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INTRODUCTION

This course,FMC116: Elements of Film Production is designed for

students studying to acquire a B.Sc. in Film Prtidac The course is

divided into 3 Modules and 10 Study Units. It imad at giving students
a strong professional background on the principtesterials, techniques,
and technologies for visual design in film prodans. The course
simplifies and explains the elements of designpwd and space, and
makes it possible for students to understand tbegsses for simple set
design, prop-making, special effects, costume, m@kand graphics in

film production.

At the end of this course, the students shouldie ® understand and
use the principles of visual design to produce &nspts and props, and
also be able to explain the roles of special effembstumes and makeup
in film production. As a result of to the technicadture of this course,
students are advised to be attentive to the exsicifustrations, self-
assessment and tutor- marked assignments, incltutiogal classes that
are linked to this course.

WHAT YOU WILL LEARN IN THISCOURSE

In this coursé;MC116: Elements of Film Production, you will be
introduced to the principles of visual design, unthg colour, set design,
prop-making, special effects, costumes, makeumation and graphics.
You will learn how to identify, mix and use colounspractical exercises,
as part of the basic processes of visual design.

COURSE AIM

This course aims to give students a basic undefisigrof visual design
in film production, using elements such as colaet design, props,
special effects, costume, makeup, animation anghgea. It is hoped that
the knowledge gained from this course will enhastadents’ proficiency
in the application of elements of visual desigfilim production.

COURSE OBJECTIVES

At the end of this course, you will be able to wstiend the basics of the
following:

The colour wheel and how colours relate to eachkroth

The difference between set design and prop-making.

Types and uses of special effects.

The difference between costume and makeup.

The difference between animation and graphics.

agrdPE
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WORKING THROUGH THIS COURSE

To complete this course, you are required to stallythe units, the
recommended text books, and other relevant mateEalch unit contains
some self-assessment exercises and tutor-markeghments. Also, at
some point in this course, you are required to subme tutor-marked
assignments. You are required to take a final ematan at the end of
this course. Below are the components of this @argd what you are
expected to do.

STUDY UNITS

There are 10 study units integrated into 3 modidethis course, as
follows:

1. Module 1: Introduction to Principles of Visual Design

Unit 1: Elements of Design
Unit 2: Understanding colours

2. Module 2: Materials and Methods for Simple Set Design and
Prop-making.

Unit 1: Understanding Set Design
Unit 2: Understanding Props in Productions

3. Module 3: Special Effectsin Film Production

Unit 1: Technologies and Techniques of Special dffe
Unit 2: Making and Using your own Blood Squib fquegial Effects

4. Module 4: Introduction to Costume and M akeup.

Unit 1: Understanding Costume in Productions.
Unit 2: The Nature of Makeup for Performance.

5. Module 5: Understanding Animation and Graphics.

Unit 1: Introduction to Animation
Unit 2: Understanding Graphics

References and Further Readings
Each unit in all the 3 modules has a list of boskggested for further

reading, to help you have better understanding@ttbntent and context
of the course.
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ASSIGNMENT FILE

You shall be given an assignment file in due caurs¢his file, you will
find details of all the work you must submit to yautor for marking. The
marks you obtain from these assignments count tbsvére final grade
for the course. There is a total of 10 tutor-markedignments for this
course.

PRESENTATION SCHEDULE

The presentation schedule to be included in thisssoguide will provide
you with important timelines for completing and mutiing each tutor-
marked assignment. Please endeavour to meet tdéndesa

ASSESSMENT

In this course, you shall be assessed through-toéoked assignments
and the written examination too. Conversely, yo& expected to pay
attention to the creative processes outlined ircthuese, and demonstrate
keen understanding in the tutor-marked assignmentshall submit for
formal assessment, in accordance to the timelinesng The work
submitted will count for 40% of your total coursernk, while the final
examination will account for 60% of your total seor

TUTOR-MARKED ASSIGNMENTS (TMA)

In this course, there shall be 10 TMASs, represgntine assignment for
each of the 10Study Units. It is mandatory to sulahiyour TMAS, from
which your best four scores will be entered. Thamefcomplete and send
your assignments to the Tutor within the stipulatieteframes. If you
have compelling reasons for default, please cogtaat Tutor before the
assignment is due to discuss the possibility oérsibn. Extension will
not be granted after the deadline, unless in esdiaary cases.

FINAL EXAMINATION AND GRADING

The final examination foFMC116: Elements of Film Production will last
for a period of three hours and have a value of @@%he total course
grade. The examination will consist of questionschireflect the self-
assessment exercises and tutor-marked assignmieatsyou have
previously done. Since the examination will coviéisabject areas, it is
strongly advised that you review your TMAs befdre examination.

Vi
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COURSE MARKING SCHEME

The following table includes the course markingesob

COURSE GUIDE

Assessment Marks
Assessment 1-10 10 assignments, 40% for the|best
4.
Total 10% x 4 = 40¢
Final Examinatio 60% of overall mark
Total 100% of Course mar
COURSE OVERVIEW
The Table below indicates weekly schedule of activities and the
assessment assignments.
M odule/Unit | Activity Week Assessment
Course Guide Week 1
Module 1 I ntroduction to Principles
of Visual Design
Unit 1 Elements of Design Week 1|  Assignmept
1
Unit 2 Understanding colours Weeks| Assignment
2& 3 2
Module 2 Materials and Methods
for Simple Set Design and
Prop-making
Unit 1 Understanding Set Design ~ Week | Assignment
&5 4
Unit 2 Understanding Props |Week 5| Assignment
Productions &6 5
Module 3 Special Effects in Film
Production
Unit 1 Technologies andWeek 7 | Assignment
Techniques of Special 7
Effects
Unit 2 Making and Using yourWeek 8&| Assignment
own Blood Squib for9 8
Special Effect
Module 4 Introduction to Costume
and Makeup
Unit 1 Understanding Costume iWeek 10 | Assignment
Productions 10
Unit 2 The Nature of Makeup forWeek 11 | Assignment
Performanc 11

Vil
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Module 5 Understanding Animation
and Graphics
Unit 1 Introduction to Animation | Week 12 Assignment
12
Unit 2 Understanding Graphics Week 13 Assignment
13

HOW TO GET THE MOST FROM THE COURSE

There is a difference between distant learning aitbknding a
conventional university. While students in convenél university
programmes have physical contacts with lecturers w@mors within
designated places in distance learning, the stody teplace the lecturer
in virtual spaces. The huge advantage of distageing is that you can
use specially designed study materials to leayoat own time and place.
Using carefully designed modules, units and exesgithe study guide
shows you what to study and how to study, includivegrelevant texts to
consult. All of these are woven together to achiaveet of learning
objectives. Therefore, to make the most of youretiosing this study
guide, the moment you finish a unit, you need tdbgok and read the
objectives and ensure that you achieved them.

To facilitate easy learning, self-assessment esesciare provided
throughout the units, to aid personal studies arsaee provided at the
end of the unit. Working through these self-testsivelp you to achieve
the objectives of the unit and also prepare you tigior-marked

assignments and examinations. The following prattstrategies will

help you make the most of this study guide:

1. Carefully read the course guide.

2. Organise a study schedule for yourself, using aydéad time-
table in which you have noted the times you wikksg on each
unit and its specific exercises.

3. Stick to your own schedule, because the main reasgrstudents
fail is that they fall behind in their course work.

4. Since this course has practical components, pkesgre you buy
and use your design materials in specified exescise

5. If you get into difficulties with your schedule galse let your tutor
know before the problem leads you to a failure.

6. Consult appropriate books from your recommendetstag you
work through each unit.

7. Do all your assignments carefully, because eathevh has been

carefully designed to give you specific knowledgel &elp you
develop certain skills.

viii
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8. Before moving to the next unit on your schedulejia® the
objectives of each study unit to confirm that yavé achieved
them.

9. After submitting an assignment to your tutor forrkiag, do not
wait for its return before starting on the nexttuiieep to your
schedule and pay particular attention to your tstcomments on
the tutor-marked assignment form and on the assghnConsult
your tutor as soon as possible if you have any tores or
problems.

10. After completing the last unit, review the coursed grepare
yourself for the final examination. Check that ylwave achieved
all the objectives in all the units.

FACILITATION

A total of eight hours of tutorial is provided ingport of this course. You
will be notified of the dates, time and locatiogather with the name and
phone number of your tutor as soon as you areattolca tutorial group.
Your tutor will mark and comment on your assignrseikeep a close
watch on your progress and on any difficulties yoight encounter and
provide assistance to you during the course. Yostmuail your tutor
marked assignment to your tutor at least two waksdbefore the due
date. Your tutor will mark and return them to yaus@on as possible.

Make every effort to attend all tutorials, as tisahe only chance to have
one-on-one contact with your tutor and get instasponses. You can
raise any problem encountered in the course of gualy. For maximum

benefit, prepare a question list prior to attendimgrials to enable you

participate actively in the discussion. If you néwtp with any aspect of
your study, do not hesitate to contact your tutptddephone, e-mail or
discussion board.
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MODULE 1 INTRODUCTION TO PRINCIPLES OF
VISUAL DESIGN

Unit 1 Elements Of Design

Unit 2 Understanding Colours

Unit 3 Understanding Set Design

UNIT 1 ELEMENTSOF DESIGN

Unit Structure
1.0  Introduction
2.0  Objectives
3.0 Main Content
3.1 What is design?
4.0 Conclusion
5.0 Summary
6.0  Tutor-Marked Assignment
7.0 References/Further Reading

1.0 Introduction

This unit is designed to introduce you to the eletmef design. It enables
you understand design and how proper use of tiheegits help us achieve
visually pleasing productions. To make the mosttlug unit, it is
recommended that you go through the entire units rmandule in the
systematic manner it is presented in this course.

2.0 Objectives

At the end of this unit, you should be able to lu® following:

. Understand what design is.
. Understand the elements of design.
o Understand how the elements are used together ddupe

pleasing designs.
3.0 Main Content
3.1 What is Design?

In our context of film production, a design is arefally planned
arrangement of all the materials and objects of peips, costume,
makeup, special effects and other visual elemédrdas help realize a
production. While the term, “design” may refer @ tcontemplation and
production of an item of production such as a poogostume, it also
refers to how to arrange all the items produce@amuired for use in

1
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achieving the visual dimensions of a film produetikemember that a
film is a “motion picture” made by using a camera.

However, all the objects the camera must catchinvith picture frame,

including their colour, size, how they are arranged the visual effects
must be designed through a careful process of pgoi&ion, planning,

drawing, materials manipulation and spatial arramgg. All of these

processes that produce the visual elements inna filoduction are

considered to be design activities. The person prioduces a design is
called a designer. The sequence of design actvisecalled design
process, which is determined by the specific natfrevhat is being

produced, the materials used, and the functiomeffinal product. For

instance, if you are producing a calendar to deéeaavall, you only need
to print out that design with a desktop computestesyn on paper, which
will take only a few minutes of design processes.

However, if you were to design a house as pati@set for a film shoot,
you will need several materials, including planks/ood, plywood, nails,

paint, etc, including the services of a carpemgamter and electrician (if
you do not have those skills yourself). Even if vioave these skills
yourself, you cannot do it all alone because iuness several days and
man-hours to achieve. In essence, the design mdoes wall calendar
is much simpler than that for more complex visulgimeents of film

production such as set construction, prop makingven makeup design.

Since film is a collaborative production of seveadists, designs do not
just remain in the mind as contemplated ideas. Thest be put down on
paper as sketches, drawings, and colour rendettiagspecify material,
dimensions, colours and placements. This becomesnalate of the
design that enables the director and other artismoking on the
production to know what to expect and how to prdosgh construction
for the production. All designs must satisfy certgbals and constraints
such as aesthetic, functional, economic, or sooliiqal considerations.
A design should project the beauty of the intengiediuction, contribute
to telling the film’s story, fit a pre-determineddyet and also fall in line
with the social and political frameworks of the mmtes. From the
explanations above, it is clear that the processesting a design can be
brief (quickly produced) or lengthy and complicatechvolving
considerable reflection, modelling, materials matapon, finishing and
re-design.

3.2 The Elements of Design
In visual design, elements of design are the Hasiding blocks for all

types of art works. They are what make up the vadrkrt. The elements
are shown in the illustration you will find usinigi¢ link:
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https://lwww.brightonk12.com/site/handlers/filedowatl.ashx?modulei
nstanceid=273&dataid=1168&FileName=design-elements-
principles.pdf

The elements of design are listed and explainetkiails bellow:

(i) Line

Line is an element of art used to draw or definapsh contours, and
outlines and to also suggest mass and volume eAntiay be a continuous
mark made on a surface with a pointed tool or ietply the edges of
shapes and forms of an object.

Characteristics of Lines

Lines have certain characteristics, which incluthesfollowing:

a) Width: thick, thin, tapering, uneven.

b) Length: long, short, continuous, broken.

C) Direction: horizontal, vertical, diagonal, curving, perpendar,
oblique, parallel, radial, zigzag.

d) Focus: sharp, blurry, fuzzy, choppy.

e) Feding: sharp, jagged, graceful, smooth.

Typesof Line

a) Outlines: Lines made by the edge of an object or its sitizu

b) Contour Lines: Lines that describe the shape of an object aed th
interior detalil.

