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Introduction 

 

Animation is a time-based art with each animated action or movement taking place against a specific 

speed or tempo (Floyd). Timing helps to define the physical characteristics of an object such as its 

weight, its size and its scale. It helps to communicate the personality, mood and emotional state of an 

object or character (Hinman 195). The subtle adjustments in timing in ²ŀǊƴŜǊ .ǊƻǎΩ ŎŀǊǘƻƻƴ Wile E. 

Coyote and the Road Runner, for example, communicate the physicality and mood of the eager Wile 

E. Coyote as he frantically chases the quick, good-natured Road Runner, who in contrast, moves with 

ease. When a sequence ƻŦ ŀƴƛƳŀǘƛƻƴ άǿƻǊƪǎέΣ every animated movement is perceived as if it happens 

precisely when it should. For this reason, timing can be seen as the most fundamental of the twelve 

foundational principles of animation (Floyd) and in some ways, the most difficult principle for 

animators to master (Hinman 195). 

 

All cinema, including animation film, is based on άǘƘŜ ƛƭƭǳǎƛƻƴ ƻŦ ƳƻǾŜƳŜƴǘ ǘƘŀǘ ƻŎŎǳǊǎ ǿƘŜƴ ŀ ǎŜǊƛŜǎ 

of images are exchanged quickly enough that the human eye no longer sees them as separate images, 

ōǳǘ ŀǎ ŀ ǎƛƴƎƭŜ Ƴƻǘƛƻƴέ ό{ǳbotnick 3). Where the two categories of cinema (live-action and animation) 

diverge is in the representation of reality. In general, live-action cinema ς which is created through a 

recording method ς creates the illusion that what we see on the screen is real, while animation 

generally does not. Part of the attraction of animation is the awareness of the illusion that is brought 

to the viewer through constructed media (Subotnick 3). 

 

In her blog, Rundell argues that the illusion of movement crafted in animation is not only a 

representation of time, but that time in animation is experienced as an objective reality that comes 

with animated space. Timing and spacing are closely linked. Whereas timing in its simplest form 

ŘŜǎŎǊƛōŜǎ άǿƘŜƴέ something movesΣ ǎǇŀŎƛƴƎ ŘŜǎŎǊƛōŜǎ άƘƻǿέ ŦŀǊ ǎƻƳŜǘƘƛƴƎ ƳƻǾŜǎ ƻǊ ŎƘŀƴƎŜǎ ŦǊƻƳ 

one position to the next. The bigger the change in position, the faster that movement will appear 

(Floyd). In animation, the experience of space by means of motion (time) is affected by the crafted 

quality of both space and time (Rundell). 

 

The illusion of space, Rundell explains, is less convincing than the illusion of motion (and thus time), 

and argues: άWe understand very well that the images we see on a screen do not have the depth and 

space that we actually see ς we could not reach out and enter the filmic setting. We are very aware 

of the illusion at a perceptual level. Motion, on the other hand, is harder to see throughέΦ  
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Just like animation, music is an art based in time (Subotnick 3). Where animation gives a 

representation of time by changing the qualities of an image using line, composition, colour and 

texture to construct a moving picture in time, music gives a far more subjective presentation and thus 

sensation of time by changing pitch, dynamics, rhythm, and tempo to ŎƻƴǎǘǊǳŎǘ ŀƴ ŀǳŘƛŀƭ ΨǇƛŎǘǳǊŜΩ 

(Rundell; Subotnick 3). In wǳƴŘŜƭƭΩǎ ǿƻǊŘǎΥ άMusic is a metaphor for human consciousness (of Being) 

ŀƴŘ ŀƴƛƳŀǘƛƻƴ ƛǎ ƘŜƛƎƘǘŜƴŜŘ ōŜŎŀǳǎŜ ƻŦ ƛǘǎ ƛƴŎƭǳǎƛƻƴ ƻŦ ƳǳǎƛŎΤ ƳǳǎƛŎΩǎ ΨǘǊŀƴǎƛǘƻǊƛƴŜǎǎΩ ƎƛǾŜǎ ǎǳōǎǘŀƴŎŜ 

to images which themselves are an illusion of motion and which exist through time and the illusion of 

space and depthέΦ 

 

Sound in animation film, Musburger and Kindem argue, complements the image and can shape the 

way in which images are interpreted: άLǘ Ŏŀƴ ŘƛǊŜŎǘ ǘƘŜ ŀǳŘƛŜƴŎŜΩǎ ŀǘǘŜƴǘƛƻƴ ǘƻ ŀ ǎǇŜŎƛŦƛŎ ǇŀǊǘ ƻŦ ǘƘŜ 

image or to things not included in the imageέ όмрфύ. They go on to argue that certain sounds, including 

musicŀƭ ǎƻǳƴŘǎΣ άhave the ability to stimulate feelings directly. Sound can create a realistic background 

ƻǊ ŀ ǳƴƛǉǳŜΣ ŀōǎǘǊŀŎǘΣ ƛƳǇǊŜǎǎƛƻƴƛǎǘƛŎ ǿƻǊƭŘέ όibid). Sounds and images, Musburger and Kindem 

continue, can have parallel meanings or emotions that are mutually supportive (160). Not only can 

music reinforce, but it can also purposefully contradict the animated image (ibid). 

 

Music in film, including animation film, is often categorised as either diegetic or non-diegetic 

(.ŜŀǳŎƘŀƳǇΣ ά5ŜǎƛƎƴƛƴƎ {ƻǳƴŘ мst 9Řέ 17).1 Diegetic music is understood to emanate from a source 

ƛƴ ǘƘŜ ŦƛŎǘƛƻƴŀƭ ƴŀǊǊŀǘƛǾŜ ƻǊ άŘƛŜƎŜǎƛǎέ όibidύΦ IŜƴŎŜ ƛǘ ƛǎ ŀƭǎƻ ƪƴƻǿƴ ŀǎ άǎƻǳǊŎŜ ƳǳǎƛŎέΦ ¢ƘŜǎŜ ǎƻǳrces 

Ƴŀȅ ƛƴŎƭǳŘŜ ŎƘŀǊŀŎǘŜǊǎ ŘŜǇƛŎǘŜŘ ŀǎ ƳǳǎƛŎƛŀƴǎ ƳŀƪƛƴƎ ƳǳǎƛŎ ƛƴ ǘƘŜ ŦƛƭƳΣ ŀ ǊŀŘƛƻ ΨǇƭŀȅƛƴƎΩ ƳǳǎƛŎΣ ŜǘŎΦ 

Whether or not the audience sees the source is unimportant. So long as they understand the music to 

be coming from something within the depicted world of the film itself, it qualifies as diegetic music. 

Thus, we accept that animated characters ΨhearΩ diegetic music in a scene. Conversely, non-diegetic 

music is understood to emanate from outside the depicted world of the film, so the characters do not 

ΨhearΩ it (ibid)Φ hǘƘŜǊ ƴŀƳŜǎ ŦƻǊ ǘƘƛǎ ǘȅǇŜ ƻŦ ƳǳǎƛŎ ƛƴŎƭǳŘŜ άǳƴŘŜǊǎŎƻǊŜέΣ άŀŎŎƻƳǇŀƴƛƳŜƴǘŀƭ ƳǳǎƛŎέΣ 

άƛƴǘŜǊǇƻƭŀǘŜŘ ƳǳǎƛŎέΣ άŎƻƳƳŜƴǘŀǊȅ ƳǳǎƛŎέΣ ŀƴŘ ǇŜǊƘŀǇǎ Ƴƻǎǘ ŎƻƳƳƻƴƭȅΣ άōŀŎƪƎǊƻǳƴŘ ƳǳǎƛŎέ (even 

ǿƘŜƴ ǎǳŎƘ ƳǳǎƛŎ ƛǎ ŦƻǊŜƎǊƻǳƴŘŜŘ ƻƴ ŀ ŦƛƭƳΩǎ ǎƻǳƴŘǘǊŀŎƪ2).3  

                                                           
1 While Claudia Gorbman standardised the terms in her pioneering film music study Unheard Melodies: 
Narrative Film Music (1987) it should be noted that film music scholars have long argued over the 
appropriateness of the terms, and a number of theorists have drawn attention to the many examples that blur 
the boundaries between the simplistic binaries (see in partƛŎǳƭŀǊ wƻōȅƴƴ {ǘƛƭǿŜƭƭΩǎ Ψ¢ƘŜ CŀƴǘŀǎǘƛŎŀƭ DŀǇ 
ōŜǘǿŜŜƴ 5ƛŜƎŜǘƛŎ ŀƴŘ bƻƴŘƛŜƎŜǘƛŎΩ ƛƴ Daniel, Kramer and Leppert 184). 
2 ! ǎƻǳƴŘǘǊŀŎƪ ƛǎ ŀ ŎƻƳōƛƴŀǘƛƻƴ ƻŦ ǾƻƛŎŜǎΣ ǎƻǳƴŘ ŜŦŦŜŎǘǎ ŀƴŘ ƳǳǎƛŎ όCǳǊƴƛǎǎΣ ά!Ǌǘ ƛƴ aƻǘƛƻƴέ уоύΦ 
3 Of course, all film sound is artificially constructed to tell a story (dialogue is very often rerecorded in post-
production with ambient sound and sound effects added, sound edited, layered and mixed, etc.) and 
audiences are required to suspend their disbelief in thinking about what a character on screen might be able 
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Synchronised diegetic or source music matches the apparent on-screen source of that music 

(Musburger and Kindem 160). For example, in a singing performance the music would synchronise 

with the lip movements of the animated character singing or in a dance scene, the visual actions of 

the character would ǇǊŜŎƛǎŜƭȅ Ŧƻƭƭƻǿ ǘƘŜ ƳǳǎƛŎΩǎ ōŜŀǘ ƻǊ ǊƘȅǘƘƳΦ  

 

The use of music in film is a rather complex art (Musburger and Kindem 161) and as Halas and Manvell 

argue: ά¢ƘŜ ŀƴƛƳŀǘƻǊ ƛǎ ǊŜǎǇƻƴǎƛōƭŜ ŦƻǊ ǘƘŜ ǾƛǎƛƻƴΣ ǘƘŜ ŎƻƴǘǊƻƭ of the total medium, including sound as 

well as sight. He [sic] must think sound as well as picture. He is only half an animator if his skill is limited 

to drawingέ (81). 

 

aŀƴȅ ŜŀǊƭƛŜǊ ŎŀǊǘƻƻƴǎΣ ǎǳŎƘ ŀǎ ²ŀǊƴŜǊ .ǊƻǎΩ Wile E. Coyote and the Road Runner featured wall-to-wall 

(non-stop) music that was often a blend of underscore and musical sound effect (Beauchamp, 

ά5ŜǎƛƎƴƛƴƎ {ƻǳƴŘ мst 9Řέ ппύΦ Lƴ ŎƻƴǘǊŀǎǘΣ ŀƴƛƳŀǘŜŘ ŦŜŀǘǳǊŜǎ ǇǊƻŘǳŎŜŘ ƭŀǘŜǊΣ ǎǳŎƘ ŀǎ 5ƛǎƴŜȅΩǎ Snow 

White and the Seven Dwarfs (1937), contained singing and dancing performances and songs that were 

fluidly linked to characters and their actions (Goldmark and Taylor 26). More recent animated feature 

films, such as Aladdin (1992), The Lion King (1994), Tarzan (1999) and Frozen (2013) are invariably 

accompanied and driven by a prominent and compelling soundtrack, closely tied to plot 

developments, making music an essential element of the animated film. 

 

The focus of this research is on 3D animated feature films with musical scenes, rather than a broader 

consideration of music in animation feature films ς the latter including background music, 

underscoring, etc. A musical scene, for the purpose of this study, can be defined as any animated 

scene in which a character takes part in a musical performance whether by singing, dancing, playing a 

musical instrument or any other action requiring synchronisation to source music. 

 

Animation film can make use of two kinds of music to combine animated images and music:  original 

music composed and recorded for the film or, pre-existing music compiled for the film. Commissioning 

an original score means music can be tailor-made for the specific needs of an animation film 

(Musburger and Kindem 163), but this can create complexities for the production process.4 However, 

in some cases pre-existing music is preferred to create a desired effect.  

 

                                                           
to hear or not hear. One could argue that this act of suspension is even more necessary in the case of 
animated characters, the source of the representation being simply a drawing or a manipulation of pixels. 
4 The process of animation very often requires music, particularly for scenes in which characters interact with 
music, while the composer would very often require some kind of moving image material to compose to or for. 
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This research will focus on pre-recorded source music, i.e. fully completed or demo recordings (scratch 

tracks) of original or recordings of pre-existing music. Music on a temp track5, even though it contains 

certain musical information, is excluded from the category of music this study focuses on, as the 

possibility exists that major changes might occur between the temp track and the final music used in 

the film. 

 

With pre-recorded music, a basic structure and timing is established to which the musical performance 

and animated images must conform, unless a conscious asynchronisation or contrapuntal relation 

between the sounds and images is desired (Musburger and Kindem 161). Visual actions are created 

according to a pattern set by pre-recorded music. The timing of the movement coincides with the 

timing of the music so that the movement and the music both begins and ends at the same point and 

ǾŀǊƛƻǳǎ άƘƛǘέ Ǉƻƛƴǘǎ ƻǊ Ǉƻƛƴǘǎ ƻŦ ǎȅƴŎƘǊƻƴƛǎŀǘƛon are achieved. Animating performances to music, 

therefore, requires a high degree of synchronisation or parallelism between the music and visuals 

(Musburger and Kindem 161).  

 

The introduction of synchronised sound in the animated short film Steamboat Willie (1928) brought 

about the development of various techniques for music and image interaction. άMickey Mousingέ, a 

technique pioneered by Disney in the 1930s, is a term that refers to the precise synchronisation of 

sound and movement to emphasise an actiƻƴ όCǳǊƴƛǎǎΣ ά!Ǌǘ ƛƴ aƻǘƛƻƴέ фмύΦ Another technique 

employed to make actions more believable was rotoscoping6. Contemporary animators still use 

traditional methods, but are aided by computers and computer software (Furniss, ά!ƴƛƳŀǘƛƻƴ .ƛōƭŜέ 

25). 

