keller and Nicolle Rager Fuller. Zander Cannon and Kevin Cannon.



Hybrids and New Formats



SEPTEMBER
ueESga
First of all, let me get Sc:rme-f’nihﬂ s-t‘rdiﬂ’n'fl This
is a JOURNAL, not a &inr?f. T know what i+
says on the cover, but when Mom went out to
bu}( +his -H\iha T SPECIFICALLY +old her 4o
3&4: ohe that didnt sa?r "&Inr}(" on it.

Great. All T need is for some Jer‘k to catch me
curry?hg +his book around and 3e+ +he wrong idea.

,

ONGH

!
B The other +hih5 T want +o clear up r‘iﬂhi‘ d.hrd?(

is that this was MOM’s idea, not mine.

N Cartoons

But if she thinks T'm going to write down my
”-ireelihﬂs" in here or whatever, she’s crazy. So
Just don't expect me to be all “Dear P-‘ur?r” this
and "Dear Dia.r?z" that.

Diary of a Wimpy Kid series (2007 — present)
by Jeff Kinney



The Invention of Hugo Cabret (2007) by Brian Selznick

“..not exactly a
novel, not quite a
picture book, not
really a graphic
novel, or a flip book
or a movie, but a
combination of all

these things”
(Selznick).

Hugo then made sure the gears and levers were moving
accurately, and he checked that the time was correct on
the miniature dial built into the back of the dockworks.
Next he moved through the hidden passageways to the
ring of docks around the train platforms, and then to the
backs of the smaller clocks that faced the interior offices,
including the Station Inspector’s. Looking through the
numbers, Hugo could see the Station Inspector’s desk,
and iin the comer of the office, the cage of a small jail cell
that sat waiting for any criminals caught in the station.
Hugo had seen men and women locked up in there, and a
few times he had even seen boys no older than himself in
the cell, their eyes red from crying. Eventually, these peo-
ple were taken away, and Hugo never saw them again.

From the offices, Hugo followed a long, hidden tunnel to
the back of the dodk opposite the dld man’s toy booth. He
wished he could avoid this clock, but he knew he couldn’t
skip any of them. Peering out through the numbers, Hugo
spied the old man again, alone in his toy booth at the end of
the hallway, looking through the pages of Hugo's notebook.
Hugo wanted to scream out, but he didn't. He oiled the dock
and listened toit carefully. He could tell itwouldn'tneed to be
wound for another dhay or two, so Hugo kept going, until all
twenty-seven docks in the station had been attendled to, just
the way his undle had taught him.

Snowfall

THE OLD MAN SLOWLY SHUFFLED to the front of
the toy booth. He was beginning to close up shop, low-
ering the front wooden grate, when Hugo approached
him from behind. Hugo knew how to walk silently, but
he let his feet fall loudly on the tiles to let the old man
know he was there.

“Pick up your feet, boy.” The old man glanced over
his shoulder. “I hate the sound of shoe heels clicking
on the floor.” The old man continued to close the grate
and lock it.

The halls of the station were nearly empty. Hugo




Use graphic novels in tandem with text-only
versions - supplement and/or replace

J Combining graphic novel version and text-only version
so can focus on key parts of text (for language use, etc
and/or thematic discussion) in an extended reading
experience

(J Compare the grahic and the textual versions
Jworking with visual/multimodal literacy showing
different ways information can be transmitted and
the different effects and emphases inherent in
these different media forms



How different is the reading experience?



CHAPTER ONE
How Nobody Came to the Graveyard

THERE WAS A HAND IN the darkness,
and it held a knife.

The knife had a handle of polished black
bone, and a blade finer and sharper than
any razor. If it sliced you, you might not
even know you had been cut, not
immediately.

From The Graveyard Book by Neil Gaiman

1
How Nobody Came to the Graveyard

Illustrated by Kevin Nowlan

THE KNIFE HAP A HANDLE OF POLISHET BLACK

BONE, AND A BLADE FINER AND SHARPER THAN

ANY RAZCR. IF IT SLICED YoU, YOU MIGHT NOT

EVEN KNOW YouU HAPBEEN CUT, NOT IMMEDIATELY,

THE KNIFE HAD PONE ALMOS T EVERYTHING IT WAS

BROUGHT TO THAT HOUSE To Do, ANC BOTHTHE
BLADE ANZ THE HANDLE WERE WET.




The knife had done almost everything it
was brought to that house to do, and both
the blade and the handle were wet.