C) Gesture Lines: Lines that are energetic and catch the movement
and gestures of an active figufketch Lines: Lines that capture
the appearance of an object or impression of a&plac

d) Calligraphic Lines: Greek word meaning "beautiful writing."
Precise, elegant handwriting or lettering done laydch Also
artwork that has flowing lines like an elegant harting.

e) Implied Line: Lines not actually drawn but created by a grotip o
objects seen from a distance. Implied line is tinection an object
is pointing to, or the direction a person is loakat.

(i) Shape

A shape is formed when a line crosses itself @argacts with other lines
to enclose a space. Shape is two-dimensional amdehgth and width.

Shapes, geometric or organic, add interest. Shapesdefined by

boundaries, such as a lines or colour, and thegfger used to emphasize
a portion of the page. Everything is ultimately lege, so you must
always think in terms of how the various elemerftyaur design are

creating shapes, and how those shapes are inteyacti
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Categories of Shapes:

a) Geometric Shapes: Circles, Squares, rectangledriandles. We
see them in architecture and manufactured items.

b) Organic Shapes: Leaves, seashells, and flowes@aaic shapes.
We see them in nature and they have free flowinfgprimal and
irregular characteristics.

C) Positive Shapes: In a drawing or painting, positlieapes are the
solid forms (positive space) in a design such bsval of fruit. In
a sculpture, positive shapes are solid areas os¢hépture that
remain after removing portions of the sculpture.

d) Negative Shapes: In a drawing or painting, the sgaound the
positive shape is negative space. Negative spactooa a shape
when it meets a positive shape. Negative spacencarde the sky
or spaces between objects. In sculpture, the negagpiace is the
portion that is removed from a sculpture. The negatpace can
become a shape when it meets the positive forrheo§tulpture.

e) Static Shapes: Shapes that appear stable andyrestin

f) Dynamic Shapes: Shapes that appear to be movingaive.

(iif) Form

The form of a work is its shape, including its wvokeior perceived volume.
A three-dimensional artwork has depth as well adtltwiand height.

Three-dimensional form is the basis of three dinwra works of art

such as sculpture and ceramics. However, two-dimealkartwork can

achieve the illusion of form with the use of pexdpe and/or shading or
modelling techniques. For example, shading a circle certain manner
can give it the illusion of a sphere. Form is theee-dimensionality of an
object, while shape is only two-dimensional. Youn ¢t®ld a form, walk

around a form, and in some cases walk inside a.form

(iv) Colour

Colour comes from light and if light did not existe would not have
colour. The main source of light in our universehes sun. Light rays
move in straight paths from a light source suclthassun. Whereas the
sun’s light appears to be white, the light inclu@disthe colours of the
spectrum. We can pass white light through a glaissnpto separate all
the colours and create a rainbow of colours. Alfjeots in our
environment are hit by light rays and some of thiewr rays in the light
are reflected by the objects. We are able to sgishbecause our eyes
see only the colour reflected by the object. Fatance, a blue ball
reflects all the blue light rays. As designers,use pigments in the form
of powder, paste, liquid or solids to paint andateecolour. In the next
Unit, we shall discuss colour in detail.



FMC116 MODULE 1

(v) Value

Value is the range of lightness and darkness wighpicture. Value is
created by a light source that shines on an objeetting highlights and
shadows. It also illuminates the local or actuédapof the subject. Value
creates depth within a picture making an objeck |toee-dimensional
with highlights and cast shadows, or in a landscalpere it gets lighter
in value as it recedes to the background givinglthsion of distance.

Categories of Values

a) Tint is adding white to a colour paint to creagter values such
as light blue or pink.

b) Shade is adding black to a paint colour to creat& dalues such
as dark blue or dark red.

C) High-Key is a picture with all light values.

d) Low-Key is a picture with all dark values.

e) Value Contrast is light values placed next to daalues to create
contrast or strong differences.

f) Value Scale is a scale that shows the gradual ehangalue from
its lightest value, (white) to its darkest valu&a@k).

(vi) Texture

Texture is the surface quality of an object. A rooky be rough and
jagged. A piece of silk may be soft and smooth, youat desk may feel
hard and smooth. Texture also refers to the illusdd roughness or
smoothness in a picture.

Categories of Texture

a) Real Texture is the actual texture of an objectiség may create
real textures in art to give it visual interesewoke a feeling. Real
texture occurs only in a three-dimensional scubptr a collage.
A piece of pottery may have a rough texture soithvaill look like
it came from nature or a smooth texture to makeok burnished.

b) Implied Texture in two-dimensional art is made ¢toKk like a
certain texture but in fact is just a smooth pieE@aper. Like a
drawing of a tree trunk may look rough but in fides just a smooth
piece of paper.

(vii) Space

Space refers to the whole area in which a threexsmonal art work such
as a chair in a constructed film set is display@dthe surface such as
paper upon which a two dimensional sketch is madéoth cases, the
space used up by the work of art itself is callpdsitive space”, while
the unused space surrounding the art is calledathegspace”. Just as an
actor can walk around objects in a film set to lakhem, the eyes can
also move around the unused spaces of a two dioreislrawing to look
at the various components of the design.



FMC116 ELEMENTSOF FILM PRODUCTION

Categories of Space

a) Positive space —is the actual space occupied by the object ilma f
set.

b) Negative space —is the unused space around the objectin a éim s

C) Picture Plane is the flat surface of the drawing paper, on which
you draw your designs.

d) Composition is the organization and placement of the elememts
your paper or set design.

e) Focal Point is the object or area you want your audience ¢togo
on.

3.3 Perspective

Perspective is the method used in a two dimensiaralork to create
three dimensional space. In visual design, theeetwo basic types of
perspectives: aerial perspective and linear petisigec

Types of Perspective
Aerial or Nonlinear Perspective

This is the method of showing depth that incorpesathe following

techniques:

a) Position — Placing an object higher on the page makespeap
farther back than objects placed lower on the page.

b) Overlapping - When an object overlaps another object it appear
closer to the viewer, and the object behind app@atiser away.

C) Sze Variation - Smaller objects look farther away in the dis@anc
and larger objects look closer to us.

d) Colour - Bright colours look as if they are closer to yaoud neutral
colours look as if they are farther away.

e) Value- Lighter (not brighter) values look as if they &ether back
and darker values look as if they are closer. Famle, when
you are travelling on the road, the forest in tistashce often look
bluish and lighter than the trees that are closehé¢ car you are
travelling in.

Linear Perspective

This is the method of using lines to show the ibaof depth in a picture.

The following are types of linear perspective.

a) One-point perspective - When lines created by tihgeeof an
object or building look like they are pointing toet distance and
these lines meet at one point on the horizon. Boaseexample,
stand in the middle of a railway line and look ithte distance. The
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lines of the rails will appear to come togethethia distance, as the
picture bellow shows.

— - | T—

& r

VanishingpoN M ~~ Vanishing point 2

b) Two-point perspective — This is an additional laded to one-
point perspective that goes to a different pointt@nhorizon line.
For example, stand at the corner of a buildingland down both
sides. You will notice the effect of a two pointrgeective as
shown in the diagram above. This type of perspecatiomes to
play when your design sets for a film production.

4.0 Self-Assessment Exercise

What is a design?

What are design activities?
List 7 elements of design.
List 3 types of perspective.
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5.0 Conclusion

All the elements of design explained above ard totaisual design, and
are also very important to the principles and pecaatf production design.
To be able to design for film production, it is ionant to learn and master
these basics of visual design by reading the fe’gwing the tutorials
and doing the assignments diligently.

6.0 Summary

In this unit, we have been able to understand wésign is, including the
elements of design, and how the elements are aggdhier to produce
pleasing designs. We have also identified and wholed types of spaces
and how the principles of perspective help to use define space in
design.

7.0 Tutor-Marked Assignment
1. Why is design necessary in film production?
2. Explain two types of spaces.

8.0 References/Further Reading

Ajibade, Babson and Effiong Omini (2014). Creatared Media Arts: A
Practical Source Book. Calabar: Spindrel IntermaticCompany.

Lupton, Ellen and Phillips, Jennifer. Graphic Desighe New Basics;
Princeton Architectural Press. New York, NY; 2004.

Munari, Bruno, Patrick Creagh (2008). Design as. Atestminster,
London: Penguin Classics.

Omini, Effiong and Babson Ajibade (1999). Promotidmt and Design:
An Integrated Approach to the Basics. Eds. Effi@mini and Babson
Ajibade. Calabar: Baaj International Company.
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UNIT 2 UNDERSTANDING COLOURS

Unit Structure
1.0 Introduction
2.0  Objectives
3.0 Main Content
3.1 Materials Needed
3.2 What is Colour?
4.0 Self-Assessment Exercise
5.0 Conclusion
6.0 Summary
7.0  Tutor-Marked Assignment
8.0 References/Further Reading

1.0: Introduction

In Unit 1, we had an overview of what design igludling its elements,
types of spaces and how the principles of perspedtelp to use and
define spaces in design. This unit introduces agitaiproperties, how to
mix and use them, including their basic meanings$eisign. To make the
most of this unit, it is recommended that you fetrhaterials stipulated,
go through the entire unit and do the exercisecated.

2.0: Objectives

At the end of this unit, you should be able to lu® following:

. Understand what colour is.

. Understand how to mix and derive colours in design.

. Understand how to apply colours to surfaces to yredpleasing
designs.

3.0 Main Content
3.1 Materials Needed

As a design subject, this course has a practicapooent that must be
fulfilled to enable you make the most of it. Themef, you have to buy
some basic design materials that will help youisealhe objectives of
this course, and do your assignments. The followiagle indicates the
materials you need to buy, what they are usedwdah an illustration
under it (Fig. 1):
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table

work

Sketch Pad (A4 size) 1 It is the paper on which yail
make all your initial sketches and
put down your ideas.

2b pencil 1 For sketching and drawing

Eraser 1 For erasing unwanted pencil lines.

Plastic ruler For drawing straight lines

Poster colours (atl set For colouring your designs

least 50ml of white

black, yellow, blue

red)

Colour pencils 1 set For colouring designs

Set of brushes 1 set For applying poster colowwotar
designs

Plastic palette 1 For mixing poster colours

Craft knife 1 For cutting design paper and other
light materials

Scissors 1 For cutting design paper and other
light materials

Drawing board or1l The surface on which you will

10
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Set of

~ € Set of

A — Eraser
2b N> é—j
<€ Plastic

Scissor .

Fig. 1: An illustration of the materials neededtluis course. They can be
bought at any art or stationary shop

3.2What is Colour?

Colour is the element of art that is produced wiiggtt strikes an object,
and is reflected to the eye. In other words, tHewof objects you see is
determined by the nature of light that shines omnd is reflected into
your eyes. As a production designer, colour is yoasic language, and it
defines how the dramatic action will be communidatad understood by
your audience. All the visual aspects of the préidacsuch as set, props,
costume, makeup, etc. depend on colour to haveitgemd meaning.
For example, if you selected one colour for a fdet, props, costumes,
makeup and lighting, it will be difficult indeed rfoyour audience to
visually separate each object in the scenery filmarrést. At best, it will
be a mass of one colour, which will distract yowdiances from
understanding the film. In other words, the comroation in a film
production will likely be less “effective” if oneotour is used on all the
visual elements. Just imagine you are seeing aerawil everything in
the scene is yellow. It will be difficult for yow tpick out details and
follow the story.

To prevent this problem in visual design, colours earefully selected
for various aspects and objects in the scenery,cantbined in such a
way as to help tell the story, along with the actié/hile some props and
items used in a film set may be acquired in thews needed, most others

11
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need to be specifically coloured according to the-getermined

production design. While a design is a carefulgnped arrangement of
all the materials and objects of set, props, costumakeup, special
effects and other visual elements that help reaipeoduction, colour is
the element that gives character and visual meaniagproduction.

In visual design, colours are applied to surfasgsigments. Pigments are
finely milled substances that provide the necesealyurs for painting a
surface or object. Pigments particles are not akate but combined with
binders. Binders are substances that both binganecles of pigment
together, and make them adhere to the surface achwhe paint is
applied. Various types of paints, with specific égpof binders are
available to the designer. The choice will dependtlee surface to be
painted and the method used. Paints can be putiabeickets, jars or
in spray cans. While paints from buckets and jans lbe applied with
brushes and paint rollers, those in spray-cansa@&ed on. Thus, as a
film production designer, it is important to knowaat colours, how they
are mixed and used, including the meanings thabucsl assume.
Generally, the type of paint you can use will beedmined by the type of
surface you wish to paint. Some paints are watgstant, while others
are water-soluble. However, whichever type of pais¢d needs to be
mixed before it is used. Experienced designersataige paint straight
from its container. Paints are mixed to get thétrigplour and shade for
the particular job at hand

3.3 Categories of Colour

A Colour Wheel (Fig 2) is a design tool used toamrige colour. It is made
up of the following categories:

. Primary Colours: Red, Yellow, and Blue. These cdazannot be
mixed, they must be bought in some form.

o Secondary Colours: Orange, Purple/Violet, and Greédmese
colours are created by mixing two primary colours.

. Tertiary Colours: A tertiary colour or quaternarylaur (called

intermediate colours) is a colour made by mixinthesi two

secondary colours or one primary colour with oneosdary
colour adjacent to it on the colour wheel. Tertiapjours are a
combination of full saturation of one primary coloplus half

saturation of another primary colour and none dfial primary

colour. Tertiary or intermediate colours includedR®range,
Yellow Green, Blue Violet, etc.; mixing a primaryitiv a

secondary creates these colours.