 

According to Beauchamp, because sound is often needed to guide the animation process with 

animated musical films (or feature films containing musical scenes), it should not be delayed until 

post-production (ά5ŜǎƛƎƴƛƴƎ {ƻǳƴŘ мst 9Řέ нфύΦ7 Unfortunately the soundtrack, Beauchamp argues, 

has historically taken a back seat to image in terms of resource allocation, allotment of production 

time, and screen crediting. However, many experienced animators credit sound with contributing as 

much as 70% to the success of a proƧŜŎǘ όά5ŜǎƛƎƴƛƴƎ {ƻǳƴŘ мst 9Řέ мтύΦ 

                                                           
5 A temp track is a preliminary audio recording of music that merely serves as a guideline for the animators 
during the production phase on the mood and tempo the director is looking for in a scene. It is replaced before 
the release of a film by the final soundtrack (Croudace). 
6 Rotoscoping was patented by Max Fleischer in 1917 and consisted of tracing a life action film of dance or 
movement projected one frame at a time. This enabled animators to create more life-like movement 
όDƻƭŘƳŀǊƪΣ ά¢ǳƴŜǎ ŦƻǊ Ψ¢ƻƻƴǎέ мпуύ. 
7 It is worth noting that Steamboat WillieΩǎ ƳǳǎƛŎΣ a score of compiled pre-existing compositions arranged 
specially for the film, was unusually recorded after the film was animated.   
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Despite the long history of animating to music, the deployment process remains project dependent. 

There are examples of isolated best practice (as evident from various animator blog sites) using 

methods, such as, click tracks8, charts (soundtrack production charts), bar sheets9 and, x-sheets 

(exposure sheets). However, there seems to be no universally-agreed approach for notation in 

animating to music, that is, an approach using musical information as cues to animate motion. Perhaps 

the problem lies elsewhere. Perhaps animators understand and know about animation but not enough 

of music. 

 

Michael Powell, an English film director best known for films such as The Red Shoes (1948), A Matter 

of Life and Death (1946) and Peeping Tom (1960) and admired by many modern-day film directors, 

aspired to his cinematic ideal ς the so-ŎŀƭƭŜŘ ŎƻƳǇƻǎŜŘ ŦƛƭƳ όaƻƻǊΣ άtƻǿŜƭƭ ŀƴŘ tǊŜǎǎōǳǊƎŜǊέ ммύΦ .ȅ 

this he meant, technically, a form of filmmaking in which a soundtrack is recorded first and footage is 

ǘƘŜƴ ǎƘƻǘΣ ǿƛǘƘ ǎƘƻǘǎ ǘƛƳŜŘ ǘƻ ǘƘŜ ǎŜŎƻƴŘ ǘƻ ŎƻƛƴŎƛŘŜ ǿƛǘƘ ǘƘŜ ƎƻǾŜǊƴƛƴƎ ƳǳǎƛŎŀƭ ƭƛƴŜ όaƻƻǊΣ άDƻǘƘƛŎ 

wƛƻǘǎέ мύΦ Powell suggests that tƘŜ ǘŜǊƳ ΨŎƻƳǇƻǎŜŘ ŦƛƭƳΩ ŀƭǎƻ has a general meaning which was just as 

important to himΣ άŦƻǊ ƘŜ ǎŀǿ ƛƴ ǘƘƛǎ ŦƻǊƳ ƻf filmmaking possibilities to orchestrate all aspects of film 

ς colour, lighting, sets, costume, music, camera work, drama ς ǘƻǿŀǊŘǎ ŀ ǎƛƴƎƭŜ ŜȄǇǊŜǎǎƛǾŜ ŜƴŘέ όaƻƻǊΣ 

άDƻǘƘƛŎ wƛƻǘǎέ мύΦ  

 

Although Powell did not work with animated film, his ideal could be applied to these films. One of the 

many remaining challenges in animating to music, despite many technological advances, is to perfectly 

time the performances to the music. The earliest animators benefited from having a basic knowledge 

of music, especially rhythm and tempo (Thomas and Johnston 290). This understanding of music was 

seen as essential, complementing their drawing and animation abilities (ibid). Lƴ ²ŀƭǘ 5ƛǎƴŜȅΩǎ ƻǿƴ 

ǿƻǊŘǎΥ άL ǘƘƛƴƪ ŀ ƎƻƻŘ ǎǘǳŘȅ ƻŦ ƳǳǎƛŎ ǿƻǳƭŘ ōŜ ƛƴŘƛǎǇŜƴǎŀōƭŜ ǘƻ ǘƘŜ ŀƴƛƳŀǘƻǊǎ ς a realization on their 

part of how primitive music is, how natural it is for people to want to go to music ς a study of rhythm, 

the dance ς ǘƘŜ ǾŀǊƛƻǳǎ ǊƘȅǘƘƳǎ ǘƘŀǘ ŜƴǘŜǊ ƛƴǘƻ ƻǳǊ ƭƛǾŜǎ ŜǾŜǊȅ Řŀȅέ όThomas and Johnston 285).  

 

Subotnick describes animation as an eclectic art, meaning that animators have diverse interests and 

come from diverse backgrounds and experiences, all of which expand the technical possibilities of 

animation (5). He maintains that there is no correct way to create animation except the way that best 

                                                           
8 A click track is an audio track which generates a sequence of regular pulses (beats) at a particular tempo 
όDƻƭŘƳŀǊƪΣ ά¢ǳƴŜǎ ŦƻǊ Ψ¢ƻƻƴǎέ пфύΦ   
9 A bar sheet or bar chart is a way of notating sound, music, dialogue and action in a systematic manner 
(Webster 182). 
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meets the requirements of the performance required. Music is one such interest that has contributed 

to the creation of new tools in animation such as a bar sheet (ibid). 

 

The blog sites of contemporary animators such as Carlos Baena highlight the belief that knowledge 

and an understanding of music can be helpful. Baena, an animation veteran who worked at Pixar, 

Paramount Pictures, and is an Animation Mentor co-founder, reiterates the importance of musicality 

ŀƴŘ ŘŜǎŎǊƛōŜǎ ŀƴƛƳŀǘƛƻƴ ŀǎ άǾƛǎǳŀƭ ƳǳǎƛŎέ10 meaning that animation is very similar to making music, 

not through sounds but through images (Baena). Although a different approach to the focus of this 

study, the statement supports that animators can benefit holistically from understanding music and 

basic musical concepts. 

 

According to Coyle, animation has been relatively under-examined in film-sound research (5). Even 

students studying animation often perceive sound as an afterthought (Webster 181) or merely 

approach it as a collaborative endeavour across disciplines. Furthermore, animation courses which 

cover the topic of music and animation integration are scarce. Consequently, there are gaps relating 

to soundtrack aesthetics and workflow that can make it difficult for the animator working 

independently on musical scenes to collaborate effectively with the sound design team (Beauchamp, 

ά5ŜǎƛƎƴƛƴƎ {ƻǳƴŘ нnd 9Řέ ··L±ύΦ  

 

This, therefore, supports the need to investigate the musical knowledge and skills gap of 

contemporary character animators to identify the most critical musical competencies they require to 

create animation that best represents the musical score.  

 

This research explores the relationship between music and character animation from the perspective 

of the animator. Despite a growing academic interest in both film music and animation, little attention 

has been given to the link between these two fields in terms of how they developed and are deployed 

together (Coyle 1). With this study I attempt to further bridge these worlds by investigating and 

suggesting the ideal musical competency set a character animator would benefit from and how they 

can use these competencies to digitally animate characters moving to the beat of pre-recorded music 

for a 3D animation feature-length film. A qualitative research approach is followed. The research 

                                                           

10 Visual music can also be a visual representation of sound through abstract moving shapes emulated through 

the use of a computer (Ox and Keefer). Note that Baena refers here to visual music in a different manner. 
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methodology consists of a historical analysis, studying current practices and the analysis of a case 

study. 

 

Khumba (2013), made by Triggerfish Animation Studios, is a South African 3D computer-animated 

feature film that contains musical scenes and is the case study that I analysed in order to establish an 

initial ideal musical competency set the character animators could have benefited from when they 

animated the movements of characters in particular scenes to fit the pre-composed score. I chose this 

animation film as it is imperative for the research to have access to the character animators who 

worked on the film. Unfortunately this means that the research is representative of one studio and 

one film which was made under specific circumstances. Even though this may not offer a holistic view, 

it does not detract from the research goal I was aiming to accomplish.  

 

By attempting to identify the most critical musical competencies, I believe that character animators 

working with musical scenes will be in a better position to target their continuous learning efforts. 

Universities and other training providers will also have greater insight into the process, which may 

lead to more research and the introduction of short courses teaching character animators basic 

musical competencies. The main outcome of this research would be to heighten the proficiency of 

character animators working on 3D feature-length films to create performances where characters 

move more believably to the beat of pre-recorded music. Ultimately, this research can lead to finding 

a universally-agreed approach for notation in animating to music combining both traditional and new 

methods and techniques. 

 

The research report is divided into six sections. This section introduced and motivated the study, while 

also explaining the methodology followed to perform the research. Chapter 1, the literature reviews, 

explores the body of knowledge on the relationship between music and animating a performance. 

Chapter 2 presents a literary investigation that compiles a basic set of theoretical knowledge and skills 

in music, which might be useful for character animators. This chapter is complemented by a literary 

investigation probing the backgrounds of earlier and contemporary character animators to establish 

their views and feelings about the relationships between music and animation, as well as their 

affiliation to music - meaning whether they have a musical interest and/or musical knowledge and 

skills. The scenes in Khumba where the movements were animated to fit the music, are identified and 

one of the scenes analysed in Chapter 3. The analysis is performed by mapping the movements of the 

characters and movement of the music as part of the performance at a specific time. This is followed 

by conducting one-on-one semi-structured interviews with the lead animators and character 
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animators who created the animated musical scenes in Khumba. Open-ended questions pertaining to 

ǘƘŜ ŀƴƛƳŀǘƛƻƴ ǇǊƻŎŜǎǎ ŀƴŘ ǘƘŜ ŀƴƛƳŀǘƻǊǎΩ Ƴǳǎical talents and knowledge were asked during these 

interviews (see the Interview Questions Guide in Appendix 1.) The transcript of the audio recordings 

of the interviews is included in Appendix 2. The comparison and analysis of the answers of the 

animators on the production processes and how the performances of the characters were 

manipulated and integrated with the music in the musical scenes are also included in Chapter 3. 

Appendix 3 lists the video clips which are discussed in this report and which can be found on the 

accompanying CD. In Chapter 4 the answers of the animators on what musical knowledge and skills 

they have and how they use it, as well as an illustration of how KhumbaΩǎ ŎƘŀǊŀŎǘŜǊ animators could 

have benefited from musical competencies (the proposed notation) are presented. In the final section 

of the report, the research is concluded with a summary of the study, its limitations and suggestions 

for future research. 
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Chapter 1: 

The Evolution of Integrating Music and Animation 

 

1.1 Introduction 

 

The academic discipline of animation (as a form of audio-visual film) developed separately from 

scholarship in the field of film music (Coyle 1). While ample research has been conducted over the 

years on film music or scoring, not much has been written on the development of animation after the 

Golden Age11 (Goldmark, ά5ǊŀǿƛƴƎ ŀ New Narrativeέ 229). One possible reason, according to 

Goldmark, Ŏŀƴ ōŜ ǘƘŜ ƻǾŜǊǿƘŜƭƳƛƴƎ ƛƳǇŀŎǘ 5ƛǎƴŜȅΩǎ ŀƴƛƳŀǘŜŘ ŦŜŀǘǳǊŜ ŦƛƭƳǎ ƘŀŘ ƻƴ ǘƘŜ ŦƛŜƭŘ ƻŦ 

animation (ibid). Another possible explanation can be the rapidity of change in the area of animation 

after the Golden Age. Technology evolves so quickly that it is difficult to present a current view of what 

is happening in the field: άBy the time something is printed and distributed (even electronically), it 

ǎŜŜƳǎ ŀƴƻǘƘŜǊ ŎƘŀƴƎŜ Ƙŀǎ ƻŎŎǳǊǊŜŘέ όCǳǊƴƛǎǎΣ ά!Ǌǘ ƛƴ aƻǘƛƻƴέ мтпύΦ  

 

Rebecca Coyle, who wrote the first book of its kind, Drawn to Sound, connecting animation film and 

music, says that relatively few researchers in animation and film music have devoted time to the 

deployment of sound and music in animation (1-13). According to Coyle, this can be due to the fact 

that animation literature concentrates on visual aesthetics and style (8). άA considerable proportion 

of animation output and, therefore, research and writing has derived from design and graphics centres 

rather than film schools. As a result, the connection with sound as part of an audio-visual screen 

product has been peripheralέ (Coyle 7). Furthermore, Coyle asserts that the production personnel 

concerned with sound and music was given little credit and that sound and music in many cases άhave 

been designated as a post-production activity that is outsourced and underfundedέ (8).  

 

Goldmark remarks ǘƘŀǘ άǘǊȅƛƴƎ ǘƻ ǎǳǊǾŜȅ ǘƘŜ ŜǾolution and changes in scoring methods with animation 

is a complicated taskέ ŀƴŘ ǘƘŀǘ ǘhe most basic of timelines for the development of cartoon scoring in 

Hollywood does not exist (Goldmark, ά5ǊŀǿƛƴƎ a New NŀǊǊŀǘƛǾŜέ 229-232). To close this gap, 

Goldmark, who writes from a musical and not from an animation perspective (highlighting yet again 

the lack of scholarly work from the latter perspective), presents an overview of some trends in 

                                                           
11 The Golden Age refers to the time between the start of synchronised animation in 1928 and the arrival of 
television in the late 1940s. It relates to a pŜǊƛƻŘ ƛƴ ǿƘƛŎƘ ǘƘŜ άtƻƭƪŀέΣ ŦŜŀǘǳǊŜŘ ƛƴ 5ƛƳƛǘǊƛ {ƘƻǎǘŀƪƻǾƛŎƘΩǎ The 
Golden Age ballet composed in 1928, foreshadowed a musical style that would become synonymous with early 
animation (Beauchamp, ά5ŜǎƛƎƴƛƴƎ {ƻǳƴŘ мst 9Řέ 44). 
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animated films (shorts and features) produced as part of the Hollywood studio12 system both for 

theatrical release and those devised for television (ά5ǊŀǿƛƴƎ ŀ New Narrativeέ 229). Even though he 

identifies many standard working practices, these all became obsolete with a closer look at what 

differentiates the studios (especially when it comes to sound and animation). 