The street door was still open, just a
little, where the knife and the man who
held it had slipped in, and wisps of
nighttime mist slithered and twined into
the house through the open door.

The man, Jack, paused on the landing.
With his left hand he pulled a large white
handkerchief from the pocket of his black
coat, and with it he wiped off the knife
and his gloved right hand which had been
holding it; then he put the handkerchief
away. The hunt was almost over. He had
left the woman in her bed, the man on the
bedroom floor, the older child in her
brightly colored bedroom, surrounded by
toys and half-finished models.

Here, a whole page of text from the book is rendered almost totally pictorially in the

graphic novel version



That only left the little one, a baby
barely a toddler, to take care of. One
more and his task would be done.
He flexed his fingers. The man Jack
was, above all things, a professional,
or so he told himself, and he would
not allow himself to smile until the
job was completed.

His hair was dark and his eyes were
dark and he wore black leather gloves
of the thinnest lambskin.

Compare the different information about the same scene conveyed by the

different formats



Teachers “should consider embarking down
this road to alternative graphic multimodal
textual worlds. Most students will welcome
any experiments at ‘going graphic’ in the
English language classroom - and, for that
matter, other areas of the curriculum, such as

history and current affairs” (Templer 2009).



_

Maybe dreams’

really can come
true ©




Appendix

Talking about Graphic Novels



Reading Graphic Novels

J Graphic novels are (usually) read
left to right, just like traditional
texts. Changes to this pattern can
be made for effect

However, there’s no right way to read
a graphic novel, and many readers go
through them differently.

J Some readers will look at the images and words together,

panel by panel
J Some will read all the text on the page and then go back to

look at the pictures
J Some will look at the pictures first and then go back to read

the words



Graphic novels constitute an art form that has become
increasingly sophisticated.

Understanding the artist’s techniques and style can enrich
our appreciation of the work and help us to make wise book
selections for learners:

* Terminology such as panels, gutters, speech bubbles,
thought balloons, and sound effect etc. are specific to
comics and graphic novels (although they can transfer to
other domains)

* Itis important that these concepts and terms are explicitly
taught to students in order for connections to be made
and comprehension to occur.

* Learners should be guided in understanding how the
stories are being told.



The Technical Elements of graphic novels:

* Panels

« Gutter

 Word/Speech balloons (thought and speech)
* Narration

« Sound effects

* Motion lines

 Background colours



Caption/ 0 HER OTHER BEDROOM, IT
. /AS DIFFERENT FROM HER
Narration S0R00N AT KOME.FOR  2ONT
A GTART T HaZ. v 5
ECULIAR  HERE.
DES O
Panel——

FTER LUNCH, CORALINE
WENT DOWN THE HALL

WIT /8 ALOT

THAN My OTHER
BEDROOM,

MORE INTERESTING Vg

Gutter \:

Thought

THERE WERE ALL
S0RTS OF REMARKABLE
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Balloon

(HAKKA

(arra SHATHA qa
—, (HAKKA

R
0%, <

Bleed

Sound
Effect

== Motion Lines

Speech Balloon

From Neil Gaiman’s Coraline



Elements of a Graphic Novel Page Layout

Panels (Frames) - usually squares or rectangles =

containing a single scene. Can also be “Open”
(where one or more, or all, of the panel’s sides
are open to show dramatic effect), or “Splash”
(where one panel takes up the space of several
panels in order to introduce or highlight an
action or character)

Bleed - images spreading beyond the panel’s edges

Gutters - space between panels -

Dialogue Balloons - show communication between
or among characters. Read left to right and/or
top to bottom as appropriate.

Thought Balloons — show a character’s thoughts

Captions - contain information about a scene or
character, act as narrator _

Sound Effects - visual sound clues e.g. Wham!

Motion Lines- indicate how characters or objects
are moving

Art — design features, symbolism, fonts and
lettering style, perspective

Consider the size and shape of panels. How do they fit
together? Do they interrupt or overlap each other? Are
there any images without any panel borders? The gutters
indicate a change (in how time is passing, in where you are,
or in whom you’re looking at or talking to). What do the
gutters add to how you understand the story? What effect
does an image going outside the panel border have?

Think about how the dialogue and narration appears. Are
the words different colours? Written with thicker or thinner
lines? How would that sound? What about the silence
when nobody is speaking? Is there any narration or
description (words in boxes, but not spoken)? How is that
important to how the story unfolds?