. Complementary Colours: These are colours lying sjgpaeach
other on the colour wheel. When placed next to edbbr they
look bright and when mixed together they neutradiaeh other.

o Warm colours are those such as yellow, orange eshd r

12
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o Cold colours are those such as blue, green, grey

D
&

Fig. 2: A colour wiicer, showing the basic colouxplained above. Not
the purity and brightness of the primary colourgamtrast to others on
the wheel.

3.4 Some Coloursand their Common M eanings

At the emotional level, all colours have a meanintpich do help a

designer to add visual layers to a production fikthile warm colours

such as red, yellow, or orange invigorate us, cotburs such as blue,
green and grey tend to have a calming effect oneaads. But there is
also a cultural level to the meaning of coloursdAins essential to learn
about this cultural extension of colours. For ins& in many parts of the
Western world and Africa, black is the colour ofatteand mourning.

However, among many cultures of Asia and the Eddigéria, the colour

of mourning is white. There are certain basic megsiattached to some
colours, as follows:

1 Red Anger, passion, rage, desire, excitementgg
speed, strength, power, heat, love, aggression,
danger, fire, blood, war, violence.

2 Yellow Wisdom, knowledge, relaxation, joy, hapgss,
optimism, idealism, imagination, hope,
sunshine, summer, dishonesty, cowardjce,
betrayal, jealousy, covetousness, deceit, iliness,
hazard.

3 Blue Faith, spirituality, contentment, loyalty,
fulfilment peace, tranquillity, calm, stability
harmony, unity, trust, truth, confidenge,

13



FMC116

ELEMENTSOF FILM PRODUCTION

conservatism, security, cleanliness, order,
water, cold, technology, depression.

5Ky,

Orange

Humour, energy, balance, warmth, enthusi
vibrant, expansive, flamboyant.

as

Green

Healing, soothing, perseverance, tenasxty-
awareness, proud, unchanging nat
environment, healthy, good luck, renew
youth, vigour, spring, generosity, fertilit
jealousy, inexperience, envy.

ure,
al,

Purple/Violet

Erotic, royalty, nobility, spirituality, ceremon
mysterious, transformation, wisdot
enlightenment, cruelty, arrogance, mourni
power, sensitive, intimacy.

Brown

Materialistic, sensation, earth, home, oatd,
reliability, —comfort, endurance, stabilit
simplicity

Pink

Love, innocence, healthy, happy, cont
romantic, charming, playfulness, soft, delicg
feminine.

ent,
ite,

Black

No, power, sexuality, sophistication, folitya
elegance, wealth, mystery, fear, anonym
unhappiness, depth, style, evil, sadn
remorse, anger.

ity,
PSS,

10

White

Yes, protection, love, reverence, puf
simplicity, cleanliness, peace, humili
precision, innocence, youth, birth, winter, sn¢
good, sterility, marriage (Western culture

death (Eastern cultures), cold, clinical, sterile.

ity,
Y,
DW,

s),

1}

11

Silver

SILVER - riches, glamorous, distinguish
earthy, natural, sleek, elegant, high-tech.

ed

12

Gold

Precious, riches, extravagance. warm, we
prosperity, grandeur.

alt
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3.5 Stepsfor Mixing Colours

1. To mix orange

a) Open the bottle of yellow poster colour.

b) Scoop some unto the pallet.

C) Put a few drops of red poster colour unto a diffeqgosition on

the pallet.

d) Using the bottom of your brush, put a little bitrefl poster colour
in the yellow.

e) Mix the two colours very thoroughly with the brestbart of your
brush.

f) If you need to, add a bit more red to achieve yimsired orange
colour.

9) In mixing colours, always make sure that each aoloplaced on
a different point on the pallet to avoid muddling, as shown
below.

0 I

2. Tomix pink

a) Open the bottle of white poster colour.

b) Use the bottom of the brush to scoop some untpaliet.

C) Clean the bottom of the brush each time you use it.

d) Use it to scoop a few drops of red poster colouo undifferent
position on the pallet.

e) Using the bottom of the brush, take a little bired poster colour
and put in the white colour.

f) Mix the two colours very thoroughly with the bristpart of the
brush.

0) If you need to, add a bit more red to achieve yaesired pink
colour.

3. Tomix green

a) Open the bottle of yellow poster colour.

b) Use the bottom of the brush to scoop some untpaliet.
C) Clean the bottom of the brush.

15
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d)
e)
f)

)

Scoop a few drops of blue poster colour unto sedkifit position
on the pallet.

Using the bottom of the brush, take a little bibbfe poster colour
and put in the yellow colour.

Mix the two colours very thoroughly with the bristpart of the
brush.

If you need to, add a bit more blue to achieve yamsired green
colour.

4. To mix dark green

a)
b)
c)
d)
e)

f)

g)

Mix your green following the steps in “3” above.

Open the bottle of black poster colour.

Use the bottom of the brush to scoop some untpaliet.

Clean the bottom of the brush.

Using the bottom of the brush, take a little bitotdick and put in
your green poster colour.

Mix the two colours very thoroughly with the bristpart of the
brush.

If you need to, add a bit more black paint to achigour desired
dark green colour.

5. To mix purple

a)
b)
c)
d)
e)

f)

)

Open the bottle of red poster colour.

Use the bottom of the brush to scoop some untpaliet.

Clean the bottom of the brush.

Use it to scoop a few drops of blue poster colouo & different
position on the pallet.

Using the bottom of the brush, take a little bibbfe poster colour
and put in the red colour.

Mix the two colours very thoroughly with the brestbart of your
brush.

If you need to, add a bit more blue to achieve yamsired purple
colour.

6. To mix light purple

a)
b)
c)
d)
e)

f)
)
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Mix your purple following the steps “5” above.

Open the bottle of white poster colour.

Use the bottom of the brush to scoop some untpaliet.

Clean the bottom of the brush.

Using the bottom of the brush, put a little bityolur purple poster
colour in the white colour.

Mix the two colours very thoroughly with the brestbart of your
brush.

If you need to, add a bit more purple paint to ectiyour desired
light purple colour.
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Now you have learnt how to mix colours and derie¢hldight tones and
dark shades. In mixing colours, always remembadrttteaweaker colour
is always first before you apply the stronger colou

3.6 Applying Colour to Surfacesin Production Design

Many objects of set and props require us to applgws to them either
to make them look nice or to make them fit to thedpiction design and
scenery. Different objects will require differenbéts of paint, depending
on the materials used in making them. Some pakegpbster colour are
water soluble, acrylic colour is water soluble wheat but is water

resistant when dry. Oil paints are water resistamen dry and are best
for objects that will be handled often. Some of sluggestions that you
can experiment with are shown in the Table below.

Type of Set/Prop object Type of Paint

Paper Poster colour, acrylic paint
Beads Oil paint, Acrylic paint
Glass works Oil paint

Wood Oil paint, Acrylic paint
Plastics Oil paint, Acrylic paint
Pottery and clay Oil paint

Most materials Spray cans

Stepsfor Applying Coloursto Surfacesin Production Design

1. Painting Pottery

o Cover your work table with old newspaper.

o Use a clean rag to remove all dust from the pot.

o Following the steps in colour mixing, mix the caloof your
choice.

o If you will like to apply multiple colours to yoysottery, mix all

colours separately.

. Use a brush to take some paint from the palletsauoad dripping.

o Gently apply the colour to the pottery, brushingated fro to
achieve an even spread of paint.

o If you want patterns on the pot, you must draw thanpencil
before you start to paint.

17
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. In painting drawn objects or patterns, hold thegrat use smaller
brushes to apply the paint.

o To avoid contaminating your paints, wash brushdbghly before
using it on other colours.

o While working, place all brushes (bristle up) ie ttup, as shown

in the picture bellow.

- .

. If your work requires several colours, allow thestfito dry before
you apply the next colour.

o After painting, allow some time for the paint to/dr

o Clean up your work space.

o Wash your hands thoroughly with soap and wateroif used oil

paint, you may first clean your hands with turpeator kerosene
before washing with soap and water.

You can use the above procedure to paint any ggbduction object
of your choice. What needs be considered is theaththeme, scenery
and predetermined design. Budget is also a creoasideration, as
some types of paint are more expensive than others.

4.0 Self-Assessment Exercise

. List the 3 primary colours.
o List the 3 secondary colours.
o List the 3 tertiary colours.

5.0 Conclusion

There are more colours than indicated on the coloheel above.
However, for our purposes here, the basic onegdreated to help you
understand colour in the context of design. Pryncatours are the purest
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forms, from which all others are mixed and derivBao primary colours
mix to give you a secondary colour. Two secondaigwrs mix to give
you a tertiary colour. But intermediate colourauteBom mixing primary
and secondary or secondary and tertiary colourku€oare very vital in
design for film production, as all aspects of thevia depend on colour
as a visual metaphor for aesthetics, functional emotional
communication with audiences. To be able to defgfilm production,
it is important to learn and master the basicotdur by reading the text,
following the tutorials and doing the assignmetigdntly.

6.0 Summary

In this unit, we have been able to understand wblatur is, how to mix
them to derive other colours, including the commmeanings that certain
colours portend. We have also understood primaygorsdary, tertiary
and intermediate colours and their relationshipaoh other. These have
serious implications for film and production design

7.0 Tutor-Marked Assignment
Application of the Elements of Design

1. Tear out a sheet from your A4 sketch pad. Plhee paper
landscape (long side down) on your drawing board.

P

—

2. Using a ruler and pencil, draw four squaresizé¢ 4cm, 3.5cm, 3
cm and 2.5cm, as indicated bellow.
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3. Put some yellow colour in your poster colour i a space in your
plastic palette, add a little bit of water and asamall brush to apply it in
the largest square.

4. Put a bit of the yellow into another space ia plallet and mix some
white to it. Apply this new colour to the next sgeavith a clean brush.

5. Taking this second colour, mix a bit more wipgent into it and paint
the next square.

6. Take some of this third colour and mix some nwinge paint into it.
Then paint the last square.
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In this exercise, you have used some of the elesmantlesign such as
shape, line, space, colour and value, as follows:

a) You have chosen a particular shape, which is square

b) You have used lines to draw the squares.

) You have used both positive space and negativessjoac
arrange the squares.

d) You have used the colour, yellow, to represenstieres.

e) You have used value to vary the colour in the segiar

f) You have created a perspective on your paper, ubiag

arrangement of squares of different tints of yelmour.
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UNIT 3 UNDERSTANDING SET DESIGN

Unit Structure
1.0 Introduction
2.0 Objectives
3.0 Main Content

3.1 Materials Needed

3.2 What is a Film Production Set?
4.0 Self-Assessment Exercise
5.0 Conclusion
6.0 Summary
7.0  Tutor-Marked Assignment
8.0 References/Further Reading

1.0: Introduction

This unit introduces you to the nature of set desigd the materials and
methods of achieving them. In this unit, many &fitheas you learnt from
Module 1 will be very useful. To make the most bfstunit, it is
recommended that you refer to previous units aggad and work ahead.

2.0: Objectives

At the end of this unit, you should be able to lue following:

. Understand what a set is.
. Understand how to design a set.
. Understand the materials and methods of set design.

3.1 Materials Needed

As noted earlier, this course has a practical corapbthat must be
fulfilled to enable you make the most of it. Themef, you have to buy
some basic design materials that will help youiseathe objectives of
this course, and do your assignments. The followiafle indicates the
materials you need to have, what they are usednitin, an illustration
under it (Fig. 1):

Sketch Pad (A4 size) 1 It is the paper on which yoll
make all your initial sketches and
put down your ideas.

2b pencil 1 For sketching and drawing
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Eraser 1 For erasing unwanted pencil lines.
Plastic ruler For drawing straight lines
Poster colours (atl set For colouring your designs
least 50ml of white
black, yellow, blue
red)

Colour pencils 1 set For colouring designs

Set of brushes 1 set For applying poster colowota
designs

Plastic palette 1 For mixing poster colours

Craft knife 1 For cutting design paper and other
light materials

Scissors 1 For cutting design paper and other
light materials

Drawing board or1l The surface on which you will

table work

A piece of glass sheetl Used as cutting surface

Atube of UHUgum | 1 Adhesive for joining parts ttyer

Chipboard paper 2 sheets For use as constructiteriaia
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3.2What isa Film Production Set?

Films are shot within locations or settings. Howetee location in which
a film is shot needs not be a real one. It candségtied and constructed
to mirror the real place. A film production setlen a place constructed
to create the illusion of a real or imagined lozatiln filmmaking several
factors may determine whether to build and use mstead of travelling
to an actual location to shoot. Such factors ineldslidget, time
constraints, weather/season, the need to coneatiirironment, or that
such a location does not exist are some of theonsa® shoot on a set.
While sets are normally constructed on a soundestagfilm studio
backlot, any space modified to derive a differentinment for filming
is a set. The area behind or adjoining a movieisfughich contains
permanent or temporary exterior buildings for owotdscenes (in
television or film production) is called a backldk sound stage (or
soundstage) is a warehouse-like structure or raamdproofed and used
for shooting in film and television productions. rieeally, the size,
quality, technical accuracy and technological gmbses within a set are
determined by budget. The bigger the budget, themlaborate a set can
be and the more technological effects can be aeti@uthin it. As an art
form, filmmaking is illusion because its goal is tmake the audience
believe in the fictional world created. While tsrld may be very much
like our own, it can also be a purely fantasy wattat is far from
possibility.
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3.3 Set Construction

The process undertaken by a construction managbeuitd full-scale
scenery, as specified by a production designeplialmoration with the
director of a production is called set constructidine set designer
researches the script, props and other things,atsw produces scale
drawings, scale models and scale paintings thairaflans in the team
will use. Scale drawings are similar to what amttt do, and generally
include a ground plan, elevation, and section efadbmplete set, as well
as detailed drawings of specific scenic elementsil@¥nodels and paint
elevations are normally made by artists, softwaichsas AutoCAD or
Vector works are now used and 3D printers can@l$put scale elements
of the set.