 

There is therefore a need for this research that, from an animation perspective, will advance the 

deployment practices and processes for integrating film music and animation. However, to do so, it is 

first necessary to explore key historical developments in the integration of music and animation from 

its inception to what happened after the Golden Age. The presentation of a predominantly American- 

and Disney-centred analysis, is due to DƛǎƴŜȅ {ǘǳŘƛƻΩǎ ŘƻƳƛƴŀƴŎŜ ƻŦ the world-renowned Hollywood 

animation industry and their many examples of experimentation and innovation ς also in integrating 

ƳǳǎƛŎ ŀƴŘ ŀƴƛƳŀǘƛƻƴ όCǳǊƴƛǎǎΣ ά!Ǌǘ ƛƴ aƻǘƛƻƴέ ноΤ DƘŜȊ tǊŜŦŀŎŜύΦ 5ƛǎƴŜȅ {ǘǳŘƛƻ ǿŀǎ ŎƻƴǎƛŘŜǊŜŘ ǘƻ ōŜ 

the leader in terms of artistic innovation and was commercially more successful than other studios 

such as Fleisher Studio which, together with Disney, were the only animation studios conducting 

research and development on a sustained basis at that time (Langer 349). The exploration of 

knowledge in this chapter is concluded with a discussion of the issues involved in aiming for the 

ultimate goal when integrating music and animation. 

 

1.2 The dawn of a new language: integrating music and animation 

 

During the silent age13 of animation (from the early 1900s up to the late 1920s) cartoons were both 

seen and presented as moving comic strips, sometimes even incorporating speech bubbles for their 

dialogue. It was a time of much experimentation with the medium. Winsor McCay, the creator of the 

first animated cartoon star Gertie the Dinosaur (1914), experimented with animation as an extension 

of the comics he was working on, while Pat Sullivan and Otto Messmer created the iconic cartoon star 

Felix the Cat in 1919. Max and Dave Fleisher established themselves in this era with their Out of the 

Inkwell series in the same year, starring Koko the Clown. Experimental filmmakers such as Oskar 

Wilhelm Fischinger, Leonard Charles Huia "Len" Lye, Harry Everett Smith, Norman McLaren and others 

                                                           
12 It is worth noting that although this research focuses on studio animation, there is much to learn from 
independent animation where perhaps smaller scale production facilitates more sustained collaborations 
ōŜǘǿŜŜƴ ǘƘŜ ŀƴƛƳŀǘƻǊ ŀƴŘ ǘƘŜ ƳǳǎƛŎƛŀƴ ŀƴŘκƻǊ ŎƻƳǇƻǎŜǊΤ aƛŎƘŀšƭ 5ǳŘƻƪ 5Ŝ ²ƛǘΩǎ The Monk and the Fish 
(1994) stands out as a film conceived, developed and produced through close proximities between music and 
animation. 
13 Note that cartoons during the silent age were rarely screened without music. Although technology did not 
allow for synchronised sound until the late 1920s, cartoons were almost always accompanied by live music or 
in some cases, gramophone recordings (Altman 648). 
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also contributed much to the understanding of the relationship between animation and sound and 

ŘƛŘ ǎƻ ǳƴŘƛǎǘǊŀŎǘŜŘ ōȅ ŦƛƎǳǊŀǘƛǾŜ ŀƴŘ ƴŀǊǊŀǘƛǾŜ ŎƻƴŎŜǊƴǎΣ ƛΦŜΦ Ǿƛŀ ΨǇǳǊŜΩ ŀƴƛƳŀǘƛƻƴΦ  

 

A major outcome of experimentation during this period was the move towards cel animation. 

Animators used to redraw every single frame of animation on paper which was very time consuming 

(Butler 328-9). In seeking a more cost-effective mode of production, Earl Hurd and John Randolph Bray 

in 1915, developed the cel animation technique. This consists of separating portions of a drawing onto 

different layers of celluloid to eliminate the necessity for re-drawing the entire composition for every 

frame (Butler 328). The process also lends itself to the central component of Taylorism - to achieve 

greater efficiency and cooperation within the production process (Crafton 163-7). The shift to cel 

animation came just before another more significant technological innovation, namely the rise of 

sound technology in the late 1920s (Butler 328). 

 

Upon seeing the power of sound in films with the release of The Jazz Singer in 1927, film studios were 

very eager to get sound films into production, including the cartoon studios like Disney Studios (Butler 

329). In November 1928 Disney Studios released Steamboat Willie which features a clothes-wearing 

rodent named Mickey Mouse ǇŜǊŦƻǊƳƛƴƎ ǘƻ ǘƘŜ Ŧƻƭƪ ǎƻƴƎ ά¢ǳǊƪŜȅ ƛƴ ǘƘŜ {ǘǊŀǿέ όThomas and 

Johnston14 20). This cartoon marked an animation landmark with its synchronised sound. 

Synchronised sound was one of various technical innovations that the Disney Studio used and which 

distinguished their productions from those of its competitors (Rowley). This innovation resulted in an 

early tendency at Disney towards developing very close relationships between music and sound (ibid). 

With Steamboat Willie, Walt Disney wanted to display this technological advance insisting on an 

extremely tight musical integration (ibid). 

 

                                                           
14 Frank Thomas and Ollie Johnston were two of the nine supervising animators at Disney Studios from 1934 
until 1978 ǿƘƻ ²ŀƭǘ 5ƛǎƴŜȅ ŀŦŦŜŎǘƛƻƴŀǘŜƭȅ ŎŀƭƭŜŘ ǘƘŜ άbƛƴŜ hƭŘ aŜƴέ, and who were known for creating 
5ƛǎƴŜȅΩǎ Ƴƻǎǘ ŦŀƳƻǳǎ ǿƻǊƪǎΣ ŀǎ ǿŜƭƭ ŀǎ ǊŜŦƛƴƛƴƎ ǘƘŜ ǘǿŜƭǾŜ ǇǊƛƴŎƛǇƭŜǎ ƻŦ ŀƴƛƳŀǘƛƻƴ ό5ŜƧŀύΦ 
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Figure 1: Mickey Mouse ǇŜǊŦƻǊƳƛƴƎ ǘƻ ǘƘŜ Ŧƻƭƪ ǎƻƴƎ ά¢ǳǊƪŜȅ ƛƴ ǘƘŜ {ǘǊŀǿέ ƛƴ Steamboat Willie 

(1928) ς one of the first animated short films with a synchronised soundtrack (music synchronised to 

action). Screenshot by Author. Walt Disney Animation Studios. ά{ǘŜŀƳōƻŀǘ ²ƛƭƭƛŜΦέ YouTube, 

uploaded by Walt Disney Animation Studios, 27 Aug. 2009. Accessed 24 June 2016. 

 

While this ŎŀǊǘƻƻƴ ǿŀǎ 5ƛǎƴŜȅ {ǘǳŘƛƻΩǎ ŦƛǊǎǘ animated short film with synchronised sound, other 

studios had exhibited cartoons with synchronised soundtracks before, such as aŀȄ CƭŜƛǎŎƘŜǊΩǎ ǎŜǊƛŜǎ 

άSong Car-Tunesέ made in 1924, and including My Old Kentucky Home (1926) and tŀǳƭ ¢ŜǊǊȅΩǎ 5ƛƴƴŜǊ 

Time (1928) (Goldmark and Taylor 6).  

 

In the earlier days music was always composed after the cartoon was animated or the music was 

performed live while the cartoon was shown. However, composers, such as Carl Stalling, who worked 

with Disney at that time, felt that music was too often being used either as a novelty or an after-

thought (Goldmark, ά5ǊŀǿƛƴƎ ŀ bŜǿ bŀǊǊŀǘƛǾŜέ 232). It was because of these concerns and the desires 

of composers to see musical scores evolve, that Disney for the first time started producing films in 

which the animation was created around the music instead of the other way around (ibid). Their 

experimental series άSilly Symphoniesέ, where the production approach was reversed (the creation of 

the music preceded the animation), was a great success and received several awards. Where 

Steamboat Willie had music that was synchronised to the action, the first Silly Symphony, The Skeleton 

Dance (1929), was animated to pre-existing music. The overall effect of this resulted in an animated 

ballet, where ŎƘŀǊŀŎǘŜǊǎΩ ƳƻǾŜƳŜƴǘǎ flow so well with the music that we ŎŀƴΩǘ tell which came first. 

It is this close relationship between sound and image that according to Goldmark, άŜŦŦŜŎǘƛǾŜƭȅ ǊŀƛǎŜǎ 

the awareness of scorŜ ǘƻ ǘƘŜ ƭŜǾŜƭ ƻŦ ŀ ǇŜǊŦƻǊƳŀƴŎŜέ όibid). 
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Figure 2: The Skeleton Dance (1929) ŦǊƻƳ ǘƘŜ Ψ{ƛƭƭȅ {ȅƳǇƘƻƴƛŜǎΩ ǎŜǊƛŜǎ ς the first short film animated 

to a musical score (action synchronised to music). Screenshot by Author. Walt Disney Animation 

Studios. ά{ƛƭƭy Symphonies.έ ¸ƻǳ¢ǳōŜΣ ǳǇƭƻŀŘŜŘ ōȅ ²ŀƭǘ 5ƛǎƴŜȅ !nimation Studios, 15 Oct. 2015. 

Accessed 24 June 2016. 

 

In 1928 there was no formula on how to successfully pair music to animation, so that they grew and 

developed alongside one another (Thomas and Johnston 287). To improvise a score after the film was 

completed was, according to Thomas and Johnston, an easy task, but to do it the other way around 

was almost unthinkable (ibid). That is until Wilfred Jackson, an animator, arranger, composer and 

director at Disney, came along with a very simple solution: the metronome (ibid). He reasoned that if 

a film ran at a constant speed of 24 frames per second, you just had to determine how much music 

went by in a second. Jackson had sufficient knowledge of music to figure out how the beats, bars and 

staffs all relate to the timing of the animation (ibid). After much experimentation a new ΨlanguageΩ 

was discovered.  (Which, incidentally, only worked if the whole song adhered to a strict beat.) 

 

Iƻǿ ŘƛŘ ²ƛƭŦǊŜŘ WŀŎƪǎƻƴΩǎ ƴŜǿ ΨƭŀƴƎǳŀƎŜΩ ǿƻǊƪΚ Thomas and Johnston (287) showed that the 

animation director and the musicians worked ŎƭƻǎŜƭȅ ǘƻƎŜǘƘŜǊ ƛƴ ǘƘŜ ŘƛǊŜŎǘƻǊΩǎ ƻŦŦƛŎŜ ŎŀƭƭŜŘ ǘƘŜ aǳǎƛŎ 

Room. The musician would change elements of the music and the director would enhance the actions 

until both were satisfied. The animator director would mark down the action on a bar sheet (see an 

example of a bar sheet in figure 3). The music or sound could then be matched accurately to specific 

frames, which made it easier for the animators to work to specific marked points. 
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An animator at Disney, at the start of a project, would receive a tape or record of the soundtrack, an 

exposure sheet15 (an exact copy of the scene as it appears on the grey together with suggestions for 

accents to be caught or certain staging to be maintained), a copy of the final storyboards to see how 

ǘƘŜ ŀƴƛƳŀǘƻǊΩǎ scene fits into the whole sequence, and the layout showing the size of the characters, 

their suggested positions, and the extent of their movements. The animators then had to apply their 

minds to the information in the handout and discuss it with the director (Thomas and Johnston 223-

4). (Figure 4 shows an example of an exposure sheet.) 

 

 

 

 

 

 

 

 

 

                                                           
15 The classical exposure sheet is also called the X-sheet or dope sheet (Williams 70). 
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Figure 3: A ǇŀƎŜ ƻŦ ǘƘŜ ōŀǊ ǎƘŜŜǘ ŦƻǊ ǘƘŜ мфоо ΨaŜǊǊƛŜ aŜƭƻŘƛŜǎΩ Ŏartoon, Shuffle Off To Buffalo 

prepared by the director, Rudy Ising, and the musical director, Frank Marsales. Digital image. Worth, 

Stephen. Animation: Musical Timing Rediscovered. Animation Resources, 26 Oct. 2015.  

Accessed 27 Aug. 2016. 
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Figure 4: The exposure sheet of the first public close-up of Mickey Mouse in Steamboat Willie 

prepared by Ub Iwerks. Digital Image from film. Perk, Hans. Steamboat Willie Exposure Sheet, ά¢ƘŜ 

IŀƴŘ .ŜƘƛƴŘ ǘƘŜ aƻǳǎŜΦέ 5ƛǎƴŜȅ ¢ǊŜŀǎǳǊŜǎ 5±5 ǎŜǘ ŦƻǊ ΨhǎǿŀƭŘ ǘƘŜ [ǳŎƪȅ wŀōōƛǘΩΦ A. Filma L.A, 17 

Feb. 2009. Accessed 27 Aug. 2016. 

 

Since the arrival of sound in cartoons up to the late thirties, άmusic and ŀƴƛƳŀǘƛƻƴ ƘŀŘ ōŜŜƴ ƻƴŜέ 

(Thomas and WƻƘƴǎǘƻƴ нууύΦ ²ƛƭŦǊŜŘ WŀŎƪǎƻƴ ŜȄǇǊŜǎǎŜŘ ǘƘŜ ƎŜƴŜǊŀƭ ŦŜŜƭƛƴƎΥ άL Řƻ ƴƻǘ ōŜƭƛŜǾŜ ǘƘŜǊŜ 

was much thought given to the music as one thing and the animation as another. I believe we 

conceived of them as elements which we were trying to fuse into a whole new thing that would be 

more than simplȅ ƳƻǾŜƳŜƴǘ Ǉƭǳǎ ǎƻǳƴŘέ όƛōƛŘ). Jerome Kern, one of the most important American 

theatre composers of the early 20th century, recognised the artistry in this process and claimed that a 
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distinct new musical form had been created. HŜ ǘŜǊƳŜŘ ƛǘ άǘƘŜ ǳǎŜ ƻŦ ƳǳǎƛŎ ŀǎ ƭŀƴƎǳŀƎŜέ ŀƴŘ ŎǊŜŘƛǘŜŘ 

Walt Disney with making an outstanding contribution to the music of his time (ibid). 