Sounds set the scene, signal something off scene, and add
another layer to each story. What sounds do you see? How
are the sounds written—does how they’re written reflect
what it actually sounds like? What gestures do you see?
How do motion lines create an illusion of movement? How
do they add to the visual effect of a static image?

Each creator has their own style. Is the art realistic or
cartoonish? What can you tell from the expressions on
faces, the gestures and movement of characters, the
background and its details? If there is colour, how does that
change over the course of a page or a chapter?




Panael A

2 In this example the oblong

shape of the panel combin-

g £ ed with the ‘worm's eye’

view from below evokes a

it sense of threat. The reader

feels confined and domi-

nated by the monster.

Perspective
The shape of the panel and the use
of perspective within it can be PANELY B @

oy . A Ve
manipulated to produce various i
emotional states in the viewer. GHinp from OG0 i ST In o SABTEErE: i

lates the sense of detachment. The reader has
plenty of elbow room and abowve it all. There is
Panel B little threat or involverment,

‘_P_ANEL A

iREADER

Time

The passage of time can be represented in how panels change
(e.g. lots of small panels in a row, lot of large panels in
succession). Time, in how fast or slowly it seems to pass, is
represented in how panels change.



Many elements of graphic novels are similar to what you see in
films.

Close-up
Images that are shown in a large view. Frequently, close-ups focus on a character’s
face, but they can be used to highlight anything.

Extreme Close-up

Images that are shown in very large view, often focusing on a small portion of a
larger object or character.The image in a comic is drawn as if the artist as zoomed
in very closely on the object or character

Longshot Images that show objects fully, from top to bottom.
When a longshot focuses on characters, the panel shows the characters from head
to toe. Readers can see the character’s full body.

Extreme Longshot
Images that show objects or characters in very small scale. Frequently, extreme
longshots are used to show a full landscape or a crowd of characters.

Reverse Images that are in reverse position from the previous panel.
This technique is often used to show changes speaker or point of view.



The effects of different Panel-to-Panel Transitions

(] Moment-to-Moment

Very little has changed in the panels, very little information needs to be filled in, we don’t
need to use our imaginations very much.

J Action-to-Action (Most common type of transition)
The change sticks to one subject and one action in progress, we see step by step what is
happening to one person. We have to use our imaginations a little, but still not very much.

] Subject-to-Subject (2nd most common type of transition)

We stay with one scene or idea, but we switch to different subjects, going from one person
to another. We have to use our imaginations more now. We have to fill in what'’s
happening between the two subjects

(J Scene-to-Scene (3rd most common transition)

A lot of time or space is crossed. We have to use our imaginations quite a bit to fill in huge
gaps in the story.

O Aspect-to-Aspect
We stay in the same scene, but we see a different aspect of it, the change is in what were
looking at within the scene. E.g., we may get a close-up on something in the scene.

J Non-Sequitur

There’s no logical relationship between the images at all, the panels don’t go together, but
we still try to connect them. Our imaginations still try to make a story out of the images
and figure out what happens in the gutter.



The Gutter: the white “space” between the panels.

(J The gutter is one of the most important elements in graphic novel
design. Action happens “in the gutters,” or in the spaces between each
panel as well as inside the panels.

It is the space where the reader’s imagination can create what is not
shown. The gutters are where the action and movement of the story
occur in the mind - the reader uses his/her imagination to figure out
what happens in that white space.

(1 Our imagination takes two separate images and transforms them into a
single idea. Readers connect the images in the panels to construct a
continuous story. McCloud calls this “closure” - when the mind pieces
together cues or evidence given to create a complete image or story.

“Its all in the eyes. Within these panels, we can only convey
information visually. But between panels, none of our senses are
required at all. Which is why all of our senses are engaged.”
(McCloud p. 89)



A graphic novel creator can be like a film director in deciding what each
panel and page shows.
O What are you seeing in each panel?
What are you not seeing?
What about the “camera angle”?
What about the distance from the subject of the panel?
Are there any sound effects?
Why did the creator make those choices?

O 0000

In prose works, the reader finds details in the textual descriptions. In
graphic novels, details are in the images in the background, character
design, clothing, and objects. What does each detail tell you about the
characters? The place? The world?

O Think about what is learned from just the words. Then think about
what is learned from just the images. Are they telling you the same
information, or are they giving you different information? How do they
work together?

Q If you take out any one of these, what do you lose? Can you still
understand the story?



For creating comics/graphic novels of your own
(teachers or learners)

http://www.toondoo.com/

Registration (free) required
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