In filmmaking, the production designer is one oé tmain people in
charge of film set construction. Working closelyttwihe film’s director
to establish the look of each set, the productesigher will also analyse
the script, get the set designer to make desighganerate estimates for
set construction costs. Set design and produceonadds several skills
such as filmmaking, interior design, constructicamd visual arts
generally. Owing to this, the materials for setigiesind construction is
also very diverse, ranging from metal, wood, fabglass, paper and just
about anything else you can think of, all manipediatith the design and
colour principles you learnt in Module 1.Sets awmdtbas minimally as
possible, to limit expenses and construction tib&ng the right artists,
cheap materials like plywood flats and styrofoam lsa textured to create
the illusion of brick walls, fancy facades, tileedamarble. .A well
designed set interprets the script and directas®nr and fits naturally
into the scene.

3.4 Plywood Flats

Plywood is the most common material for set comsion in film and
television. In the film industry, artificial wallmade from plywood (called
“flats”) are used for construction.

Plywood is typically sold in 4 x 8 (feet) sheetbailding material stores.
The following are some of the reasons that make@dyl the material of
choice for sets:

It is lightweight
Easy to cut

Easy to assemble
Easy to paint on
Easy to take down
Versatile
Economical
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Owing to its versatility, you can use plywood inyaway you like to

recreate any set of your choice. Plywood is pretein set construction
because it is easily and quickly manipulated, and far cheaper than
other building materials like timber. To use plywdor set construction,
you align them side-by-side, tape, texture and tpaalpaper them to
look the real wall. They are also used for theimgd and floors, and
finished as desired for the set. The ease and tiugysan the use of

plywood makes it possible to shoot without travgjlitoo far away

locations. Besides, in difficult scenes, it is adssy to move flats during
shooting to create space for the camera.

3.5 Safety and Security in Set Construction

Safety and security are never compromised at gettieetion sites. Set
construction companies prevent accidents from etwuby ensuring the

physical integrity of the set, as well as maintagnisafety during the
processes of construction. Remember that set cmtisin requires

several types of equipment, tools, inflammable abals like paint and

solvents. Misuse and carelessness in the use obfainese equipment
and chemicals can lead to fatal injuries for angsaorking on the set.
Many equipment and hand tools are powered by edgtrand the set is

also wired to provide light. Wiring must be profiesslly done to avoid

the hazard of electrocution. Therefore, at settcooton sites, safety gear
like helmets, hand gloves, eye goggles and nos& meexd be enforced
to prevent accidents. Also, the general integtiithe set must be verified
before actors start to use it, to prevent accidéitset construction sites,
fire extinguishers, safety experts and medical quarsl are regular
features.

3.6 How to Construct a Movie Set

() Plan the Set

You start-off set design by studying the script.tids most important part
of a movie, the script has all the information abite story, characters

and the plot. Take detailed notes as you thorousfhigly the script to get
an idea about how the set should look. Focus offotlmving:

. The setting (time period, geography, and generdiance).

. Background props (as demanded in the script, atidgithe scene
characters need them)

. The mood of the script (light, serious or midwayieh seriously
affects your colour choices.

o Number of characters to fit in the space..

. Is it to be designed from the scratch or adapted fexisting

locations, such as a house?
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(i1) Get a Brief from the Director

Working closely with the director, tease out angnd, ideas and props
that s/he wishes to incorporate. Fundamentally,need to keep in mind
that your work is to contribute to the directorisien for the film. While
some directors give stringent pointers, others giag free reign for set
construction. Thus, set construction briefs fromectiors may vary from
detailed and meticulous requirements to simple,uraht looking
environments. In interacting with the director, saf considerations are
as follows:

o What tone, mood, or theme does the director widtaie?

o What colour ranges is desired of the director?

o How much is the budget for set construction?

o Are there necessary props/furniture that are ndierscript?

(iii) Sketch and Discuss the Set Design with the Dir ector

After studying the script, making your notes anttigg a brief from the
director, you need now to put your ideas into arcgketch for the director
to see. Your own sketch will be a freehand one tleiprofessional way
is to use yours to get an architectural drawingyot@ir ideas. This
architectural drawing of the set is called “sketgdi; which is to scale
and detailed enough to make the director have ar aea of what you
wish to construct. In general, your work at thiaggt will include the
following:

o Compile photographs of locations and rooms foundesghere or
online, and show the director the ways to adapmnthe fit the
movie.

. Make good sketches with pencil on paper and lisvalls, items,
windows, doors, etc. in the room.

o Review clips and shots from other films that carmtapted to give

character to your design.

Use the following links to see ideas of mock-uptskes for interior set
design from Pinterest and Shutterstock:

1. https://www.pinterest.com/pin/663577326323856331/
2. https://www.shutterstock.com/search/drawing+room

(iv) Building a Set or Using a L ocation?

A set designer needs not always construct. It ssipte to find a location
that needs only minor adjustments or redecoratdit the film’'s needs.
It is sometimes expedient to use both existingtlona and constructed
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sets in the same production. Together with thectbreyou need to make
these decisions in the context of the budget. At lset is usually a 3-
walled room, much like a theater stage, stockebtlaibf your props and
furniture and designs. Constructing the set givasfull control over the
design, but is more expensive and takes more tiraetualise. The space
of the missing 4th wall is used by the camera d@Wm. Shooting on
an adapted location is cheaper and faster but laslitons like
permissions, limitations on modifications and tidity to fit all actors
and crew with equipment in the space.

(v) Drafting a Budget for the Set Design

After all the planning, consultations, sketches apgrovals, a budget
needs be made to accommodate the entire produtitisra very tasking
process because you need to know all the detaimitatmaterials,
equipment, labour for artisans, transportatiore,lges and all other costs
at the prevailing market prices. You often haveetsearch these costs by
calling vendors, going online and sampling markétdudget must be
such that it does not run out halfway into the piitbn, but succeeds in
completing the task.

(vi) Applying Colour to the Constructed Set

After constructing the set, the final stage isampthe set in the colours
defined by the script and the director’s prefersnaeterms of the mood
and ambience of the scenes to be shot. Plywoodcesfare easy to paint
with commercial emulsion paints, brushes and paitérs. While you
can do this yourself if you have the skills, thefpssional practice is to
get a painter to do it. Avoid spills and drops Isyng masking tapes and
covering painted spaces with cloth or newspapegrréwent stains. For
your set, the paints available for use are indttatethe table below. In
using any of these paints on your set, follow tteps and procedures
outlined in the previous unit.

Type of Paintsfor Sets

Acrylic paint

Oil paint

Emulsion paint

Spray paint
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4.0 Self-Assessment Exercise

o What is a film production set?

o What is a backlot?

o What is a Plywood Flat?

o List 7 advantages of plywood in set construction.

5.0 Conclusion

Sets are very vital for film production. While sorsets are constructed
for the purpose of the film, others are locatiommmed for use. In

deciding to construct or use a location, budgettand are the most vital

considerations. While some films require simples sethers, particularly

those with unreal worlds require elaborate sets1 iveed always discuss
with the director to arrive at a suitable choicging sketches and mock-
up drawings. Plywood is the cheapest set construataterial in the

industry because it is cheap and easy to manipatatdinished. Painting

is the last stage in finishing the set constructisimg one of several paints
available in the market.

6.0 Summary

In this unit, we have been able to understand \aHdm production set
is, how to decide for them and how to constructrth&/e have also
understood that the most common material for setstcoction is
plywood, because it is cheap, available, easyridleaand simple to paint.
7.0 Tutor-Marked Assignment

Make your own Mock-up of a Bedroom Set.

1. Tear out a sheet from your A4 sketch pad. Plhee paper
landscape (long side down) on your drawing board.

&
2. Seated against one wall of your bedroom, plaeelrawing board

on your knees.
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3. Using a ruler and pencil, use your bedroomr&wda mock-up of
a production set.

4. Colour the set appropriately with your posteloar or colour
pencil.

5. Using your ruler, measure and draw out 3 walighe chipboard
paper.

6. Indicate the doors and windows on the walls.

7. Placing the chipboard sketch on your piecdasdgy cut out all the

3 walls of your set.

Measure and cut out two pieces for the float egiling.

Carefully apply UHU glue to all the edges @ tiut-out chipboard

pieces.

10.  Carefully join the pieces to form the roomdamait about 30
minutes for the set to dry.

11. Mix and use your poster colour to paint theasetlesired.

12. Draw small chairs, table and bed to the soélgour room on
pieces of the chipboard paper.

13.  Cut the drawn chairs, table and bed with ywoaft knife.

14.  Apply UHU glue to all the edges of the cut talile, chairs and
bed.

15.  Stick them accordingly and wait for them tg.dr

16. Mix and use the poster colour to paint tharshtable and bed and
wait to dry.

17.  Apply UHU glue to the bottom legs of the tabtbairs and bed
and stick them in place in the set you have cantgd.

© ®
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MODULE 2 TYPES AND USES OF SPECIAL EFFECTS.

Unit 1 What Are Special Effects In Film Produciid

Unit 2 Making And Using Your Own Blood Squib Fop&ial
Effects

Unit 3 Introduction To Animation

Unit 4 Understanding Graphic Design

UNIT 1 WHAT ARE SPECIAL EFFECTSIN FILM
PRODUCTION?

Unit Structure

1.0  Introduction
2.0 Objectives
3.0 Main Content
3.1 Special Effect in Filmmaking
4.0 Self-Assessment Exercise
5.0 Conclusion
6.0 Summary
7.0  Tutor-Marked Assignment
8.0 References/Further Reading

1.0 Introduction

This unit introduces you to the special effectspieaning and uses in the
film industry. You will also be introduces to sonoé the materials,
technologies and techniques of special effectmm firoduction. To make
the most of this unit, it is recommended that yefierr to previous units as
you read and work ahead.

2.0 Objectives

At the end of this unit, you should be able to lu® following:

o Understand what special effect is.
. Understand how special effects are used in filndpction.
. Understand the advantages of using special efie¢dsnmaking.

3.0 Main Content

3.1 Special Effect in Film Production

Special effect in film is often abbreviated as S&FX. The term refers
to visual illusions used in the theatre, film, tedton, video game and

other simulator industries to simulate imaginednésen a story. In
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essence, special effects are artificial visual oechanical effects
introduced into a film or TV production. Speciahovara lenses were used
to create the earliest special effects by projgctimoving backgrounds
behind actors. The development of the optical prifirought greater
flexibility by making it possible to replace paftan image and combine
separate pieces of film. This allowed effects sashcharacters flying
through the air in films. Special effects are atsmated mechanically on
the set using devices such as electronics, exglespuppets, chemicals
and miniature models to simulate epic spectaculiors in scenes.

Software now enable designers to create computesrgeed imagery
(CGils) to achieve increasingly elaborate and realigisual effects.
While each movie studio may have its own specidot$ department,
private companies like George Lucas’s Industriayhti and Magic,
specialise on revolutionary SFX for movie produc&ame of these CGls
are seen in animated productions and scienceridilims, starting with
Star Wars (1977). Since the 1990s, computer-gesetiatagery (CGl)
has become more dominant in special effects teolgred. CGI provides
producers with greater control, allowing many effeto be more safely
and convincingly achieved. As technologies of SRiriove, CGI costs
get lower and supersede many optical and mechagfieaits techniques.

3.2 The Use of Special Effectsin Film Production

Special effects are traditionally divided into macltal effects and
optical effects. With the emergence of digital fimaking there is now a
growing distinction between special effects anduaiseffects. Visual
effects now refer to digital post-production whitgecial effects” refer
to mechanical and optical effects. Mechanical effetalso called
practical or physical effects) are normally achadering the live-action
shooting on the set. This includes the use of nmazkd props, scenery,
scale models, animatronics, pyrotechnics and ath®ygp effects that
create physical wind, rain, fire, fog, snow, bulshblelouds, remote
controlling objects, explosions, etc.

Mechanical effects encompass the use of mechaeiwiheering to a
large extent, such as flipping and hauling of cansich are done with
specialized rigs and blood spill effects in shogtstene, done through
rigged blood squibs. Teams of engineers or freeldiim companies
provide special effect services to movie producgssthe action is being
shot on camera against a green screen, crew mennetgling camera
men, stunt artists or doubles, directors and emgmall collaborate
simultaneously to get the best angles and shots rniake the most
pleasing spectacle. Postproduction editing is doefre the film is
released. Mechanical effects such as prostheticeomkare often
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incorporated into set design and makeup to malaian out of an actor,
for instance.

On the other hand, optical effects (called photplgia effects) are
techniques in which images or film frames are @@gthotographically,
either “in-camera” or in post-production using optiprinters. An optical
effect can be used to put actors or sets agaidgteaent, unconnected
background.