 

1.3 Developments in animating-to-music during and after the Golden Age 

 

The silent age was succeeded by the far better-known Golden Age of American animation. It is almost 

impossible to recount the history of the Disney Studio in the 1930s without mentioning its drive 

towards a particular kind of verisimilitude in its cartoons (Rowley). This is then also the main thread in 

aƛŎƘŀŜƭ .ŀǊǊƛŜǊΩǎ ƴŀǊǊŀǘƛǾŜ ƻƴ ǘƘŜ ƘƛǎǘƻǊȅ ƻŦ ǎǘǳŘƛƻ ŀƴƛƳŀǘƛƻƴΦ .ŀǊǊƛŜǊ ŜȄǇƭŀins that it is difficult to 

ŀŎƘƛŜǾŜ ǘƘƛǎ ƛƴ ŀƴƛƳŀǘƛƻƴ ŀƴŘ ŀǊƎǳŜǎ ǘƘŀǘ 5ƛǎƴŜȅ {ǘǳŘƛƻΩǎ Ƴŀƛƴ Ŏreative achievement during the 

Golden Age was the extent to which the animators achieved this goal (193-235).   

 

!ŎŎƻǊŘƛƴƎ ǘƻ ²ŜƭƭǎΣ 5ƛǎƴŜȅΩǎ ŎŀǊǘƻƻƴǎ ǎŜŜƪ ǘƻ ŀǊǘƛŦƛŎƛŀƭƭȅ ŎǊŜŀǘŜ ǘƘŜƛǊ ƻǿƴ άǿƻǊƭŘέ ǿƘƛŎƘ ƛǎ ǊŜǇǊŜǎŜƴǘŜŘ 

as άrealέ ǿƛǘƘƛƴ ƛǘǎŜƭŦ όнрύΦ IƻǿŜǾŜǊ ƛƴ ǘƘŜ ǉǳŜǎǘ ŦƻǊ άǊŜŀƭƛǎƳέΣ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ άǊŜŀƭƛǎƳέ ǊŜƳŀƛƴǎ 

slippery and changes with the development of technology (Rowley). While expressing misgivings 

about this concept in animated film, Wells nevertheless suggests that the kind of realism in Disney 

films can be used as the yardstick by which other animations can be measured for its relative degree 

ƻŦ άǊŜŀƭƛǎƳέ όнрύΦ  

 

Sound is one way in which the Disney Studio attempted to achieve a particular kind of verisimilitude 

(Barrier 3). Wells suggests that the sound in Disney films closely corresponds to the conventions of 

classical Hollywood live-ŀŎǘƛƻƴ ŎƛƴŜƳŀ ŀǎ ƛǘ άŘŜƳƻƴǎǘǊŀǘŜ(s) diegetic appropriateness and 

correspond(s) ŘƛǊŜŎǘƭȅ ǘƻ ǘƘŜ ŎƻƴǘŜȄǘ ŦǊƻƳ ǿƘƛŎƘ ƛǘ ŜƳŜǊƎŜǎέ όнрύΦ /ƭŀǎǎƛŎŀƭ ƳƻŘŜƭǎ ƻŦ ƭƛǾŜ-action 

cinema generally follow a less strict model where sounds are usually diegetically appropriate, but 

where certain types of non-diegetic sounds (such as musical score, or voice-over narration) are also 

accepted (Rowley). Although somewhat similar, the nature of the animated film complicates the 

relationship between sound and image, and leads to some subtle but important differences in what is 

accepted as realistic (ibid).  

 

Unlike live-action cinema, animation does not contain any images of actual real-world locations or 

actual sounds (Rowley). Furthermore, in live-action cinema, άthe soundtrack isΧconstructed either 

along with, or after, the image, and the main diegetic components of sound are either recorded ΨrealΩ 

sounds or carefully recorded ŦŀŎǎƛƳƛƭŜǎέ (ibid). In animation, in contrast, no production sound, argues 

Rowley, exists:  When Snow White takes a bite from the apple, for example, there is no crunchy apple 
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to bite (ibid). Also, the dialogue, which is άone of the most central aspects of the soundtrackέ, is 

recorded separately from its source (ibid). An advantage of this disconnect between the voice and its 

source is that it άallows for the use of extreme vocal styles that would not ǳǎǳŀƭƭȅ ōŜ ŀǇǇǊƻǇǊƛŀǘŜέ in 

a live-ŀŎǘƛƻƴ ŦƛƭƳ όƛōƛŘύΦ CƻǊ ŜȄŀƳǇƭŜΣ 5ƻƴŀƭŘ 5ǳŎƪΩǎ ƛŎƻƴƛŎ ǾƻƛŎŜ ƛǎ ŘƛŜƎŜǘƛŎŀƭƭȅ ŀǇǇǊƻǇǊƛŀǘŜ ƛƴ 

animation film, but not in live-action film. In fact, in animation άthe separation of image and sound 

allows both the visuals and the audio to explore more extreme possibilities while remaining mutually 

appropriateέ (ibid). The possibility that what is diegetically appropriate in animation can be different 

from what is diegetically appropriate in live-action filmǎΣ ƛǎ ŀŎŎƻǊŘƛƴƎ ǘƻ wƻǿƭŜȅΣ ǇǊƻƻŦ ǘƘŀǘ άǘƘŜ 

ƴƻǘƛƻƴǎ ƻŦ άŘƛŜƎŜǘƛŎ ŀǇǇǊƻǇǊƛŀǘŜƴŜǎǎέΣ ǿƘƛƭŜ ǳǎŜŦǳƭΣ Ŏŀƴƴƻǘ ōŜ ǳǎŜŘ ŀǎ ǘƘŜ ƻƴƭȅ marker of aural 

ǊŜŀƭƛǎƳέ όƛōƛŘ). 

 

²ŜƭƭǎΩs comparison of animation film and live-ŀŎǘƛƻƴ ŦƛƭƳ ƻƴ ǘƘŜ ōŀǎƛǎ ƻŦ άǊŜŀƭƛǎƳέ ŀƴŘ ǿƛǘƘ ǊŜŦŜǊŜnce 

to how these two media deploy sound, only refers to similarities relating to their diegetic 

ŀǇǇǊƻǇǊƛŀǘŜƴŜǎǎΦ IƻǿŜǾŜǊΣ ƛǘ ƛǎ ŎƭŜŀǊ ōȅ ŎƻƴǎƛŘŜǊƛƴƎ 5ƛǎƴŜȅΩǎ ŦƛǊǎǘ ŦƛǾŜ ŦŜŀǘǳǊŜǎ ƻƴƭȅΣ ǘƘŀǘ ƴƻƴ-diegetic 

sound is everywhere (Rowley). Also, sound is just one of the ways to label films as real. Animation 

ŦƛƭƳǎΣ ǎǳŎƘ ŀǎ 5ƛǎƴŜȅΩǎ, is filled with unrealistic acts and objects, for example, magical acts (boys 

turning into donkeys in Pinocchio), animals that can speak (Bambi and Dumbo), and moving inanimate 

objects (flowers and broomsticks in Fantasia) (ibid). Therefore, when considering realism in animation 

ŦƛƭƳΣ ƛǘ Ŏŀƴ ōŜ ǎŀƛŘ ǘƘŀǘ 5ƛǎƴŜȅΩǎ ŦƛƭƳǎ Řƻ ƴƻǘ ƳŜŀǎǳǊŜ ǳǇ ŀǎ ŜƛǘƘŜǊ ōŜƛƴƎ ǊŜŀƭƛǎǘƛŎΣ ƴƻǊ ǳƴǊŜŀƭƛǎǘƛŎΦ 

Rowley proposes that it is perhaps best to talk about DisneȅΩǎ ŎŀǊǘƻƻƴǎ ǊŜǇǊŜǎŜƴǘƛƴƎ ŀ ǇŀǊǘƛŎǳƭŀǊ ǘȅǇŜ 

ƻŦ ǊŜŀƭƛǘȅΦ ²Ŝƭƭǎ ǊŜŦŜǊ ǘƻ άƘȅǇŜǊ-ǊŜŀƭƛǘȅέ ŀƴŘ says that the depiction of characters, objects and 

environments are exaggerated in animation ǎƻ ǘƘŀǘ ǘƘŜȅ ƳƻǾŜ ƛƴǘƻ άŀ ǊŜŀƭƛǎƳ ǿƘƛŎƘ ƛǎ ǎƛƳǳƭǘŀƴŜƻǳǎƭȅ 

realistic but ōŜȅƻƴŘ ǘƘŜ ƻǊǘƘƻŘƻȄƛŜǎ ƻŦ ǊŜŀƭƛǎƳέ όнп-8). Barrier believes that the best animated 

cartoons are those where fantasy and fact do not merely co-exist, but reinforce each other 

continuously (4).  

 

In striving to produce the best animation features, Walt Disney and his team during the 1930s and 

1940s continued to explore and experiment with story, characters, animation, technology, and music 

(Ghez 13). It is these studies and their many experiments that led to the development of the twelve 

fundamental principles of animation (Thomas and Johnston 47).  
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hƴŜ ƻŦ ǘƘŜǎŜ ǘǿŜƭǾŜ ǇǊƛƴŎƛǇƭŜǎ ƛǎ ƪƴƻǿƴ ŀǎ άǎǉǳŀǎƘ ŀƴŘ ǎǘǊŜǘŎƘέ16 ǿƘƛŎƘ ōŜǎǘ ŘŜǎŎǊƛōŜǎ 5ƛǎƴŜȅΩǎ ǎǘȅƭŜ 

for animating movement from around the start of the 1930s (Ibid; Rowley). This style, Rowley says, 

over-emphasises movement most notably άthe way in which the body anticipates or reacts to 

movementέ and is άa good example of animation exaggerating reality in order to create a greater 

impression of realismέΦ ¢Ƙƛǎ ǎǘȅƭŜ ƻŦ ŀƴƛƳŀǘƛƻƴ ǊŜǇƭŀŎŜŘ άǊǳōōŜǊ ƘƻǎŜέ ŀƴƛƳŀǘƛƻƴ17 which favoured 

fluidity of movement over its realism and dominated the silent era until the mid-1930s (Barrier 74). 

Disney animators studied live action film in great detail to discover the ways that bodies actually 

moved in order to better reflect it in their animation (Rowley). Sometimes live footage would be used 

ŀǎ ǊŜŦŜǊŜƴŎŜ ŦƻǊ ŀ ǇŀǊǘƛŎǳƭŀǊ ǎŜǉǳŜƴŎŜ ŀƴŘ ƛƴ ƻǘƘŜǊ ŎŀǎŜǎ ǘƘƛǎ ŜȄǘŜƴŘŜŘ ǘƻ ǘƘŜ ǳǎŜ ƻŦ ǘƘŜ άǊƻǘƻǎŎƻǇŜέ 

(ibid).  

 

Another principle of animation is timing, which refers to the period of time it takes for an individual 

action to take place (Webster 14). Timing helps objects appear to have a kind of realistic sense of 

weight and mass to them (ibid).  

 

One efficient technique animators use to keep the timing of their characters consistent is to 

time the walks or runs to the tempo of a metronome beat, i.e. 12 beats equals a step after 

every 12 drawings for a normal walk, and 8 beats for a fast chase scene. This was universally 

used by all the Golden Age studios; one notable example is its use in Hanna-BaǊōŜǊŀΩǎ Tom 

and Jerry cartoons where the use of this technique was part of what gave the shorts their 

break-neck, but crisp timing. (Williams 110) 

 

.ŜŎŀǳǎŜ ƻŦ ǘƘŜ ǎƘƛŦǘ ǘƻ ƳƻǊŜ άǊŜŀƭƛǎƳέ ǘƘŜ ŀŎǘƛƻƴǎ ŀƴƛƳŀǘƻǊǎ ƘŀŘ ǘƻ ŎǊŜŀǘŜ ōŜŎŀƳŜ ƳƻǊŜ ŎƻƳǇƭƛŎŀǘŜŘ 

(Thomas and Johnston 289). Initially animation comprised of repetitive dance steps and runs that 

easily could be made to follow the beat of the music, but had to start catering for humour and 

personality demanding that the acting match the tempo, too (Ibid). DisneyΩǎ The Band Concert (1935) 

is such an example where well-known music with strong personalities and a situation played entirely 

in pantomime.  

 

                                                           
16 Stretch and squash refers to act of defining the rigidity of mass of an object by distorting its shape during an 
action (Lasseter 90). 
17 ¢ƘŜ άǊǳōōŜǊ ƘƻǎŜέ ǎǘȅƭŜ ƻŦ ŀƴƛƳŀǘƛƻƴ ǿŀǎ ŀ ǎƻƭǳǘƛƻƴ ǘƻ ǘƘŜ ǎǘƛŦŦƴŜǎǎ ƻŦ ŦƛƎǳǊŜǎ ƛƴ ŜŀǊƭȅ ŀƴƛƳŀǘƛƻn by 
conceiving their limbs as sections of a garden hose - without articulation (no hinged wrists or elbows) (Thomas 
and Johnston 45). 
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Early cartoons were simply drawn and mostly music driven, for obvious reasons; animation was an 

expensive medium and in order to remain profitable, the cartoons had to be produced and rushed out 

as quickly as possible with little time for refinement (Goldmark and Taylor 10). Using public domain 

music solved the problem of obtaining music, allowing song snippets to be quickly added and timed 

ǘƻ ǘƘŜ ŀƴƛƳŀǘƛƻƴΦ ¢Ƙƛǎ ŀƭƭ ŎƘŀƴƎŜŘ ǿƛǘƘ 5ƛǎƴŜȅΩǎ ŦƛǊǎǘ Ŧǳƭƭȅ-animated feature film with sound, Snow 

White and the Seven Dwarfs (1937), which brought a new level of importance to the way music was 

viewed in animation. 

 

 

Figure 5: Snow White and the Seven Dwarfs (1937) ς the first fully-animated feature film with sound. 

Digital image. Ford, Jacob. 1937: Snow White and the Seven Dwarfs. Boy Meets Film, 5 Dec. 2015. 

Accessed 27 Aug. 2016. 

 

The music in Snow White and the Seven Dwarfs (1937) was composed by Frank Churchill together with 

Paul Smith and Leigh Harline (Kaufman 90-3). 

 

/ƘǳǊŎƘƛƭƭ ŀƴŘ IŀǊƭƛƴŜ ǿŜǊŜ ǳƴǉǳŜǎǘƛƻƴŀōƭȅ 5ƛǎƴŜȅΩǎ ƳŀƧƻǊ ƳǳǎƛŎ ƳŜƴ ŘǳǊƛƴƎ ǘƘŜ ƪŜȅ ǇŜǊƛƻŘ 

of the 1930s, and together they created what would become the signature Disney sound: 

music that is primarily melodic, inventively orchestrated, and essentially simple (sometimes 

deceptively so) and accessible, yet always with that indefinable X-factor that was another 

ŎƘŀǊŀŎǘŜǊƛǎǘƛŎ ƻŦ 5ƛǎƴŜȅΩǎ ǿƻǊƪ ŀǎ ŀ ǿƘƻƭŜΥ ǇƻǇǳƭŀǊ ŀǇǇeal. (Goldmark and Taylor 24) 
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Since scoring music for sound films just started off during the 1930s, composers such as the one for 

Snow White had to pioneer their own style (Kaufman 90-3). Usually composers would use leitmotifs,18 

or themes for each character, to amplify the emotions of a character. In Snow White, the composers 

used different melodies each time the mood changed or the story progressed (Kaufman 90).  

 

The early Disney features echo musicals in their handling of musical pieces to convey ideas, introduce 

characters, or in how they arranged the pieces of music (Rowley). Snow White, in particular, relies 

heavily on songs to carry the action: the introduction of the Prince, for example, is handled almost 

without dialogue (Altman 69). Snow White introduces most of its songs by starting off with short 

passages of rhyming dialogue (Rowley). In the context of realism it is interesting to note how purely 

άƳǳǎƛŎŀƭέ ǘƘŜ ǎƻǳƴŘ ƻǳǘǎƛŘŜ ƻŦ ǘƘŜ ǎƻƴƎ ǎŜǉǳŜƴŎŜǎ ƛǎ όƛōƛŘύΦ {ƻǳƴŘ ŜŦŦŜŎǘǎ ŀǊŜ ǊŀǊŜƭȅ ƘŜŀǊŘ, tend to be 

discrete and are less frequent than would normally be expected. Music is used in many instances to 

hide the absence of sound effects (ibid). For example: 

 

!ǎ {ƴƻǿ ²ƘƛǘŜ ƭƻƻƪǎ Řƻǿƴ ƻƴ ǘƘŜ ŘǿŀǊŦǎΩ ŎƻǘǘŀƎŜ ǎƘŜ ōŜƴŘǎ ōŀŎƪ ŀ ōǊŀƴŎƘ ŀƴŘ ǊŜƭŜŀǎŜǎ ƛǘΥ 

there is no swish or creak of wood. She then proceeds with a host of animals to the cottage 

door, but there are no animal or woodland noises to be heard, only the lush orchestral score. 

When she does knock on the door, there is an appropriate sound effect, but after each of her 

two knocks, the sound effect is echoed by the orchestra, effectively creating a dialogue 

between diegetic and non-diegetic sound. (Rowley) 

 

The soundtrack of Snow White, according to Rowley, shows how much variation from diegetic 

appropriateness can be sustained in animation without creating a readily apparent unreal effect. This 

was achieved by separating the image and sound and loosening the tight harmony of music and image 

that featured in so many of the Disney shorts. It is notable, Rowley says, that the substitution of music 

for sound effects is much less apparent in Pinocchio, Dumbo, and other later Disney features, where 

the sound leans much closer to full diegetic appropriateness. The loosening of expectations of aural 

realism in Snow White seems to have been less suited to the more elaborate and story-driven features 

that followed, which demanded a more conventional approach to aural realism (Rowley). 

 

hǘƘŜǊ ǿŀȅǎ 5ƛǎƴŜȅ ǳǎŜŘ ǘƻ ŎǊŜŀǘŜ άǊŜŀƭƛǎƳέ ƛǎ ΨǊƻǘƻǎŎƻǇƛƴƎΩΦ 5ƛǎƴŜȅΣ ƘƻǿŜǾŜǊΣ ǿŀǎ likely prompted to 

save time and money to re-use its rotoscoping, resulting in many identical scenes from one Disney 

                                                           
18 Gorbman (26) defines a leitmotif ƛƴ ŦƛƭƳ ŀǎ άŀƴȅ ƳǳǎƛŎ ς melody, melody-fragment, or distinctive harmonic 
progression ς ƘŜŀǊŘ ƳƻǊŜ ǘƘŀƴ ƻƴŎŜ ŘǳǊƛƴƎ ǘƘŜ ŎƻǳǊǎŜ ƻŦ ŀ ŦƛƭƳέΦ ¢Ƙƛǎ ƳǳǎƛŎ ƛǎ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ŀ ŎƛƴŜƳŀǘƛŎ 
object and recurs in order to evoke the memory of the viewer. 
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movie to the next (only the identity of the characters changes). In Beauty and the Beast (1991), the 

same dance movements can be seen in Sleeping Beauty (1959) and in Robin Hood (1973), the same 

dance movements can be seen in Snow White and the Seven Dwarfs (1937), Jungle Book (1967) and 

The Aristocats (1970). Most reused rotoscoped scenes were carefully selected musical scenes, 

implying it is more difficult and time consuming to animate to music. 

 

 

 

Figure 6: Reused dance scene in Beauty and the Beast (1991) from Sleeping Beauty (1959). 

Screenshots by Author. ²ŀƭǘ 5ƛǎƴŜȅ !ƴƛƳŀǘƛƻƴΦ ά²ŀƭǘ 5ƛǎƴŜȅ wŜŎȅŎƭŜŘ !ƴƛƳŀǘƛƻƴ {ŎŜƴŜǎ ІмΦέ 

YouTube, uploaded by Movie Munchies, 13 May 2015. Accessed 27 Aug. 2016. 
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Figure 7: Reused dance scene in Robin Hood (1973) from Snow White (1937). 

Screenshots by Author. ²ŀƭǘ 5ƛǎƴŜȅ !ƴƛƳŀǘƛƻƴΦ ά²ŀƭǘ 5ƛǎƴŜȅ wŜŎȅŎƭŜŘ !ƴƛƳŀǘƛƻƴ {ŎŜƴŜǎ ІмΦέ 

YouTube, uploaded by Movie Munchies, 13 May 2015. Accessed 27 Aug. 2016. 

 

 

 

Figure 8: Reused dance scene in Robin Hood (1973) from The Jungle Book (1967). 

Screenshots by Author. ²ŀƭǘ 5ƛǎƴŜȅ !ƴƛƳŀǘƛƻƴΦ ά²ŀƭǘ 5ƛǎƴŜȅ wŜŎȅŎƭŜŘ !ƴƛƳŀǘƛƻƴ {ŎŜƴŜǎ ІмΦέ 

YouTube, uploaded by Movie Munchies, 13 May 2015. Accessed 27 Aug. 2016. 
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Figure 9: Reused dance scene in Robin Hood (1973) from Aristocats (1970) ς Ψ5ǳŎƘŜǎǎΩ ŀƴŘ Ψ¢ƘƻƳŀǎ 

hΩaŀƭƭŜȅΩ ŦǊƻƳ Aristocats ǇŜǊŦƻǊƳƛƴƎ ǎŀƳŜ ƳƻǾŜǎ ŀǎ ΨaŀƛŘ aŀǊƛŀƴΩ ŀƴŘ Ψwƻōƛƴ IƻƻŘΩ ŦǊƻƳ Robin 

Hood. Screenshots by Author. Walt DiǎƴŜȅ !ƴƛƳŀǘƛƻƴΦ ά²ŀƭǘ 5ƛǎƴŜȅ wŜŎȅŎƭŜŘ !ƴƛƳŀǘƛƻƴ {ŎŜƴŜǎ ІмΦέ 

YouTube, uploaded by Movie Munchies, 13 May 2015. Accessed 27 Aug. 2016. 

 

 

Figure 10: Reused musical scene in Robin Hood (1973) from Aristocats (1970) ς ΨIƛǘ /ŀǘΩ ŀƴŘ Ψ{Ƙǳƴ 

DƻƴΩ ŦǊƻƳ Aristocats performing same moves as musicians in Robin Hood. Screenshots by Author. 

²ŀƭǘ 5ƛǎƴŜȅ !ƴƛƳŀǘƛƻƴΦ ά²ŀƭǘ 5ƛǎƴŜȅ wŜŎȅŎƭŜŘ !ƴƛƳŀǘƛƻƴ {ŎŜƴŜǎ ІмΦέ YouTube, uploaded by Movie 

Munchies, 13 May 2015. Accessed 27 Aug. 2016. 



Carelize Jacobs | 25 

 

The close integration of music and action in the Golden Age forced animators to think more clearly 

and to be more organised in their presentation (Thomas and Johnston 288). While they have always 

been required to get across the story points economically, they never had to work strictly to the rigid 

pattern of a beat (ibid). The new relationship of music and animation added to the already existing 

challenges in animation:  

 

They now had to cope with a situation where the integrity of the music was more important 

and the action had to do the adapting. For example, when a classical music piece was used, 

the animators had to use it intact or the whole effect was spoiled. Considerably more work 

ǿŀǎ ǊŜǉǳƛǊŜŘ ǘƻ ŦƛƴŘ ŀŎǘƛƻƴǎ ǘƘŀǘ ŦƛǘǘŜŘ ǘƘŜ ƳǳǎƛŎΣ ǘƻƭŘ ǘƘŜ ǎǘƻǊȅΣ ŀƴŘ ǎǘƛƭƭ ōǳƛƭǘ ǘƘŜ ŎƘŀǊŀŎǘŜǊΩǎ 

personality. A move that was right, visually would seldom match the sound on the track at 

that point, and the animators had to become more like choreographers, trying to build a 

unified statement in movement rich in emotional content and with a cohesive flow ς all within 

the confines of an established score. The visual material could not be choppy or fragmented; 

it had to have the same unity as the music. (Thomas and Johnston 288-9) 

 

Fantasia (1940) was a bigger project for Disney than Snow White and followed the same principle 

using well-known excerpts of classical music (Thomas and Johnston 289). Walt Disney described 

Fantasia ŀǎ ŀ άŦƛƭƳ ǘƘŀǘ ǿƻǳƭŘ ƳŀǊǊȅ ŀƴƛƳŀǘŜŘ ƛƳŀƎŜǎ ǿƛǘƘ ǎȅƳǇƘƻƴƛŎ ǿƻǊƪǎ ƛƴǘƻ ŀ ŎƻƴŎŜǊǘ ƻŦ Ǿƛǎǳŀƭǎ 

ŀƴŘ ƳǳǎƛŎέ όCǳǊƴƛǎǎΣ ά!Ǌǘ ƛƴ aƻǘƛƻƴέ флύΦ Lǘ ǿŀǎ ǘhe most ambitious project yet in working to pre-

existing music (Thomas and Johnston 293). In FantasiaΣ Ƴƻǎǘ ƻŦ ǘƘŜ ƳǳǎƛŎ ǿŀǎ άŦǊŜŜ ǘŜƳǇƻέ ŀƴŘ ŘƛŘ 

not adhere to a strict beat, which created awkward conditions for the use of the bar sheets (ibid). 

 

All Disney films after Fantasia, according to Goldmark and Taylor, may be a reaction to the initial 

failure of Fantasia ŀǎ 5ƛǎƴŜȅΩǎ Ƴƻǎǘ ŀǊǘƛǎǘƛŎ ŦƛƭƳ όонύΦ ¢Ƙƛǎ ǿŀǎ ǘƘŜ ǎǘŀǊǘ ƻŦ ǘƘŜ ŜƴŘ ƻŦ ŀƴ ŜǊŀ ŦƻǊ ōƻǘƘ 

Disney animation and Disney music, aided along by the poor reception of Bambi όмфпнύΣ ǘƘŜ ŀƴƛƳŀǘƻǊǎΩ 

strike of 1941, and World War II (ibid). 

 

The difficult post-.ŀƳōƛ мфплǎ ǿŜǊŜ ŀƭǎƻ ǘƘŜ ŜǊŀ ƻŦ ǘƘŜ άǇŀŎƪŀƎŜέ ŦŜŀǘǳǊŜΣ ƛΦŜΦ άŦƛƭƳǎ ŎƻƴǎƛǎǘƛƴƎ 

primarily of miscellaneous shorts and sequences strung together on a loose anŘ ƻŦǘŜƴ ƳǳǎƛŎŀƭ ǘƘŜƳŜέ 

(Goldmark and Taylor 32). With these features Disney aggressively shifted to popular commercial 

music (ibid).  
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After the three classic animated fairy tales of the early 1950s - Cinderella (1950), Alice in Wonderland 

(1951) and Peter Pan (1953), it was clear that ²ŀƭǘ 5ƛǎƴŜȅΩǎ ǇŜǊǎƻƴŀƭ ǎǳǇŜǊǾƛǎƛƻƴ ƻŦ animation music 

decreased with his attention set on new endeavour such as live-action film, television and the 

Disneyland theme park, ǳƴǘƛƭ ǘƘŜ ŎƻƳƳŜǊŎƛŀƭƭȅ ǎǳŎŎŜǎǎŦǳƭ {ƘŜǊƳŀƴ ōǊƻǘƘŜǊǎΩ Ŝra of the early 1960s 

(Barrier 273-4; Goldmark and Taylor 33-4).  

 

The Golden Age ended in the late 1950s when MGM, UPA, and other studios halted cartoon 

ǇǊƻŘǳŎǘƛƻƴǎ ŀƴŘ ŀ ƳǳǎƛŎƛŀƴΩǎ ǎǘǊƛƪŜ ŦƻǊŎŜŘ ǎǘǳŘƛƻǎ ǘƻ ǳǎŜ ƭƛōǊŀǊȅ ƳǳǎƛŎ ŦǊƻƳ Ǉŀǎǘ ŎŀǊǘƻƻƴǎ όDƻƭŘƳŀǊƪ 

and Taylor 10). In addition, television in the 1950s demanded large volumes of cartoons forcing other 

studios to put out cheap and hurried work (ibid).  