3.3 Green Screen

Formally known as “chromakey “, the green screeanisntegral aspect
of the special effects in flmmaking, allowing pragkrs to superimpose
their subjects onto any background of their cho@leomakeying singles
out and makes a particular colour in an electromage transparent,
allowing another image to show through. It is thehhique used to make
superheroes fly in the sky, or make meteorologsstsak in front of
animated maps. The meteorologist stands in fromat gifeen screen, and
TV producers use the chromakey special effectanigale to isolate and
remove the particular shade of green with advaremiting software,
allowing audiences to see the animated weather map.

In the same way, the actor portraying a superhsefibmed in front of a

green screen lying on his stomach with a huge fawihg his hair and

cape. Chromakeying is then used to remove and aeplae green
background with the image of a moving skyline oysskapers. This
produces the special effect of a superhero flymghe air. In essence,
Special effects embrace a wide array of photographiechanical,

pyrotechnic, and model-making skills. Use the feilog links to learn

more about chromakey and special effects generally:

https://www.wonderopolis.org/wonder/how-does-a-grsereen-work
https://www.britannica.com/technology/motion-pictir
technology/Special-effects#ref508492
https://www.britannica.com/art/stagecraft/Controhsoles#ref466794

3.4 Blood Squib in Special Effect

A squib is a miniature explosive device used in @ewrange of
applications from special effects to the militaResembling tiny stick of
dynamite with considerably less explosive powernyilss] consist of
electrical and chemical components that generatehamecal force or
provide pyrotechnic effects for both film and ligeeater productions. The
squib’s first documented use to simulate bulletantp in film the Polish
film Pokolenie(1955) by Andrzej Wajda. For the first time, irattilm,
audiences saw a realistic on-camera bullet impéatt blood spatter on
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an actor. Kazimierz Kutz, the creator of the effeshployed dynamite
and a condom filled with fake blood.

As you can guess, using explosives to actuate adbsmuib is very
dangerous. The industry has since moved away frxquiosives to air-
powered squibs. Whereas there are no explosivéisese air powered
versions, they are still professionally called “#xgti. The air squib is very
much safer because the blood is actuated by #wershan the power of
real explosives. Contemporary blood squibs are éasyse and safely
powered by air, to spray fake blood and make te@medook more real..
They allow you to create the illusion of gunshopauts and can used on
stage, TV and film productions. As you can se@icture bellow, they
are portable and you can hide them in a perfornoessume and use them
to achieve the illusion of blood in a gunshot scaife shall discuss the
mechanism of the air squib in details in the nemitUJse the following
links bellow the picture to learn more about blsogibs:

https://squibfx.com
http://www.airsquib.com/The-Shop
https://www.geelongfireworks.com.au/Air-Squib.php

4.0 Self-Assessment Exercise

o What are special effects in film production?
o In what ways do special effects help in filmmaking?
o List 3 different special effects that you know.

5.0 Conclusion

Special effects are now integral components ofrfieking. While some
are mechanically produced, others are opticallydpced. They add
amazing and more compelling spectacle to perforemaGceen screens
enable producers to isolate certain parts of thagan The effect of
chromakey enables some aspects of the image eni@ved and another
sequence juxtaposed, such as scenes in which pagpfeying. Today,
many effects are done with computer generated iga@eGl). Blood
squibs are portable devices, hidden in the actoo'stume to enable
filmmakers to create the illusion of gunshot imgdatfilm. They use air
to spray fake blood to make the scene look more rea
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6.0 Summary

In this unit, we have been able to understand spetial effects (or SFX)
are and how they are used in film productions. \&Aeehalso learnt about
how special effects help in creating more specsaidethe audience. We
learnt what a green screen is, and how chromakeyalps to create
juxtapositions in filmmaking. We learnt why exploss were
discontinued and replaced by air squibs in creaiiogunshot wounds in
film.

7.0 Tutor-Marked Assignment

Select any Hollywood action film of your choice &t all the special
effects that you think were used in the movie.
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UNIT 2 MAKING AND USING YOUR OWN BLOOD SQUIB
FOR SPECIAL EFFECTS

Unit Structure
1.0 Introduction
2.0 Objectives
3.0 Main Content

3.1 Materials Needed

3.2 Making and Using your own Blood Squib
4.0 Self-Assessment Exercise
5.0 Conclusion
6.0 Summary
7.0  Tutor-Marked Assignment
8.0 References/Further Reading

1.0 | ntr oduction

This unit introduces you to how a simple blood bgean be made, and
also gives you an idea about how blood squibsigged in productions.
Your work in this unit will be practical, in whigjou learn to use the prop
gun you made in Module 2, Unit 2, and the bloodisgud costume you
made in Module 3, Unit 1 to act a shooting scepe tfis drama, you will
make your own fake blood and be the gunshot victimmake the most
of this unit, it is recommended that you refer teyious units as you read
and work ahead.

20  Objectives

At the end of this unit, you should be able to lu® following:

. Know how to make a simple blood squib for perforoean

o Understand how a basic blood squib works.

o Use the prop gun you made in Module 2, Unit 2,udolg the
blood squib and costume you made in Module 3 Uit 4chieve
a gunshot special effect.

3.0 Main Content
3.1 Materials Needed

As noted earlier, this course has a practical corapbthat must be
fulfilled to enable you make the most of it. Themef, you have to buy
some basic design materials that will help youiseathe objectives of
this course, and do your assignments. The followWiale indicates the
materials you need to create your own fake bloatiragmyour squib for
action.
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Small Enema

MODULE 2

For storing and actuating
blood

fake

Transparent % inchl

For dispensing fake blood from

hose Enema

Roll of Masking tape 1 For taping

Medical syringe andl For transferring fake blood to the
needle Enema

Disused white shirt 1 For the shooting scene
Disposable cup 1 To contain the mixed fake blood
Medium sized balloons 15 For simulating gunshonsiou

Fig. 1: An illustration of the extra materials neddor this unit.
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3.2 Making your Own Blood Squib

In this section, you will use your materials to ¢gwoe your own blood
squib. Take your time and carefully follow the stég@llow. Do not hurry
through it. You need your full attention to achid¢kie desired results.

1. Lay all your materials on a work table and plugltioé glue gun to
heat up.

2. After about 5 minutes, use the hot glue to completeal one end
of the ¥ inch hose.

3. Mark two lines 1cm bellow the hot glue seal you juside in the
Y. inch hose.

4. The two lines you marked must be no more than juanta

5. On the first line, use your craft knife to cut ésght down) halfway
through the % inch hose.

6. On the second line, use the craft knife to cuinfeld) to meet the
end of the first cut.

7. You have now cut a section out of the ¥4 inch hose.

8. Insert the nozzle of your enema into the opposited the % inch
hose.
9. Ensure that the nozzle is tight in the hose.

10.  Your simple air squib is ready to use.
3.3 Using your Own Blood Squib

Now that you have made your own simple blood squib time to create
your own special effects using the prop gun anadlsquib you have
made for yourself. This section requires your totaicentration and you
will need to repeat the actions several times tstardhe use of the squib.
In the first instance, you will use plain watettle squib to do a series of
practice sequences, until you have sufficientlyteras! its use. Then you
can load and execute your special effect with #he fblood. The reason
why all your practice sequences must be with plaater is that the fake
blood will stain the shirt and you will have to useveral shirts.

However, if you practiced with plain water (whiclowd not stain the
shirt), you would be able to use the same shirinafga the actual special
effect action. Also, you will need a second perisothis exercise to help
simulate the gunshots, using the balloons.

3.4 Steps to Creating Gunshot Special Effect with your Blood Squib

1. Get someone to assist you in this exercise.

2. Inflate 10 of your medium size balloons and tiehetmcensure air
does not escape.

3. Place the inflated balloons and the needle fronsgmge in the
same place.
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4. Pass the sealed end of the % inch hose throudéftiirand of your
long sleeved shirt.

5. Pull the hose downwards into the shirt and mak®p,Itaking the
hose up again, to align the holes of both the rayse shirt, as
indicated in the diagram bellow.

6. Ensure to make the loop, as indicated in the ihi&n, as that is
where the blood will be stored.

7. Mark points “A” and “B” on the loop, as this is gnpart of the
hose that will hold the fake blood.

8. Cut 10 pieces of masking tape measuring 10cm gietse these
to hold the hose to the inside of the shirt atridés along its
length. This secures the hose inside the shirt.

9. Ensure that the enema hangs just about five cetiémbelow the
sleeve. If it is longer, please cut the hose anmtsegt the enema.
You are now ready to test and master the squib.

When you Align the

load the fake hole in the

b|00d, be hose with the

sure that the hole on the

volume of shirt. This is

where the

blood does

The hose
must not
extend
bevond 5cm

3.5Mastering Your Squib

10.

11.

Wear the shirt without buttoning it, making sure tnema is
within grasp of your left hand.
Fill the syringe with plain water and inject theterinto the hose,
from the hole above the loop.
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12. Do not let the water exceed points “A” and “B” dretloop.

13. Button the shirt, taking care to not disturb theran, to prevent
accidental spills.

14. Stand across the table to your assistant, makirg the inflated
balloons are on the table.

15. Let the assistant point your prop gun at you witle band, while
holding the needle in the other hand.

16. With the gun pointed at your chest, the assistaatla to burst one
balloon at the same time the gun’s trigger is més$he sound of
the burst balloon simulates the sound of gunshot.

17. Now, you hold the enema. Squeeze hard on the enema
synchronise the sound of burst balloon with thetea of water
from the hose, through your shirt.

18. Repeat this process several times, until you and gssistant have
mastered the syncing of trigger, burst balloon,nenequeezing
and water ejection. Once master with water, thentime to put
fake blood in the squib.

19. Scoop a generous amount of red poster colour ir@small cup.

20. Add and stir in enough water to create a blood ist&rscy.

21. Using the syringe, load the fake blood into theilsgs you did
with the water. Take care not to stain the shirt.

22. Execute the shooting scene with the fake blood.

23. Have a second assistant use a cell phone cameigetwthe final
result for sending as your tutor-marked assignment.

24. Once satisfied, pack your blood squib and prop geatly into a
cellophane bag and keep it in a safe place.

25. Copy and paste this link in a window and see a ulélvideo of
blood squib makinghttps://youtu.be/5dguUVLcDLY4

4.0 Self-Assessment Exercise

o What are special effects in film production?
o In what ways do special effects help in filmmaking?
o List 3 different special effects that you know.

5.0 Conclusion

Special effects are now integral components ofrfilking. While some
are mechanically produced, others are opticallydpced. They add
amazing and more compelling spectacle to perforemaGceen screens
enable producers to isolate certain parts of thagan The effect of
chromakey enables some aspects of the image enieved and another
sequence juxtaposed, such as scenes in which pa@pfeying. Today,

many effects are done with computer generated inga@§Gl). Blood

squibs are portable devices, hidden in the actoo'stume to enable
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filmmakers to create the illusion of gunshot imgdatfilm. They use air
to spray fake blood to make the scene look more rea

6.0 Summary

In this unit, you have been able to understand gpatial effects (or
SFX) are and how they are used in film productiofais have also learnt
about how special effects help in creating morectsmtes for the
audience. You learnt what a green screen is, awdchcomakeying helps
to create juxtapositions in filmmaking. You leamiy explosives were
discontinued and replaced by air squibs in creatiogunshot wounds in
film. You also learnt how to make and use your @wnple blood squib
for a shooting scene.

7.0 Tutor-Marked Assignment

Submit a shot video taken with a cell phone canarthe gunshot scene
with your blood squib.
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UNIT 3 INTRODUCTION TO ANIMATION

Unit Structure
1.0 Introduction
2.0 Objectives
3.0 Main Content
3.1 What is Animation?
4.0 Self-Assessment Exercise
5.0 Conclusion
6.0 Summary
7.0  Tutor-Marked Assignment
8.0 References/Further Reading

1.0: Introduction

This unit introduces you to the basics of animatiad the techniques and
technologies of how it is achieved. To make the tnebghis unit, it is
recommended that you read broadly and refer toiguswunits as you
progress.

2.0: Objectives

At the end of this unit, you should be able to lue following:
. Understand what animation is.

o Know the types of animation.

. Understand how animation is done.

3.0 Main Content
3.1 What is Animation?

Animation is a film production method in which picés are manipulated
to appear as moving images. Artists who specializeeating animations
are called animators. Several individuals have uariced the
development of animation as a filmmaking technidReztly animated on

a chalkboard and partly with cut-outs, Stuart Btanls Humorous
Phases of Funny Fac€3906) is usually regarded as the first animated
standard film. Traditional hand=drawn animatiorbated with Emile
Cohl's Fantasmagorie(1908), while Ladislas Starevich created puppet
animations in 1910. Winsor McCay ma@ertie the Dinosauf1914), a
drawn animation that featured a scene with a lst®a recording of him
interacting with Gertie in a drawn landscape. Asmated cartoons
became an industry in that decade, John Randolpl ®ith animator
Earl Hurd, patented the cel animation process glaaied prominence
throughout the century. The Argentine director, ripwi Cristiani made
the first feature-length filnkEl Apostol(1917), which became a critical
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and commercial success, followed®sstiani's Sin dejar rastro§1918),
which was confiscated by the government a day aftgaremiere.

Animated film with synchronised sound debuted witlalt Disney’s
Steamboat Willie(1928), featuring Mickey Mouse. Disney’s studio
remained at the forefront of the animation industnd introduced the
innovation of full colour inFlowers and Tree$1932), representing the
golden age of American animation that lasted uh&l1960s.