 

Some milestones were nevertheless achieved during this time. In 1957 Warner Brother Studios 

produced the short film ²ƘŀǘΩǎ hǇŜǊŀΣ 5ƻŎΚΦ An earlier cartoon Herr Meets Hare (directed by Friz 

Freleng in 1945) was a significant precursor to ²ƘŀǘΩǎ hǇŜǊŀΣ 5ƻŎΚΣ produced by world famous 

ŀƴƛƳŀǘƛƻƴ ŘƛǊŜŎǘƻǊ /ƘǳŎƪ WƻƴŜǎ όDƻƭŘƳŀǊƪΣ ά¢ǳƴŜǎ ŦƻǊ Ψ¢ƻƻƴǎέ мпсύΦ ¢ƘŜ ŜƴǘƛǊŜ soundtrack for ²ƘŀǘΩǎ 

Opera, Doc? was recorded before animation began. Recording the singing parts in advance is a 

necessary step in any cartoon, because the animators must synchronise the mouth movements of 

each character to the final vocal tracks. Jones, however, took this concept a step further by requiring 

that all the music be in its final form for the animation to proceed so that at all times the characters 

could move in a choreographed fashion (ibid). Ever vigilant about realism in portrayals of 

performances such as singing and dancing, Jones and his animators observed and sketched ballet 

dancers while rehearsing (ibid). Rather than precisely copying the movements of the ballet dancers by 

rotoscoping them, they instead relied on their studies to create a more natural and flowing duet 

between Bugs Bunny and Elmer. In the process, they steered clear of Herr Meets HareΩǎ ŦŀǊŎƛŎŀƭ ŘŀƴŎŜΦ 
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CƛƎǳǊŜ ммΥ .ǳƎ .ǳƴƴȅΩǎ όƛƴ ŘǊŀƎύ ŜƴǘǊŀƴŎŜ ŀƴŘ ŦŀǊŎƛŎŀƭ ōŀƭƭŜǘ ǎŜǉǳŜƴŎŜ ƛƴ Herr Meets Hare (1945) to 

ǘƘŜ ǘǳƴŜǎ ƻŦ άtƛƭƎǊƛƳǎΩ /ƘƻǊǳǎέ ŦǊƻƳ ǘƘŜ ƻǇŜǊŀ ά¢ŀƴƴƘŅǳǎŜǊέ ōȅ wƛŎƘŀǊŘ ²ŀƎƴŜǊ ŀƴŘ ά5ƛŜ 

CƭŜŘŜǊƳŀǳǎ hǾŜǊǘǳǊŜέ ōȅ WƻƘŀƴƴ {ǘǊŀǳǎǎ LLΦ {ŎǊŜŜƴǎƘƻǘǎ ōȅ !ǳǘƘƻǊ. ²ŀǊƴŜǊ .ǊƻǘƘŜǊǎΦ άIŜǊǊ aŜŜǘǎ 

IŀǊŜ .ǳƎǎ .ǳƴƴȅΦέ YouTube, uploaded by Annie Renault, 5 Jul. 2014. Accessed 29 June 2016. 

 

 

 

CƛƎǳǊŜ мнΥ .ǳƎ .ǳƴƴȅΩǎ όƛƴ ŘǊŀƎύ ŜƴǘǊŀƴŎŜ ŀƴŘ ƳƻǊŜ ǊŜŀƭƛǎǘƛŎ ōŀƭƭŜǘ ŀƴŘ ǎƛƴƎƛƴƎ ǎŜǉǳŜƴŎŜ ƛƴ ²ƘŀǘΩǎ 

Opera, Doc? όмфртύ ǘƻ ǘƘŜ ǘǳƴŜǎ ƻŦ ǘƘŜ ƻǇŜǊŀǎ ά¢ŀƴƴƘŅǳǎŜǊέ όΨtŜƭƎǊƛƳΩǎ /ƘƻǊǳǎΩ ŀƴŘ ΨwŜǘǳǊƴ Ƴȅ ƭƻǾŜΩ 

ŀǊǊŀƴƎŜŘ ōȅ aƛŎƘŀŜƭ aŀƭǘŜǎŜύ ŀƴŘ ά5ŜǊ CƭƛŜƎŜƴŘŜ IƻƭƭŅƴŘŜǊέ ōȅ wƛŎƘŀǊŘ ²ŀƎƴŜǊΦ Screenshots by 

Author. ²ŀǊƴŜǊ .ǊƻǘƘŜǊǎΦ ά²ƘŀǘΩǎ hǇŜǊŀΣ 5ƻŎΦέ YouTube, uploaded by Peter Dunster, 15 Feb. 2013. 

Accessed 29 June 2016. 

 

In the 1960s Disney-supervised animated features continued to impress with their scores (Goldmark 

and Taylor 34-рύΦ IƻǿŜǾŜǊΣ ²ŀƭǘ 5ƛǎƴŜȅΩǎ ŘŜŀǘƘ ƻƴ 5ŜŎŜƳōŜǊ мрΣ мфссΣ ƳŀǊƪŜŘ ǘƘŜ ŜƴŘ ƻŦ ŀƴ era for 

the Disney studio (ibid). Even though ²ŀƭǘ 5ƛǎƴŜȅΩǎ ƭŀǎǘ ǎǳǇŜǊǾƛǎŜŘ ŦƛƭƳΣ The Jungle Book, was a 

ŎƻƳƳŜǊŎƛŀƭ ǎǳŎŎŜǎǎΣ ά5ƛǎƴŜȅΩǎ ŘŜŀǘƘ ŀƴŘ ǘƘŜ ŜƴǎǳƛƴƎ ŀōǎŜƴce of strong creative leadership threw the 

studio, and particularly the animation department, into a creative limbo from which it did not really 

ŜƳŜǊƎŜ ǳƴǘƛƭ ǘƘŜ ƭŀǘŜ мфулǎέ όƛōƛŘύΦ Lƴ мфуф 5ƛǎƴŜȅ {ǘǳŘƛƻǎ ƭŀǳƴŎƘŜŘ ŀ ǎŜǊƛŜǎ ƻŦ .ǊƻŀŘǿŀȅ-style musical 

extravaƎŀƴȊŀǎ ǘƘŀǘ ǊŜǾƛǾŜŘ ōƻǘƘ ǘƘŜ ŀƴƛƳŀǘŜŘ ŦŜŀǘǳǊŜ ŀƴŘ 5ƛǎƴŜȅΩǎ ǊŜǇǳǘŀǘƛƻƴ ŀǎ ŦƻǊŎŜ ƛƴ ǇƻǇǳƭŀǊ 

music (ibid). The cycle peaked early with Beauty and the Beast (1991) and The Lion King in 1994 which 
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enabled Disney to successfully enter the live Broadway theatre arena with these two successful 

productions still running to this day (Goldmark and Taylor 35-6). 

 

The cel animation technique remained the dominant form of animation production in cinema until 

the advent of computer animation. 5ƛǎƴŜȅΩǎ ǘǊŀŘƛǘƛƻƴŀƭ н5 ƳǳǎƛŎal animation productions evolved 

through several technological and compositional periods and are well-known for their ability to 

combine music and imagery to tell a powerful story (Coyle 11; Beauchamp, ά5ŜǎƛƎƴƛƴƎ {ƻǳƴŘ мst 9Řέ 

45).  

 

The transition from trŀŘƛǘƛƻƴŀƭ н5 ǘƻ о5 ŎƻƳǇǳǘŜǊ ŀƴƛƳŀǘƛƻƴ ƳŜŀƴǘ ǘƘŀǘ ǘƘŜ ŀƴƛƳŀǘƻǊΩǎ ǘǊŀŘƛǘƛƻƴŀƭ 

task of redrawing and repainting the same character 12 times a second (for each second of finished 

animation) has now been replaced by the modern task of developing dozens (or hundreds) of 

movements of different parts of a character in a virtual scene (Parent 15). This necessitated the 

introduction of many additional positions making the animator but one component of a very long and 

highly specialised production pipeline. 

 

Beauchamp details the contemporary production path for animation which consists of three stages:  

preproduction, production and post-production (ά5ŜǎƛƎƴƛƴƎ {ƻǳƴŘ мst 9Řέ 139-40). It is in the 

preproduction stage where the initial decisions about music are taken with the drawing up of the 

storyboard. Thereafter, the music is recorded and incorporated in the animatic19 for timing purposes 

(127-38). Animators during the production stage not only start the process of making characters move, 

but also perform motion tests, using a temp track, to reveal animation problems (140).  

 

.ŜŀǳŎƘŀƳǇΩǎ ŀŎŎƻǳƴǘ ƻŦ ŘŜǇƭƻȅƛƴƎ ƳǳǎƛŎ ƛƴ ǘƘŜ ǇǊƻŘǳŎǘƛƻƴ ǇǊƻŎŜǎǎ ƛƳǇƭƛŜǎ ǘƘŀǘ ŎƘŀǊŀŎǘŜǊ ŀƴƛƳŀǘƻǊǎ 

should preferably receive pre-recorded sound, which can include source music, in digital format at the 

beginning of the animating process as part of the animatic or planning documents. However, little is 

known about the specific processes and tools contemporary character animators receive and use 

when animating to music which represents a gap in the historical overview of animating-to-music after 

the Golden Age. 

 

  

                                                           
19 The animatic is a video storyboard that serves as a blueprint for the animator indicating how long the 
separate actions contained in the different scenes will take (Webster 141; Beauchamp, ά5ŜǎƛƎƴƛƴƎ {ƻǳƴŘ мst 
9Řέ 132). 
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1.4 Treading new ground in integrating music and animation ς the ultimate goal 

 

From literature it can be seen that various terms were coined to describe this constant struggle 

towards the best possible result in animation. When assessing the aesthetics of animated works, for 

example, Furniss uses the term mise-en-scène ƳŜŀƴƛƴƎ ΨǎǘŀƎƛƴƎ ŀƴ ŀŎǘƛƻƴΩ ŀƴŘ ŦƛǊǎǘ ŀǇǇƭƛŜŘ ǘƻ ǘƘŜ 

ǇǊŀŎǘƛŎŜ ƻŦ ŘƛǊŜŎǘƛƴƎ Ǉƭŀȅǎ ό.ƻǊŘǿŜƭƭ ŀƴŘ ¢ƘƻƳǇǎƻƴ мсф ƛƴ CǳǊƴƛǎǎΣ ά!Ǌǘ ƛƴ aƻǘƛƻƴέ смύΦ ά{ƛƴŎŜ ǇŀǊǘ ƻŦ 

ǘƘŜ ŀǇǇŜŀƭ ƻŦ ŀƴƛƳŀǘƛƻƴ ƭƛŜǎ ƛƴ ǘƘŜ ƛƭƭǳǎƛƻƴ ǘƘŀǘ ƛƴŀƴƛƳŀǘŜ ƻōƧŜŎǘǎ ƘŀǾŜ ΨŎƻƳŜ ǘƻ ƭƛŦŜΩΣ ƛǘ ƛǎ 

understandable that many people have considered continual, fluid movement to be of central 

ƛƳǇƻǊǘŀƴŎŜ ǘƻ ŀƴƛƳŀǘƛƻƴ ŀŜǎǘƘŜǘƛŎǎέ όCǳǊƴƛǎǎΣ ά!Ǌǘ ƛƴ aƻǘƛƻƴέ туύΦ 9ǾŜƴ ǘƘƻǳƎƘ ǘƘŜǊŜ ŀǊŜ Ƴŀƴȅ 

considerations in designing animated imagery, animation students focus their education and art 

background on the development of characters and the means of creating movement. Furniss stresses 

that while an attractive mise-en-scène is impressive, an audience is likely to lose interest unless 

attention has been given to other aspects that can provide a sense of overall unity, such as when 

ǎƻǳƴŘ ƳŀƪƛƴƎ ŎƘŀǊŀŎǘŜǊǎ ΨŎƻƳŜ ŀƭƛǾŜΩ ǘƻ ǘƘŜ ōŜŀǘ ƻŦ ƳǳǎƛŎ όулύΦ  

 

PoǿŜƭƭΣ ǿƘŜƴ ǘŀƭƪƛƴƎ ŀōƻǳǘ ǘƘŜ ΨŎƻƳǇƻǎŜŘ ŦƛƭƳΩΣ ŀƭǎƻ ŎƻƴǎƛŘŜǊŜŘ ƳǳǎƛŎ ŀǎ ƻƴŜ ƻŦ ǘƘƻǎŜ ƛƳǇƻǊǘŀƴǘ 

aspects of film that had to work together with colour, lighting, staging, movement and so forth 

ǘƻǿŀǊŘǎ ŀ ǎƛƴƎƭŜ ŜȄǇǊŜǎǎƛǾŜ ŜƴŘ όaƻƻǊΣ άDƻǘƘƛŎ wƛƻǘǎέ мύΦ ¢ƘŜ ΨŎƻƳǇƻǎŜŘ ŦƛƭƳΩ ǊŜŦŜǊǎ ǘƻ ǘƘŜ ǇǊƻŎŜǎǎ ƛƴ 

filmmaking where the footage is timed to the second to match the pre-recorded music. This study 

ǎǳƎƎŜǎǘǎ ǘƘŜ ǳǎŜ ƻŦ tƻǿŜƭƭΩǎ ƛŘŜŀƭ ƻŦ ǘƘŜ ΨŎƻƳǇƻǎŜŘ ŦƛƭƳΩ ŀǎ ƳƻǘƛǾŀǘƛƻƴ ŦƻǊ ǎŜŜƪƛƴƎ ŀ ƳƻǊŜ ŎƻƘŜǊŜƴǘ 

approach to animate to pre-recorded music. 

 

An important concept in the process of seeking a more coherent approach, is what Christopher Small 

Ŏŀƭƭǎ ΨƳǳǎƛŎƪƛƴƎΩΣ ǿƘƛŎƘ ƳŜŀƴǎ άǘƻ ǘŀƪŜ ǇŀǊǘ in any capacity in a musical performance whether by 

performing, by listening, by rehearsing or practicing, by providing material for performance (what is 

ŎŀƭƭŜŘ ŎƻƳǇƻǎƛƴƎύΣ ƻǊ ōȅ ŘŀƴŎƛƴƎέ (Small 9). This study argues that character animators are in effect 

ΨƳǳǎƛŎƪƛƴƎΩ ǿƘŜƴ ŀƴƛƳŀǘƛƴƎ ŀ ƳǳǎƛŎŀƭ ǇŜǊŦƻǊƳŀƴŎŜΦ Lƴ ŎƘŀǊŀŎǘŜǊ ŀƴƛƳŀǘƛƻƴ ǘƘŜǊŜ ŀǊŜ Ƴŀƴȅ ŜȄŀmples 

ƻŦ ŜŦŦŜŎǘƛǾŜ ǎȅƴŎƘǊƻƴƛǎŀǘƛƻƴ ōŜǘǿŜŜƴ ŀǳǊŀƭ ŀƴŘ Ǿƛǎǳŀƭ ŜƭŜƳŜƴǘǎΣ ōǳǘ ΨƳǳǎƛŎƪƛƴƎΩ ǎƘƻǳƭŘ ƴƻǘ ōŜ ǾƛŜǿŜŘ 

in the same light as its somŜǘƛƳŜǎ ǇŜƧƻǊŀǘƛǾŜ ǘŜǊƳΣ ΨƳƛŎƪŜȅ ƳƻǳǎƛƴƎΩΦ  

 

Animation, in its most inclusive definition, is a visual method for representing motion (Coyle 3). 

IƻǿŜǾŜǊΣ ǘƘŜ ǿƻǊŘ ΨŀƴƛƳŀǘƛƻƴΩ ŎƻƳŜǎ ŦǊƻƳ ΨŀƴƛƳǳǎΩ ǿƘƛŎƘ ƳŜŀƴǎ ΨƭƛŦŜ ƻǊ ǘƻ ƭƛǾŜΩΦ aŀƪƛƴƎ ƛǘ ƳƻǾŜ ƛǎ 

not animation, but just the mechanics of it. According to Milt Schaffer, animation is more than 

entertaining the audience with funny little movements in sync to sound (Thomas and Johnston 146). 
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To bring a character to life, it is necessary to instil in the character an attitude that reflects what he is 

feeling or thinking or trying to do (Thomas and Johnston 146). The concept of instilling life in characters 

requires the animator to find himself living inside the character - being there. 

 

A relatively recent animation feature, Final Fantasy, according to Beauchamp, appeared to be driven 

towards realism; however, most animation does not strive towards this goal. Instead, each animation 

develops its own sense of reality based more on internal logic than subscription to the laws of the 

physical world (ά5ŜǎƛƎƴƛƴƎ {ƻǳƴŘ мst 9Řέ 21). Plausibility or believability rather than realism remains a 

strong aesthetic principle in animation (ibid). When believability is effectively established, the 

audience will willingly suspend their disbelief of technical concerns and maintain their involvement 

with the narrative.  

 

In the context of promoting the animation of the performance of characters to be more precise in line 

ǿƛǘƘ tƻǿŜƭƭΩǎ ƛŘŜŀƭΣ ǘƘƛǎ ǎǘǳŘȅ ǎǳǇǇƻǊǘǎ ǘƘŜ ŘǊƛǾŜ ǘƻǿŀǊŘǎ ŀƴƛƳŀǘƛƴƎ ƳƻǊŜ ōŜƭƛŜǾŀōƭŜ ŀŎǘƛƻƴǎ. This is 

ŀŎƘƛŜǾŀōƭŜ ƛŦ ǘƘŜ ŎƘŀǊŀŎǘŜǊ ŀƴƛƳŀǘƻǊ ƛǎ ŀōƭŜ ǘƻ ΨƭƛǾŜ ƛƴǎƛŘŜΩ ǘƘŜ ŎƘŀǊŀŎǘŜǊΦ 

 

1.5 Conclusion 

 

When looking at the historical development of animating to music it is clear that there is a need for 

research that from an animation perspective, will advance the deployment practices and processes 

for integrating film music and animation. Despite the many publications on the various 

experimentations of this new language, especially during the Golden Age of American animation, little 

is known of the specific production processes and tools character animators use today to animate to 

music. It seems as ƛŦ ǘƻŘŀȅΩǎ о5 ŎƘŀǊŀŎǘŜǊ ŀƴƛƳŀǘƻǊǎ ŀǊŜ ƳŜǊŜƭȅ ŘŜǾŜƭƻǇƛƴƎ ǿƻǊƪƛƴƎ ǇǊŀŎǘƛŎŜǎ ŀǎ ŀ 

response to new technologies (ŀƴ ΨoutsideΩ force) and do not realise the value of past practices and 

what they can learn from them. This study suggests that having a certain musical competency set will 

enable character animators to animate the performance of characters more ǇǊŜŎƛǎŜƭȅ όtƻǿŜƭƭΩǎ ƛŘŜŀƭ 

of ǘƘŜ ΨŎƻƳǇƻǎŜŘ ŦƛƭƳΩ) to make their actions more believable. In the next chapter the musical 

competencies relevant for character animators will be explored. The need for animators to learn more 

about music will be investigated, and an ideal musical competency set for character animators will be 

compiled and presented. 
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Chapter 2: 

Musical Competencies for Character Animators 

 

2.1 Introduction 

 

Animation can be defined by various techniques and thus, according to Furniss, a simple definition 

may no longer be possible (ά!Ǌǘ ƛƴ aƻǘƛƻƴέ 5). Furniss adopts the Scottish-Canadian animator and 

filmmaker Norman McLarenΩǎ definition of animatioƴ ŘŜǎŎǊƛōƛƴƎ ƛǘ ŀǎ ΨǘƘŜ ŀǊǘ ƻŦ ƳƻǾŜƳŜƴǘǎ ǘƘŀǘ ŀǊŜ 

ŘǊŀǿƴΩ ŀǎ ƻǇǇƻǎŜŘ ǘƻ ΨǘƘŜ ŀǊǘ ƻŦ ŘǊŀǿƛƴƎǎ ǘƘŀǘ ƳƻǾŜΩ όibid). McLaren expanded his definition by 

ǎǘŀǘƛƴƎ ǘƘŀǘ άŀƴƛƳŀǘƛƻƴ ƛǎ ǘƘŜ ŀǊǘ ƻŦ ƳŀƴƛǇǳƭŀǘƛƴƎ ǘƘŜ ƛƴǾƛǎƛōƭŜ ƛƴǘŜǊǎǘƛŎŜǎ ōŜǘǿŜŜƴ ŦǊŀƳŜǎέ όMcLaren 

in Solomon 11). Therefore, it is clear, that to McLaren it is not the individual creation of a frame of 

animation but more the decisions that are made between each frame which more accurately defines 

ǘƘŜ ŀƴƛƳŀǘƻǊΩǎ ŀǊǘ ό²ŜƭƭǎΣ ά!ƴƛƳŀǘƛƻƴΥ DŜƴǊŜ ŀƴŘ !ǳǘƘƻǊǎƘƛǇέ 7). In this study, it is this space between 

the frames that is closely observed, focusing on the creative process undertaken in producing the 

animation. Particular attention is paid to the meaning suggested by time-based-manipulation and its 

product, i.e. movement that fits music, created within this space. 

 

Blatter argues that since dance is the movement of the body, all human motion is dancelike and 

therefore potentially related to music (27). Both music and animation have movement (gestures 

unfolding over time) as a common element. Animators, just like dancers, carve out movement in time, 

using rhythm and space and utilise motion to enhance the stories, delineate characters and 

communicate moods and emotions (Aloff 11).  

 

Chuck Jones said that the most important truth he learned about animation is that it is the art of timing 

(Bendazzi 14). John Lasseter reiterates this by stating that timing gives meaning to movement and is 

the essence of an animation (Lasseter in Whitaker, Halas and Sito IX). άAppropriate timing of an action 

ŜǎǘŀōƭƛǎƘŜǎ ǘƘŜ ƛŘŜŀ ōŜƘƛƴŘ ǘƘŜ ŀŎǘƛƻƴ ŀǎ ǿŜƭƭ ŀǎ ǘƘŜ ŀǳŘƛŜƴŎŜΩǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ ƛǘέ όƛōƛŘ). According 

to Whitaker et alΣ άǘiming should ǊŜŦƭŜŎǘ ǘƘŜ ǿŜƛƎƘǘ ŀƴŘ ǎƛȊŜ ƻŦ ŀƴ ƻōƧŜŎǘΣ ŎƻƴǾŜȅ ŀ ŎƘŀǊŀŎǘŜǊΩǎ ǘƘƻǳƎƘǘ 

process and emotions, and strengthen story pointsέ (ibid).  

 

Music, according to Blatter, is άcharacterised as a temporal artέ (1). Since time is also very important 

in animation, both animation and music can thus be seen as temporal arts. Whitaker, Halas and Sito 

add that music and animation has a relationship in two ways. Firstly, both elements have a basic 

mathematical foundation and move forward at a determined speed (i.e. timing), and secondly, since 
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animation is created manually frame-by-frame, performances such as dancing can be fitted to music 

in a very exact manner (133).  

 

[ŀǳǊŀ /ǳƭƭ ŜȄŀƳƛƴŜǎ ǘƘŜ άŀǊƛǘƘƳŜǘƛŎ ƻŦ ǊƘȅǘƘƳέ όнплύ ōȅ ŎƻƴǎƛŘŜǊƛƴƎ DƛƭƭŜǎ 5ŜƭŜǳȊŜΩǎ ƴƻǘƛƻƴ ƻŦ ƭƻƻƪƛƴƎ 

at dance in terms of miniscule movements affected by kinetics. Here the body is a performance tool, 

which can react with or against physical laws. The body is not moving alone, however, as the 

movements around the body must also be considered. As Cull notes:  

 

... the intersection between the productive components of a movement simultaneously 

produces the expressive form of a step, but also a continuous emerging difference in between 

the steps; harmonic precision and subtle definition being the effect of chaotic subterranean 

jittering, trembling and proliferation of movements in all directions. (Cull 244) 

 

/ǳƭƭ ǎǳƎƎŜǎǘǎ όŀŦǘŜǊ 5ŜƭŜǳȊŜύΣ Ƨǳǎǘ ŀǎ aŎ[ŀǊŜƴ ǿƘƻ ǘŀƭƪǎ ƻŦ ǿƘŀǘ ƛǎ ΨōŜǘǿŜŜƴ ǘƘŜ ŦǊŀƳŜǎΩ ƻŦ ŀƴƛƳŀǘƛƻƴΣ 

that there is much to examine between the movements of dance. This is, according to Cull, where the 

performance is being constructed and, by using the body in this way, suggests that essentially the 

dance choreographer (or animator if it is the same person) can be compared to a puppeteer 

manipulating the body (247). In this research the focus is on the animator manipulating the character 

to music. 

 

According to Furniss one of the biggest differences between amateur and professional animation lies 

ƛƴ ǘƘŜ ǿŀȅ ǘƘŀǘ ǎƻǳƴŘ ƛǎ ŜƳǇƭƻȅŜŘ όά!Ǌǘ ƛƴ aƻǘƛƻƴέ уоύΦ ¢ƘŜ ǎŜŎǊŜǘ ǘƻ ǎǳŎŎŜǎǎŦǳƭ ŀƴƛƳŀǘƛƻƴΣ CǳǊƴƛǎǎ 

says, is the care with which aural elements ς voices, sound effects and music ς have been handled 

(ibid).  Although some studios have set up training courses, for example courses to train artists to 

understand the mechanics of real life and animated movement (Furniss, ά!Ǌǘ ƛƴ aƻǘƛƻƴέ туύΣ all too 

often students studying animation do not sufficiently value sound as an important aspect in animation 

(Webster 181). This can be due to the complexity of animation and that not all animation films contain 

musical scenes. 

 

Continuous learning is indispensable for professionals, like animators, highlighted by the many 

continuing professional development initiatives available online. In this chapter, the reasons why the 

learning efforts of animators should also include basic musical competencies is explored from the 

perspectives of both past and present day animators. This discussion culminates in a set of basic 
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musical knowledge and skills that, I propose, could assist character animators to more successfully 

deploy music in animation. 

 

2.2 The value of having musical knowledge from the perspective of past and present day 

animators 

 

Individuals who are attracted to the field of commercial animation typically focus their education on 

the development of characters and the means of creating movement. Artists who excel in these 

aspects of animation might find they know less about issues of sound and musical structure, which 

ŀƭǎƻ ŀǊŜ ƪŜȅ ƛƴƎǊŜŘƛŜƴǘǎ ƛƴ ƳŀƪƛƴƎ ŀƴ ŀƴƛƳŀǘŜŘ ǇǊƻŘǳŎǘƛƻƴ ŀ ǎǳŎŎŜǎǎ όCǳǊƴƛǎǎΣ ά!Ǌǘ ƛƴ aƻǘƛƻƴέ улύΦ 

Unfortunately, despite its importance, students studying animation are not sufficiently exposed to the 

topic of sound in animation (Webster 181) perhaps due to sound design being a field on its own.20 

 

Lƴ .ŜŀǳŎƘŀƳǇΩǎ ǾƛŜǿΣ ŎƻǳǊǎŜǎ addressing sound for image are often absent from animation curricula, 

ƛƴ .ŜŀǳŎƘŀƳǇΩǎ ǾƛŜǿΣ because of competing forces. The relatively low cost of essential technologies, 

for example, has opened the door to an increasing number of animators. Academic programmes have 

emerged to meet the growing interest and demands for formal instruction in this art form. Those 

responsible for designing curricula face the daunting task of compressing essential animation courses 

into a traditional four-year programme of study (ά5ŜǎƛƎƴƛƴƎ {ƻǳƴŘ мst 9Řέ xix).  

 

While animation studios such as Disney and Pixar invest in training their animators in terms of drawing 

skills and acting classes, it could be argued that they should also be trained in the rudiments of music. 