In traditional animation, images are created bydham transparent
celluloid sheets to be photographed and put on. fillmday, most
animations are created with computer-generated enyag(CGl).
Computer animations can either be very detailecBination or 2D for
stylistic reasons or renderings. Animation is aehd by a rapid
succession of sequential images that differ minynibm each other.
The illusion of continuous movement is achievedhasimages flip by.
Besides short films, feature films, animated Gl&fsd other media
dedicated to the display of moving images, videmegsrely heavily on
animation. As animation became globally succesgfektended beyond
cinema to TV and commercials too. Many families ao& entertained
with animated series and features on TV, while atét series such as
MGM Studio’sTom and Jerry(from1940s) and Disney Picturésozen
(1, 2013 and 2, 2019) became very popular with enalis around the
world.

3.2 The Challenges of Producing Animated Films

Both animated and live-action feature-length filare labour intensive
and also have high production costs. But whileraatior can easily do
another take of a scene, it will cost several wedkaan hours to make a
team of dozens of animator redo an animated sequé&iocvercome this
challenge, animation studios have maintained thectme of
storyboarding since the 1930s. In storyboardingrybbard artists
develop every single scene through storyboardsctwlis given to
animator only when the production team is satisfiede-action films are
also storyboarded. But they also allow real-tim@novisations that will
be too costly in animated features.

Another problem unique to animation is that it sakdot of cost and effort
to maintain a film’s visual consistency throughaositjce animators are
artists with individual styles. It is simply not ssafor about 50-70
animators to work together on one feature and rammne artistic style.
They all have to subordinate their own styles ® ahe required by the
production team consistently, from start to finistroduction studios
solve this problem by a separate group of artigeetbp an overall
characterisation to show how each character shtmd# like with
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different facial expressions, posed in differergipons, and viewed from
different angles.

3.3 Some Techniques of Animation
(i) Traditional Animation

Also called cel animation or hand-drawn animatioaditional animation
was the process used for most animated films oR@tk century. Each
individual frame of a traditionally animated filns & photograph of a
drawing, first made on paper, with each differitigtgly from the other
to create the illusion of movement. In this tecleigthe animators’
drawings are traced or photocopied onto transpaieaiate sheets (called
cels), which are then painted, before completedracher cels are
photographed individually against a painted backgdy onto motion
picture film.

(i) Full animation

Full animation refers to the process of producinghiguality and
smooth-running traditionally animated films thagutarly use detailed
drawings and plausible movement. They are animatett frames per
second, with animation combined on ones and twbis Means that the
drawings are held for one frame out of 24 or twanfes out of 24. The
stylistic approach in fully animated films can blistic like those by
Disney Studio The Little Mermaid Aladdin, The Lion King or
“cartoonish” like the Warner Bros. animation studio

(i) Limited animation

Limited animation uses less details, more styliseawings and uses
fewer drawings per second, which gives the filmskigpy” movement
absent in full animated features. Since it uses iemges and stylised
drawings, it is cheaper to produce than full anioret. Examples are the
animations made by Hannah-Barbera and other TV atiom studios,
including web cartoons.

(iv) Rotoscoping
In rotoscoping, patented by Max Fleischer in 1%iimators trace live-

action movement, frame by frame or copy the sotihcedirectly from
actors’ outlines into animated drawings.
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(v) Live-action/Animation

Live-action/animation is a technique that combinband-drawn
characters with live action shots, sucivéso Framed Roger Rablgit'S,
1988).

(vi) Stop Motion Animation

In stop motion animation, real world objects arggtally manipulated
and photographed one frame at a time, to creatéiub®n of movement.

There are many variants of stop motion animaticexned after the
medium used (see the table below). While compuwitiware is widely

available for creating this type of animation, ftimehal stop motion

animation is usually less expensive but more timesaming to produce
than current computer generated animation.

Variant of Stop | Principle Example

Motion

Puppet animation puppet figure€orpse Bride (US,
interacting in g 2005)
constructed

environment

Puppetoon using differenffom Thumb (1958)
versions of a puppet
for different frames
rather than
manipulating one
existing puppet

Clay animation, orfigures made of clay grThe Trap Door (UK
Plasticine animation | a similar malleable¢ 1984)

material to create stop-
motion animation

Strata-cut animation| taking a frame shots Béter Gabriel’'s musi
long bread-like “loaf”| video for “Big Time”
of clay sliced into thin (1986)

sheets

[
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Cutout animation moving twg-episodes of South
dimensional pieces ofPark (US, 1997)
material

Silhouette animation| backlit silhouett®rinces et princesses
characters (France, 2000)

(vii) Computer Animation

In computer animation, the feature is created aligiton a computer.2D
computer animations techniques tend to focus orgémaanipulation
while 3D techniques often build virtual worlds irhieh the action is
enacted, such dse Age(2002).

4.0 Self-Assessment Exercise

° What is an animated film?
o List 5 animation techniques.
. List 3 differences between animated and live actnmvies.

5.0 Conclusion

Animation has been an integral part of flmmakimgce the start of the
20" Century. Using one of several techniques, animatieates worlds
and actions that live action filmmaking cannot agkl Because of its
unique and creative feel, animation has an apealttanscends class,
race, culture and age. While there are differenthods of doing
animation, computer generated Imagery has takemipemce over the
contemporary animated film industry.

6.0 Summary

In this unit, we have been able to understand w&hemation is, and how
it is used in filmmaking. We have also learnt abseiteral techniques for
making animations. We also have learnt that anonatare sometimes
more expensive than live action films, when it certeereshooting some
scenes. We have learnt that Computer Generatedemdmas taken
prominence in the animation industry.

7.0 Tutor-Marked Assignment
In a tabulated form, list all the animation techugq you know, and list 3

films each that were made using those techniquesuie to provide the
director’'s name, the production company and yearoduction.
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UNIT 4 UNDERSTANDING GRAPHIC DESIGN

Unit Structure
1.0 Introduction
2.0 Objectives
3.0 Main Content
3.1 What is Graphic Design?
4.0 Self-Assessment Exercise
5.0 Conclusion
6.0 Summary
7.0  Tutor-Marked Assignment
8.0 References/Further Reading

1.0 Introduction

This unit introduces you to the basics of graphasign, including the
techniques and technologies for creating good geaphterials. To make
the most of this unit, it is recommended that yeadbroadly and refer to
previous units as you progress.

2.0 Objectives

At the end of this unit, you should be able to lue following:

. Understand what graphic design is.

. Know several types of graphic products used in phoductions.
. Know some of the materials for manual graphic desig

o Know some of the materials for computer graphiagtes

3.0 Main Content
3.1 What is Graphic Design?

Graphic design is the process of using typograpbyotography,

illustration and space in visual communication prablem-solving. The
field is considered a subset of visual communicaiod communication
design, but termed “graphic design”. Virtually eyg@rofession requires
graphics in some way. Even the seemingly unlikelgfgssions like

medicine, astronomy, nuclear physics and the likes not without

graphic design. For, they have data, ideas andrialast¢hat need to be
visually presented and communicated, such as chalitsgrams,

photographic and other images taken electronic@itgphic design skills,
software and equipment of sorts are required featang and presenting
information in readable, informative and understdid ways. Thus, it is
not only in communication studies that graphic gedunctions.
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Skilled people who create graphic designs are @¢glaphic designers.
Their job is to create visual concepts, using maouaomputer software
means, to communicate ideas that captivate, infordinspire audiences.
Very often, graphic designers are middle men, wayKor a client who

wants certain information to reach a target audieitds then the job of
the graphic designer to take all the client’s ideasative brief) and put
them together in a pleasing and communicative gg@arent, using

typography, illustration, photography and space.

The arrangement of these four elements within asiyal media is called
layout, and it can be achieved manually or withuke of computers and
applicable software. Both the manual and computethads of graphic
design involve the same processes and visual dpsigeiples. You have
learnt about “Elements of Design” and “Understagdi@olours” in
Module one. All that you learnt in that module gpf both the manual
and computer graphic design processes. The differsrthat the manual
process uses tangible art and design materialse wbmputer graphics
is based on software versions of the same tootsacdbieving virtual
graphic creations. The virtual designs made inahaputer are called
soft copies, because they are not tangible, buvalirand intangible
products. To make them tangible, soft copies oplgia designs are
printed from a desktop printer. When printed, tlesigns are called hard
copies because they are now actual and tangibléupt®. The tools
needed for manual graphics design are the sameyonassed earlier, as
indicated in the image bellow:

Set of

poster
= Eraser

2b

Craft
<€— Plastic

Scissors T
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In contrast with the tools used for manual graplasign above, the tools
used for virtual graphic design are in the compuiérerefore, it is
important to know the computer, its major aspeaots the functions that
you can derive from their use.

3.2 The Computer as Tool for Graphic Design

The computer is called a system, because it ijusbbne machine. It is
a combination of machines that help us achieveneeds. Each machine
in the computer “system” is called a “device”. T¢twmputer system for
use in creating graphic designs is made up ofdaheviing components:

() Input Devices

Input devices are machines that enable you to put yata into the

computer. As a graphic designer, your data is Vibeaause you are
making designs that are to be visualised in comoation. The input

devices you can use for graphic design includgaligameras, scanners,
cell phones and keyboards. The camera lets you #eke transfer

photographs to a computer; the scanner lets yauagdotograph to the
computer; your cell phone can also take picturgstfansferring the

computer; the keyboard lets type information i@ ¢computer; while the
mouse lets you move the cursor to select differms by pressing

(called clicking) the mouse buttons.

Scanner

Digital

Fi] F2 B F MR P 10 11 12 P§ &
1YW E 7800 F ¢
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(ii) Processing Device

The computer has an internal device called therakeptocessing unit
(CPU), which is what processes all the informatj@mu put in. As a
graphic designer, your data include texts and imagéich you will use
to compose your creations. The visual compositipaa will make
involve the processing of data. All data is proedss:n the CPU of
computers. And the CPU is found inside of the cot@ap whether you
are using a laptop or a desktop computer.

(iii)) Output Device

After putting your data into the computer and desig your graphic

creation, the product is still a soft copy andréual intangible thing. To

make it tangible, you have to print it out on a grapr other applicable
surface. As a graphic designer, you may print y@sign with a desktop
printer such as a LaserJet or inkjet printer, antpt with a large format

machine on flex material or self-adhesive vinyl {§Adepending on

what you wish. Small projects are printed on papile larger ones are
printed on flex or SAV. But if you wish to have agign that is going to
be stuck on a smooth surface, you should printAv Because it has its
own adhesive and you will not need to apply gum.idMéver type of

printer you choose to use, you always need to ngake designs in the
colours you want before printing.
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“Laserjet printer

— e —— —— —

< uisili
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Large format printer

3.3 The Graphic Design Layout

As you learnt earlier, the arrangement of textisiitations, photography
and space is called “layout”. The way you will layt your design will
depend largely on what the design is to be usedi®a graphic designer
working in a film production company, the desigrmaiywill be making
will include those in the Table below:

Single Page Designs Multiple Page Designs
Fliers Program of event
Posters Catalogues

Signs Information booklet
Information sheets Bulletins

Looking at the Table above, you will see that themre single page and
multi-page designs. Single page designs are thagehive only a page
of information, such as fliers and posters. Boakéetd program of events
that have several pages are called multi-page meswWhichever project

57



FMC116 ELEMENTS OF FILM PRODUCTION

you require to produce, the principles of designtae same and graphic
design layout is done page-by-page. For multi-pdemggns like books
and brochures, however, there must be consistamallithe pages.
Consistency means that all the pages follow a aimwisual arrangement.
To understand this, pick any book around you aipdtirough the pages.
You will see that all the pages have a layoutithaimilar and consistent.

Designing a Simple Flier

0 =) e i )

A poster. This is an A book. This is an example of a multi-page
example of a single design. See how the designer arranged the
page design. See how photographs, typography and space to achieve

3.4 Arranging Typography, mages and Spacein Graphic Design

Graphic layout design is much like we layout ancge furniture and
our things in rooms. Imagine that you hire a vahetp you move your
things to another apartment you recently found. Wa get to this new
house, you do not just throw your properties ihi@toom. You plan and
arrange the things properly, taking care to plésm®s where they best fit,
for your use. Also, you ensure that there is spacgou to move around
the apartment without having to climb on stuff. @& layout is exactly
like that. You arrange all the elements in a velgaping way leaving
enough space around each element, to make themaleygpeand
meaningful to your intended audience. How you plaaeh element in
your layout is called composition. To learn morewbgraphic design
layout, use the following links to guide your urstanding:

https://opentextbc.ca/graphicdesign/chapter/3-3gmsitional-
principles-strategies-for-arranging-things-better/
https://www.script-tutorials.com/basics-of-compmsitin-graphic-
design/
https://99designs.com/blog/tips/design-composiaod-layout/
https://www.canva.com/learn/visual-design-compositi
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4.0 Self-Assessment Exercise

o What do you understand by term, graphic design?
o List 5 materials for manual graphic design.
o List Smaterials for doing computer graphic design.

5.0 Conclusion

Graphic design is the arrangement of typographyustiation,
photographs and space in a pleasing way that wilaad and
communicate effectively to intended audiences. Giragdesign may be
manually achieved or created with the use of a eaderp Whichever
method is used, there are several graphic desagupts that are used in
the context of filmmaking, such as fliers, prografevent, posters,
catalogues, signs, information booklet, informatsteets, bulletins, etc.
The way you arrange elements in a graphic desigalled layout, and
the process of laying out your design is called position.

6.0 Summary

In this unit, we have been able to understand ghegthic design is. We
also learnt that there are both manual and commpugihods of graphic

design, and we learnt about the materials and fooldoing them. We

learnt about several types of graphic designsateaused in the context
of film production.

7.0 Tutor-Marked Assignment

Explain how the following can be used in a film gwaotion:
o Fliers.
o Posters.
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MODULE 3 INTRODUCTION TO COSTUME AND
MAKEUP.

Unit 1 Understanding Costume In Productions

Unit 2 The Nature Of Makeup For Performance

Unit 3 Understanding Props In Productions

UNIT 1 UNDERSTANDING COSTUME IN PRODUCTIONS

Unit Structure
1.0 Introduction
2.0 Objectives
3.0 Main Content
3.1 Costumes in Filmmaking
4.0 Self-Assessment Exercise
5.0 Conclusion
6.0 Summary
7.0  Tutor-Marked Assignment
8.0 References/Further Reading

1.0: Introduction

This unit introduces you to costume, its meaning aises in film
production. To make the most of this unit, it isaemmended that you pay
attention to details, read widely and participatéhe self-assessment and
tutor-marked exercise.

2.0: Objectives

At the end of this unit, you should be able to lue following:

. Understand what costume is.

. Understand how costumes are used in film production
. Understand how costumes can be selected in filmmgaki

3.0 Main Content
3.1 Costumesin Filmmaking

In film production, any set of clothes worn in orde play a character’s
role is called costume. Theatrical costumes ar¢heeihistorical nor
contemporary; they elaborate a style and convemtfdheir own. Their
success in any production depends in large measurine designer's
ability to understand and interpret the directprduction concept. The
spirit of the production and the director's aimsynzall for special
emphasis on certain characteristics in clothingigres may be copies of
period costumes or may attempt only to evoke aoferi
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Museums and other repositories of the decoratidditarary arts are rich
sources of inspiration. Since the subject of theatcostume design is so
closely related to the art and history of dressi geed also read books
and other materials on “dresses” and “dressinggjeioa comprehensive
understanding.

3.2 The Costume Designer

In film production, a costume designer is the perso charge of

designing the clothing elements worn by actorss Ttrue in both a film

or stage production. Theatrical costumes were aoviation of Thespis,
in Greece in the 6th century BC, and theatricatwoss are still called
“the robes of Thespis.” While costume designersess a similar skill to
that of traditional fashion designers, they neesb aatisfy the unique
demands of designing clothes for parameters detuyeskcripts, stories,
characterisation and directorial concepts of edoh Even if they share
skills, tools and equipment for actualising apparitle jobs of the fashion
designer and a costume designer are not the sanoce. tSey are used in
performance settings, costumes must adhere tg#wfis requirements

of the narrative and also be durable enough toswdtid the rigours
arising from the actor’s role in the film.

Additionally, costumes are designed and made topéemment other
visual aspects of the film’s scenic ambiences saghighting, colour,
mood, etc. Thus, a costume designer is also task#d working in
concert with other design professionals in mediuike lighting and
scenic design to create a cohesive aestheticéquribduction as a whole.
Whereas fashion designers are routinely tasked vd#signing
contemporary wears, costume designers create dpplare specific
performance contexts.

3.3 The Role of a Costume Designer

Film production is a collaborative enterprise iniethseveral artists and
technical persons work together to achieve the'silobjectives. In this
sense, the script is the central determiner of whatyone creates or does
on set. Typically, costume designers start thedcess by doing a close
reading of the script and making careful analysishe plot, tone, and
period of the story being told, including the spéattributes that the
director may require in particular scenes.

After preliminary conversations with the writer,retitor and other
members of the production team, the costume desitpea researches
the fashion history and trends of the relevantucali, time periods and
location. Through this process, costume designdicempile a set of
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visual references for specific fabrics, patterns] alothing styles that
they wish to draw from, in the creation of theirrogesigns for the film.
Research and script analysis are very criticahégab because a costume
designer must ensure that each outfit effectiveljmmunicates the age,
social status and dramatic function of each charabearing in mind that
each costume must synergise with other visual &spethe scene(s) in
which the actor will wear it.

To achieve this throughout the production, all gesed costumes are
compiled into what'’s called a costume plot, whidlalges the designer to
document and track changes in attire for each cterahronologically
through the story. Costume plots are made up ofl lteawn sketches,
digital renderings from the pc or other handhedaig] photographs too.

As with all designers in film production, the caskel designer must show
and discuss design ideas and sketches with thetatirand production

team, to get inputs. As soon as the director aodymtion team’s go-

ahead is given, the designer gets to work puttiegcostumes together.
While costumes may be designed and made from &crétey are

sometimes cloths purchased from retailers andealttr fit the script and

cast.

3.4 Skills Required of a Costume Designer

To be a costume designer, certain skills and cipabiare needed, such
as the following:

(i) Passion for design

A costume designer must have passion for desighaateep knowledge
and appreciation of clothing and fashion acrossohjisand locale. The
designer must spend a lot of time researching amdpiing reference
materials before commencing the set of designedoh film project. This
scope of work requires passion to be realisable.

(ii) Creative Ability

A costume designer needs also possess the abilityake sketches and
drawings using freehand. The templates and fisstals that the designer
produces, during and after research, are alwayd teawn sketches. A
sketching ability is then an essential skill fosone designers.

(i) Software Capabilities

While freehand sketching skills are inalienablatte job of a costume
designer, you need to keep in mind that we liva idigital era where
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software enhances professional competences. Theyefoostume
designers today must incorporate computer aideidnl¢SAD) software
into their process. Designs and mock-ups are nodywed digitally, and
a costume designer needs to be able to use tleBs®tegies effectively.

(iv) Basic Sewing knowledge

While full proficiency in sewing or tailoring is hoan absolute
requirement of costume designers, they must howéwere basic

knowledge of the process through which apparels pEm@duced.

Remember that the costume designer will be worklagely with sewing

and alteration professionals. This means that dséume designer must
have the basic sewing knowledge to be able to camvate work

effectively with costume-making technicians.

3.5 Designing Costumes for Film Production

In designing costumes for a production, it is eBakfrom the start for
the costume designer to coordinate costume sketeitteshe scenic and
lighting designers' schemes. The elements of degignlearnt earlier,
such as line, shape, and colour of the entire cagipaostumes must be
viewed in relation to the set and the productidigisting plot. As not
above, rough preliminary sketches are made andisisd, revised, and
redrawn to the specifics determined by the dirégiaterpretation. These
sketches are presented at several production rgsetiefore the final
sketches are approved by the director.

Once approval of the sketch is given, the costuesgytier can now make
a list and search for fabrics that are approptiateach costume on the
list. Fabric buying can be time-consuming becausehematerial of
interest may be found in cities or even countrgra and in shops where
they have enormous collection of materials. Quesitf the fabric, such
as texture, colour, thickness, stiffness, etc, nmastch the intended
costume. These decisions are all part of what distume designer deals
with, in selecting fabrics. A sample each of the@sdn fabric is then
stapled to each sketched costume. The costume néesigother
considerations include caps, hats, wigs, shoegljgwvalking sticks and
other items that complete a character’s costume.

At the end, approved designs, along with the sthfdbric samples, are
given to costume makers for bids, before agreemmmiscontracts are
signed for costume production. When costumes acemad delivered,
they must be tried on to ensure that there argaidgms, before they are
catalogued in the inventory and put in the wardrabbaise on the set.

4.0 Self-Assessment Exercise
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o What are costumes in film production?
o In what ways do costumes help in filmmaking?
o List 4skills required by a costume designer.

5.0 Conclusion

Any set of clothes worn in order to play a charésteole is called
costume. Costumes are inalienable to flmmakingabee they are what
complete a character’s role. In film productiorgastume designer is the
person in charge of designing the clothing elemewisn by actors.
Costumes are designed and made to complement\othed aspects of
the film’s scenic ambiences such as lighting, cnlowod, etc. Thus, a
costume designer is also tasked with working irceotwith other design
professionals in mediums like lighting and sceng&sign to create a
cohesive aesthetic for the production as a wholstume designer must
have skills such as passion for design, creativditiad, software
capabilities, and at least basic sewing knowledge.

6.0 Summary

In this unit, we have been able to understand wbatume is and how
they are used in film productions. We have alsonieabout who a
costume designer is. We learnt about how costunep mm film
production, and also learnt the major skills a wost designer needs to
have.

7.0 Tutor-Marked Assignment

Identify 2 characters in any film of your choicedamse paper from your
sketch book to make pencil sketches of 1 alteraatostume for each of
them.
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UNIT 2 THE NATURE OF MAKEUP FOR PERFORMANCE

Unit Structure
1.0 Introduction
2.0  Objectives
3.0 Main Content

3.1 Makeup in Filmmaking
4.0 Self-Assessment Exercise
5.0 Conclusion
6.0 Summary
7.0  Tutor-Marked Assignment
8.0 References/Further Reading

1.0 Introduction

This unit introduces you to makeup, its meaning arses in film
production, including what special effect makeupnshis unit, you will
also learn about some of the skills that a maketipt anust have. To
make the most of this unit, it is recommended tlwat pay attention to
details, read recommended texts and engage inthetkelf-assessment
and tutor-marked exercises.

2.0 Objectives

At the end of this unit, you should be able to lue following:

. Understand what makeup is.
. Understand how makeup is used in film production.
. Understand the skills required of a makeup artist.

3.0 Main Content
3.1 Makeup in Filmmaking

Makeup evolved thousands of years ago, when peligtevered how to
create striking personal adornments by applyingbdumre of powdered
pigments and wax or grease. In a reflection of #msient tradition,
theatrical makeup is still commonly called “gregseat”. In ancient
times, people used makeup for occasions like gmingar, religious and
other festivals. Contemporary makeup artists apmikeup to actors or
others who are performing in the theatre, TV omfilo change their
character or enhance their appearances. Whereasmekdone by both
actors and cosmetic applicators, there is a difiegebetween the two
forms. While performance makeup helps you becomeaemmur
character, cosmetic makeup helps hide your impgofez In
performance such as filmmaking, makeup can complatnsform you
into somebody else, an older/younger person or aw@eature.
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As with other artists working in film, the makeugist’'s work requires
consulting with the script, performers, directorsd aothers associated
with the production, to plan out the makeup effabist meet what is
desired in each scene or by each character. Makeisps’ job is highly
technical because they also have to duplicate npelkem a different day
SO actor's appearances remain the same for thadildust as well, they
need to continually apply makeup on actors througreach day of
shooting.

3.2 Makeup in Character Establishment

Makeup plays an important part in establishing aratter in the world
of film, where a progressively complicated range obfaracters are
created. No matter how complicated or otherworkllgharacter is in a
script, it is the makeup designer's job to ensurat tthe actor is
transformed into that character, using various re$e For many actors,
the makeup process is a vital part of their prepara for getting into
character because it allows them to move psychcddlgiinto the role as
defined by the script. As actors are seated intfafrthe mirror, being
made up, they see their own transformation, whisb &elps them to
transform on the inside to the roles they are plagyi

3.3 Special Effects Make-up (FX Makeup)

The use of special techniques to enhance actorssiqdl features to
exhibit metaphysical or non-human characteristass,well as fantasy
makeup, is called special effect makeup. It alsmlires the use of
prosthetics, plaster and rubber casting for prsejd@t entails non-human
appearances. Special effect makeup includes thengseoze of theatrical
or fake blood, as you did with your blood squilihie previous module.

3.4 SKkills Required of a Makeup Designer

Makeup is a highly specialised aspect of filmmakiMpkeup artists
specialise in a variety of roles, such as thedinakeup, cinema makeup,
fashion photography and runway makeup, or spedfatts makeup.
They require years of training and practice to rletine materials,
principles and techniques of makeup. Special effectakeup is
particularly prominent in the world of film becauskthe usual need to
transform artists into other personagesThe Lord of the Rings trilogy,
the prosthetic feet worn by the hobbits were maga beam of special
effects makeup artists, who made hundreds of pearexecute their jobs,
makeup artists need certain skills and proficiesiciencluding the
following:
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(i) Passion for design

A makeup artist must have passion for design, aselep knowledge and
appreciation of makeup across history and cultufég makeup artist
must spend a lot of time researching and compilefigrence materials
before commencing work in each film project. Thiseds passion,
because of the long hours that makeup processesakey

(ii) Creative Ability

A makeup artist needs also possess the ability akensketches and
drawings using freehand. The templates and vishatshe makeup artist
produces, during and after research, are always thawn sketches. The
actor’'s face needs also be sketched, sometimempable the makeup
artist do pre-effects before working on the actimte. A creative
sketching ability is then an essential skill foe tmakeup artist.

(iii) Skillsin Sculpture and other Plastic Arts

Makeup artists need strong foundations in the tartisaterials and
methods of sculpture, including modelling, sculgtinreproduce
sculptures, etc. Thus, the makeup artist's job @syvdemanding and
highly skilled because it goes beyond cosmeticiegipbn of pigments to
the actors’ faces. They need to be familiar witkigie, elements of design
and the principles of colour too.

(iv) The Use of Cosmetics

A makeup artist must be trained in the use of weritypes of cosmetics,
their application, and tools for applying them luging how to improvise
cosmetics with available materials. The principdéslesign and colour
are vital to the application of cosmetics.

(v) Software Capabilities

While freehand sketching skills are inalienablghe job of a makeup
artist, you need to keep in mind that we live dgital era where software
enhances professional competences. Therefore, makgst today must
incorporate computer aided design (CAD) softwarte itheir process.
Software in use today enable makeup artists ta tnole range of styles
and designs on the computer or other handheldsréefiey actually
work on the actor's makeup. A makeup artist needbe able to use
current technologies effectively.
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(vi) Good knowledge of Anatomy

Much of the work of the makeup artist is to enhasueé modify an actor’s
features, or even create a new personage outaaftan Therefore, a good
knowledge of human and animal anatomy is essdntehable a makeup
artist achieve the goals of making-up actors inpecgfic characters
defined by the script and the director’s createmplates.

4.0 Self-Assessment Exercise

. What is makeup design?
o In what ways does makeup help in filmmaking?
o List 5 skills of a makeup artist.

5.0 Conclusion

Any set of clothes worn in order to play a charésteole is called
costume. Costumes are inalienable to flmmakingabee they are what
complete a character’s role. In film productiorgastume designer is the
person in charge of designing the clothing elemewisn by actors.
Costumes are designed and made to complement\othed aspects of
the film’s scenic ambiences such as lighting, cnlowod, etc. Thus, a
costume designer is also tasked with working irceotwith other design
professionals in mediums like lighting and sceng&sign to create a
cohesive aesthetic for the production as a wholstume designer must
have skills such as passion for design, creativditiad, software
capabilities, and at least basic sewing knowledge.

6.0 Summary

In this unit, we have been able to understand wiateup is, and how it
is used in film production. We have also been &bleutline what special
effect makeup is, and the skills required of a nupkartist.

7.0 Tutor-Marked Assignment

Using yourself as an actor, use makeup to give sgrdentity of the
opposite sex. Submit photographs of your processéh, 8 pictures
showing the front, left, back and right views ofuylbefore and after the
makeup.
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UNIT 3 UNDERSTANDING PROPSIN PRODUCTIONS

Unit Structure

1.0
2.0
3.0

4.0
5.0
6.0
7.0
8.0

1.0

Introduction

Objectives

Main Content

3.1 Whatis a Prop in Filmmaking?
Self-Assessment Exercise
Conclusion

Summary

Tutor-Marked Assignment
References/Further Reading

| ntroduction

This unit introduces you to the nature of prop glesn film production
and the materials and methods of achieving thenthignhunit, many of
the ideas you learnt from Unit 1, Module 2 alsolgppo make the most
of this unit, it is recommended that you refer tejous units.

2.0

Objectives

At the end of this unit, you should be able to lu® following:

Understand what a prop is.
Understand how to design a prop.
Understand the materials and methods of prop design

3.0 Main Content

3.1 Materials Needed

As noted earlier, this course has a practical corapbthat must be
fulfilled to enable you make the most of it. Themef, you have to buy
some basic design materials that will help youisealhe objectives of
this course, and do your assignments. The followWiale indicates the
materials you need to have, what they are usednitin, an illustration
under it (Fig. 1):

Sketch Pad (A4 size) 1 It is the paper on which yall

make all your initial sketches ar
put down your ideas.

nd

2b pencil 1 For sketching and drawing
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Eraser 1 For erasing unwanted pencil lir

Plastic ruler For drawing straight lines

Poster colours (at least set For colouring your designs

50ml of white, black

yellow, blue, red)

Colour pencils 1 set For colouring designs

Set of brushes 1 set For applying poster coloyoto
designs

Plastic palette 1 For mixing poster colours

Craft knife 1 For cutting design paper and ot
light materials

Scissors 1 For cutting design paper and o
light materials

Drawing board or tablel The surface on which you w
work

Can of silver sprayl Used spray painting

paint

A tube of UHU gum 1 Adhesive for joining pal
together

Chipboard paper 2 sheets  For use as constructiteriaia

1% inch flat foam of 1 sheet For use as prop construct

any colour (20x20cm material

size)
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Set of

Set of 5

poster
— Eraser

2b

Craft
<€— Plastic

Scissors [ ij
aiis'“iﬁ[ﬁﬁi'l
METALLIC

1% inch flat

1% inch flat - .
Fig. 1. Materials needed for this course. They can be bought at any art

3.2What isaProp in Filmmaking?

From the theatrical, prop (property) refers to abject used during
performance on stage or screen by actors. In miofesl terms, a prop is
any movable or portable thing, including consumdbdel items used by
performers on a stage or a set. Thus prop is digtiom actors, scenery,
costumes, and other electrical equipment. Howeverpp used on stage
needs not be a real one. It can be designed argirgoted to mirror the
real thing. If, for instance, a scene in the prducrequires a gun, it is
not the practice to bring a real gun to the seé fitofessional practice is
to use prop guns, which are made replicas of reat dout can neither
shoot real bullets nor be modified to do so. Propds, swords and other
weapons are also used on stage, rather than thene=sa The use of prop
weapons evolved in the film industry out of obvi@agety concerns. In
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filmmaking several factors may determine whetherawstruct a prop for
the production or buy a ready-made prop from sfistidealers. Such
factors include budget, time constraints, and thailability of skilled
manpower for prop production. While ordering prdpsn specialised
dealers may be quite expensive, it is far cheapdesign and construct a
prop for your production. Depending on the scspdry and effect sought
by the director, many props have to be custom builbrder from dealers,
making them very expensive indeed. However, if fiaue the skills or
have access to an artist or technician with thésskt is a whole lot
cheaper to produce your own props, since you knbatus required of
the prop and context of its use.

3.3 Common Types of Props
(i) Prop Weapons

While prop weapons like knives, guns or swords laakctional, they

lack the intentional harmfulness of the real weapohe theatre or film,

prop weapons either merely nonworking replicadane safety features
to eliminate danger. For the stage, guns fire cap®isy blanks, knives
are often made of plastic or rubber and swordslalied. However, in

film production, fully functional weapons are mgstised, but special
smoke blanks are used on blank adapted guns. Nbubets are used.
The reason why special smoke blanks are usedtigtahcartridges with
bullets removed are still dangerous and have casss@ral tragic

instances on stage or film productions. To ensafetg and proper
handling, real weapons used as props, the propemasid law

enforcement agencies monitor their use for film aelkkvision. This

monitoring is generally not required for stage prctns, since these
props are permanently disabled or "plugged"”.

(i) Stunt Props

Objects that are designed to breakaway or scatremgiproductions are
called stunt props. Such include balsa-wood furaitar sugar glass,
which is a mock-glassware made of crystallized sulglck glassware
breaks with real-looking debris but rarely caugarindue to their light

weight and weak structure. In the profession, stimibles replace the
main actors for scenes involving the use of breakaprops. In order to
minimise injury, rubber bladed-weapons and gunsaenples of props
used by stuntmen and actors where the action ejairch a stunt prop.

(iv) Hero Props

Very detailed props handled by actors, and whiehcdimera will zoom
into for inspection are called “hero props”. Sitice camera will detail it,
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the hero prop has very delicately made parts, iptsons and functions

such as moving parts, legible inscriptions, lighiisplay panels and other
functional attributes. Props that beam and fireedaan science fiction

films are examples of hero props. However, allgkiea functions on the
hero prop make them more expensive and less dutarienormal props.

Hero props are custom made for the productions.

(v) Prop money

Many films require the use of money in their scen@sthese moments,
prop money is used, rather than the real curréddoyever, prop money
must comply with strict counterfeit money regulaso Read the link
bellow to learn about the regulations concernindsiingaand using prop
money in productions:

https://www.mentalfloss.com/article/94829/how-usHeterfeit-laws-
impact-hollywood-prop-money

3.4 The Importance of Propsin Film Production

As we have discussed earlier, props are vital pdsfilm, TV or theatre
production. Productions are nothing without propd & is the props that
help tell the story in a production. If, for insta a character has to use a
chair in a scene, the chair is carefully selectsading to the character’s
emotional state and performance ambience. It camainy chair. It has
to be the perfect chair for that particular chaacthis means that props
are an extension of the character's personalitguseit is the prop that
will give audiences subconscious cues that deterimaw or what to feel
about a situation or character. Used in a prodogctmops generally
convey the following:

(i) Circumstance

Props convey the time and place in which the nagat set. Props
indicate the decade, society, culture or econonsyosy is set in. For
example, if a story is set in Ancient Ife Kingdorertain props that
establish the location as “Ife Kingdom” will be dséhese props will
replicate known cultural artefacts of the era,esawed from historical
records. This means that the prop maker needs ta dole lot of
research to design and make props that appropritglthe story and
help the audience to place the action.

(if) Atmosphere

While the props help audiences to understand thethae, they also
enable actors get a feel for their roles. Actor mibre easily get into
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their Ancient Ife roles if they are dressed simitarand hold props used
in the time period in that Nigerian Kingdom.

(iii) Character

Props make film characters readily recognisableabgliences. Think
immediately of Thor's hammer and helmet. These praps serve to
extend Thor's personality and make him instantlgognisable to
audiences across the globe.

(iv) Safety

Props help ensure the safety of actors by elimgathe dangers
associated with the real items. For example, altake of gun do not put
actors in danger, but look as intimidating as ted weapons.

3.5How to Construct a Movie Prop
(i) Plan the Prop

You start-off prop design by studying the scriptdngse it has all the
information about the story, characters and howpitog is to be used.
Take detailed notes as you thoroughly study thiptsier get an idea about
how the prop will be used and how it should lookstlall the props

required and note the scene in which they are tadeel, including the
character that will use them.

(if) Get a Brief from the Director
Working closely with the director, tease out angasd concerning the

props indicated in the script. In interacting witie director to get your
brief, some of the considerations are as follows:

o Is the prop to be designed from the scratch or bioilngm a dealer?
o What colour is required of the prop?

. How much is the budget for prop acquisition?

. What are the effects required to be seen in the%ro

(iii) Sketch and Discussthe Prop Design with the Director

After studying the script, listing all the neededs and getting a brief
from the director, you need to now put your ideds clear sketches for
the director to see and agree on the sketchefttHatgeneral, your work
at this stage will include the following:
e Compile photographs of props found in shops omenland show
the director ways to use or adapt them to fit thoeien
e Make good sketches with pencil on paper and listpabps
required.
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o Review clips and shots from other films to see pribyat can fit or
can be adapted to give character to your production

(iv) Making a Prop or Buying One?

A prop designer needs not always make one. It ssipte to buy props
that can be used as they are, or that need onlgrnaidjustments or
redecoration to fit the film’s needs. Working witie director, you need
to make a decision to buy and make, in the comtttie budget. A made
prop may be cheaper one from a dealer. To degalejust need to find
out the market values and compare them with the a@osiaking them.

Making your own prop gives you full control oveettesign.

(v) Drafting a Budget for Prop Design and Acquisition

After all the planning, consultations, sketches apgrovals from the
director, a budget needs be made to accommodatadakig or buying
of all the props listed. If you are going to bugitihfrom dealers, you need
to do market surveys to get the best bargain orténes. If you choose
to make your own props, you need to identify matsyiartists and
technicians that can translate your designs intlistee props. Your
sketches and functional briefs will enable thestéstand technicians give
you a costing for production. If you have the skilfou may also produce
the props yourself within the budget. Costs willrmally be the
determining factor for deciding whether to prodyceirs or buy props
from a dealer.

(vi) Applying Colour to Props

Very often, you may not get the right colour of preven if you found

one that structurally fits your purpose. In thiseayou will have to paint
them to fit your colour requirements. Also, if ymwake your own props,
you need to colour them too. Painting props idyesdsy, if you have the
right skills. For simple props like knives, gungiawords, a few cans of
silver and black spray paint will usually do thé&ckr More complex

colourations to achieve aged or rustic looks rexgpiofessional skills.

Spray paint must always be applied outdoors tanelle fumes disperse.
To paint bigger props like furniture, refer to afwllow the steps and
procedures outlined in the previous unit.

4.0 Self-Assessment Exercise

o What is a film prop?

o Why are real weapons not used on set?

. What is the name of the guns used on set?
. Name 4 types of props.
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5.0 Conclusion

Props are most vital for film production becaussythelp place the action
and also enable the actors to get into their rofékile props can be

bought at dealers’, it is also possible to make youn from your designs.

Props to be made for productions are determinethéyscript and the

director’s choices. For safety reasons, materalsiaking prop weapons
eliminate the dangers of using the real thingsp®w&ai dealers’ shops are
sometimes available in the wrong colours. At suahmants, you can

change the colour by using spray paint or any @ppticable commercial

paint.

6.0 Summary

In this unit, we have been able to understand at@abp is and how it is
used in productions.We have also learnt aboutifferent types of props,
and why real weapons are not used as props in ptiods. We learnt that
we can either make our own props or buy from dealer

7.0 Tutor-Marked Assignment

Make your own Prop Gun

1. Place your 1% inch sheet of foam on your drawingdhoa

2. Go online, search for hand guns and select and arlife size
picture of one that you like.

3. Using a ruler and pencil, draw the gun on one sideur 1% inch

sheet of foam.

4. Using your craft knife, cut the gun out of tbam.
5. Mark out all the gun details on both sideshef¢ut out gun.
6. Cut small pieces of foam to size of the gurtfeodetails and stick

in place with the UHU glue.
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7. Using your silver spray paint, spray both sidethe gun evenly.
Spray outdoors and leave to dry.

8. Using your brush, apply black paint sparingly the stuck up
details of both sides of the gun.

9. Leave to dry and your prop gun is ready.
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