 

There is evidence that many of the earlier animators indeed had some musical competency. Wilfred 

Jackson, as mentioned before, had a basic knowledge of music (Thomas and Johnston 287), while 

Fraƴƪ ¢ƘƻƳŀǎΩǎ ŀŘǾƛŎŜ was regularly sought on music during the development of feature films at 

Disney (Thomas and Johnston 174). Walt Disney himself was said to have had a musicality which 

inspired not only a musical orientation in the animation film up to his death, but also informed the 

animation style and lucrative merchandising strategies ŜǾƛŘŜƴǘ ƛƴ 5ŀǾƛŘ ¢ƛŜǘȅŜƴΩǎ The Musical World 

of Walt Disney (1990). 

 

                                                           
20 Although there are many courses on sound design for film, an investigation into the curricula of universities 
and training providers in South Africa revealed that very few animation courses include a musical component. 
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Luigi Allmano, formally trained in both music and animation, found a photocopy of the original Fleisher 

{ǘǳŘƛƻΩǎ hǇŜǊŀǘƛƻƴŀƭ tǊƻŎŜŘǳǊŜ ǘƘŀǘ ǿŀǎ ƘŀƴŘŜŘ ƻǳǘ ǘƻ ŀƴƛƳŀǘƻǊǎ όbŀtional Film Board of Canada). 

This book contained tips as well as rules and regulations they could follow when animating. One of 

ǘƘŜ ŎƘŀǇǘŜǊǎ ƛƴ ǘƘƛǎ ōƻƻƪ ƛǎ ŎŀƭƭŜŘ Ψ!ƴƛƳŀǘƛƻƴ ŀǎ ǊŜƭŀǘŜŘ ǘƻ aǳǎƛŎΩ ŀƴŘΣ ŀŎŎƻǊŘƛƴƎ ǘƻ !ƭƭƳŀƴƻΣ ŎƻƴǘŀƛƴŜŘ 

the following facts: earlier animators determined the tempo of the music, so they decided how quickly 

and slowly Bimbo walked. They gave this information to the composers to use to compose the music 

so that everything could be synchronised when they got to the recording stage; animators were 

assumed to have a basic musical knowledge (especially knowing about rhythm and tempo); and in 

addition to the stopwatch, animators used a metronome to establish the tempo and rhythm when 

animating. 

 

These animators had to build a natural sense of rhythm into their way of thinking so that when they 

animated and they timed out their drawings they would be sure to stay in sync with whatever the 

composers were doing (Allmano in National Film Board of Canada). 

 

Even though the metronome technique is generally disregarded by modern animators as predictable 

and clichéd, saved for use in musical sequences, some animators such as Genndy Tartakovsky, Danny 

Antonucci and John Kricfalusi still use this principle (in the form of digital BMP (beats per minute) 

clicks) and in any context they wish (TVTropes). It is believed that it can help the animator to not only 

plan out their animation or even the entire cartoon, but enhance the feeling and mood of it in motion, 

thus giving it a sensible structure (ibid).  

 

In describing this process, Canadian animator John Kricfalusi (better known as John K.), who created 

The Ren & Stimpy Show and founded ŀƴƛƳŀǘƛƻƴ ŎƻƳǇŀƴȅ {ǇǸƳŎǅΣ says: 

 

I time all my cartoons to musical tempos like the directors did for the classic cartoons of the 

1930s to the 50s. They used to write the timing on musical bar sheets that are marked off in 

beats and bars. In the timelines of most animation programs you don't have any way of seeing 

the overall structure of your timing as you do in music or old time cartoons. Instead you just 

have a long timeline with hundreds or thousands of individual frames - which is very hard to 

read. It would be like having a yardstick that is only marked in 16ths of an inch and you had to 

keep track of 576 increments. Timelines in animation programs are incredibly primitive. 

(Usesthis) 
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Notably, numerous reputable, prominent, and well-known animators were and are musicians, singers 

and/or composers (Ranker).21 Stephen Melagrano, Adam Strick and Jacobs Gardner are three 

DreamWorks animators who are all also involved in music. !ŎŎƻǊŘƛƴƎ ǘƻ aŜƭŀƎǊŀƴƻΥ άLΩǾŜ ŀƭǎƻ ŦƻǳƴŘ 

it very common for animators to be musiciŀƴǎ ŀǎ ǿŜƭƭέ.  

 

In an interview in which he shared his love of animation and talked about the fun he had working on 

tƛȄŀǊΩǎ Piper, Adrian Belew, well-known American musician, songwriter and record producer, 

ǊŜƳŀǊƪŜŘ ǘƘŀǘ άso many people involved in animatiƻƴ ŀǊŜ ƳǳǎƛŎƛŀƴǎΦ ¢ƘŜǊŜΩǎ ŀ ƘǳƎŜ ƻǾŜǊƭŀǇ ōŜŎŀǳǎŜ 

of the issues of rhythm, timing and mƻǾŜƳŜƴǘ ƻǾŜǊ ǘƛƳŜέ ό{ŀǊǘƻ).  

 

Over the years Carlos Baena, who is mostly known for his animation work through the characters 

ΨLuigiΩ and ΨGuidoΩ from Cars and ΨSkinnerΩ from Ratatouille, learned how important music is for 

animation and how close the one is to the other. Animation, according Baena, is similar to music from 

a timing/texture and rhythm point of view. As he learned more about musical terms he found their 

equivalent in animation; tempo, beats, accents, phrase, rhythm, legato, staccato, adagio, presto, 

finale, monotone to name a few are all terms that can be applied to animation in some way (Baena). 

By watching films like Fantasia, he says, one can perceive how the music injects character and 

personality into the film and its characters. According to Baena some of his favourite animation/acting 

shots have always had a musicality to them such as The Jungle Book and Nightmare before Christmas. 

 

By assuming that animators also need to know about music, the question may arise: what are those 

musical competencies that character animators should acquire that will benefit them in animating 

performances to music? 

 

  

                                                           
21 Some of the reputable, prominent, and well known animators from the past and present who are also 
musicians, singers and/or composers, are:  Seth MacFarlane (actor, animator, cartoonist, writer, producer, 
director, comedian, singer and songwriter); Matt Stone (actor, animator, singer, songwriter); Trey Parker 
(animator, singer, songwriter); Matt Groening (animator, musician, cartoonist); Mike Judge (actor, animator, 
musician); Georgia Hubley (film score composer, musician, animator, voice actor); William (Bill) Hanna (film 
score composer, director, producer, film screenwriter, saxophone player); Butch Hartman (animator, score 
composer); Dennis Greenidge (singer, animator); and John A Davis (composer, actor, animator) (Ranker). 
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2.3 An exploration of the ideal musical competencies for character animators 

 

Animators might not always realise that they already know and are using concepts that are also found 

in music. The most important one of these animation concepts that is equally important in music, is 

the concept of timing. As discussed earlier, musical timing works in parallel to performance timing in 

animation. In music, time is organised by an underlying pulse also called the beat (Blatter 13). 

According to Glebas, music has a flow and pace determined by the beat (although music can 

sometimes have no discernible pulse, or be played without a strict tempo, e.g. rubato, accelerato, 

decelerando, liberamente, etc.) (84). Musicians perform according to beats per minute, so do 

animators when animating a characterΩs movements to music, particularly in dance sequences. 

 

Despite being already familiar with certain musical concepts which also exist in animation, character 

animators animating to music can also benefit from acquiring other musical competencies relating to 

musical terminology and knowledge of basic musical notation or theory. Beauchamp identifies certain 

ŜƭŜƳŜƴǘǎ ƻŦ ƳǳǎƛŎ ŀƴŘ ǘƘŜƛǊ ƛƳǇƭƛŎŀǘƛƻƴ ŦƻǊ ƛƳŀƎŜ ƛƴ ŀƴƛƳŀǘƛƻƴ ǘƻ ŎƻƴǘǊƻƭ ǘƘŜ ŀǳŘƛŜƴŎŜΩǎ ŜȄǇŜǊƛŜƴŎŜΣ 

such as melody, harmony, tonal music, atonal music, rhythm, dynamics, instrumentation and style 

(ά5ŜǎƛƎƴƛƴƎ {ƻǳƴŘ мst 9Řέ 44).  

 

The elements of music that I feel character animators can potentially benefit from will be discussed 

below. 

 

2.3.1 Musical aspects of sound: pitch, duration, loudness, melody, harmony, texture and timbre 

 

Blatter defines music as άthe art of soundέ and that it consists of aspects such as pitch, duration, 

loudness, melody, harmony, texture and timbre (1). Knowing about these musical parameters can also 

have value for animators. For example, Furniss, in emphasising the aural elements in animation, states 

that acoustic properties such as loudness, pitch and timbre can all produce meaning in a motion 

ǇƛŎǘǳǊŜ όά!Ǌǘ ƛƴ aƻǘƛƻƴέ упύΦ 

 

The pitch parameter of music refers to the frequency (highness or lowness) of a sound indicated by 

the placement of notes (pitch symbols) on a staff (the horizontal lines on the music sheet on which 

the notes appear) (Blatter 2). Duration is the length of the sound and indicates how long a note or a 

rest lasts. The relative strength of the sound is called loudness, i.e. how loud or soft a sound is. 
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(Loudness and the notation of pitch and duration will be discussed in greater detail in the next 

sections.) 

 

A melody, in simple terms, is a sequence of single notes arranged in such a way that it forms a 

satisfying whole. In musical terms, a melody is the element that focuses on the horizontal presentation 

of pitch (Blatter 2). Melodies can be derived from various scales (families of pitches) such as the 

traditional major (usually associated with a more upbeat feeling) and minor scales (associated with a 

sad or melancholy feeling) (Western Michigan University). In animation, melody can help support 

narrative elements, especially when used as a leitmotif (Beauchamp, ά5ŜǎƛƎƴƛƴƎ {ƻǳƴŘ мst 9Řέ 44).  

 

Harmony (often thought of as a vertical aspect of music) can be defined as notes that sound 

simultaneously and support a melody (Chouiniere). To harmonise a melody, accompanying notes such 

as a countermelody or chords are added (ibid). A countermelody is a secondary melody that usually 

accompanies the primary melody on a higher- or lower pitch. The rhythm of the secondary and 

primary melodies can be the same. Chords are formed when three or more notes are played at the 

same time. Harmony elicits emotional responses and can inspire the character animator to portray a 

specific mood in animation (Beauchamp, ά5ŜǎƛƎƴƛƴƎ {ƻǳƴŘ мst 9Řέ 44). 

 

Timbre (also called tone colour or tone quality) is another aspect of sound. Although not a 

fundamental component of sound, it is the result of complex interactions between various pitches, 

durations and loudness over time (Blatter 1). If a listener hears two different instruments like a piano 

and a violin play the same note at the same volume for the same length of time, that listener would 

be able to easily tell the difference between the two instruments because of the difference in timbre. 

Two trombones, for example, may also have a different colour from one another because a trombonist 

is able to some extent to alter the timbre of the instrument in a piece. When analysing a musical 

ǇƛŜŎŜΩǎ ǘƛƳōǊŜΣ ŀƴ ŀƴƛƳŀǘƻǊ Ŏŀƴ ƛŘŜƴǘƛŦy different instruments by ear. 

 

2.3.2 Fundamental rhythmic aspects for animators 

 

Rhythm in music is the grouping of notes of different lengths to form certain beats (Blatter 15; Glebas 

85), while rhythm in animation refers to frames per beat (Maestri). Rhythm can assist the animator 

with correctly timing the ŀŎǘƛƻƴǎ ƻŦ ǘƘŜ ŎƘŀǊŀŎǘŜǊ ŀƴŘ ƛƴŦƭǳŜƴŎŜ ǘƘŜ ŀǳŘƛŜƴŎŜΩǎ ǇŜǊŎŜǇǘƛƻƴ ƻŦ ǘƘŜ 

pacing of the scene (Beauchamp, ά5ŜǎƛƎƴƛƴƎ {ƻǳƴŘ мst 9Řέ 44). Rhythm can also be associated with 

the feeling the animator wants to convey.  
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Tempo is similar to pacing in animation (Baena). Tempo is the speed at which music is performed (the 

speed of the beat); it provides the pulse and drive (Alten 348; Blatter 13). A quick tempo tends to 

intensify stimulation, while a slow tempo tends to allay it. Glebas describes tempo as how often you 

tap your foot to the music (85). 

 

To learn the basics of rhythm, earlier animators at Fleisher Studio used the following method: 

 

CƻǊ ƻƴŜ ǘŀǇ ǘƻ ŀ ōŜŀǘΣ ǘƘŜȅ ǎŀƛŘ ǘƘŜ ǿƻǊŘ ΨŎƘŀƛǊΩ ǘƻ ŜǾŜǊȅ ōŜŀǘΤ ŦƻǊ ǘǿƻ ǘŀǇǎ ǘƻ ŀ ōŜŀǘΣ ǘƘŜȅ ǎŀƛŘ 

ǘƘŜ ǿƻǊŘ ΨǘŀōƭŜΩΤ ŦƻǊ ǘƘǊŜŜ ǘŀǇǎ ǘƻ ŀ ōŜŀǘΣ ǘƘŜȅ ǎŀƛŘ ǘƘŜ ǿƻǊŘ ΨǊŜƎǳƭŀǊΩΤ ŀƴŘ ŦƻǊ ŦƻǳǊ ǘŀǇǎ ǘƻ ŀ 

beat (a sixteenth note), they ǎŀƛŘ ǘƘŜ ǿƻǊŘ ΨǇƛǘǘŜǊ-ǇŀǘǘŜǊΩΦ CƻǊ ŜȄŀƳǇƭŜΣ ōȅ ƪŜŜǇƛƴƎ ǘƘŜ 

ƳŜǘǊƻƴƻƳŜ ŀǘ слΣ ǘƘŜȅ ƎŀǾŜ ŀ ŎƘŀǊŀŎǘŜǊΩǎ ǿŀƭƪ ŀ ǘǊƛǇƭŜǘ ƻǊ ΨǎǿƛƴƎΩ ŦŜŜƭ ōȅ ǊŜǇŜŀǘƛƴƎ ǘƘŜ ǿƻǊŘ 

ΨǊŜƎǳƭŀǊΩΣ ŀƴŘ ǘƻ ƎƛǾŜ ŀ ŎƘŀǊŀŎǘŜǊ ŀ ƘƛƎƘ-ǎǇŜŜŘ ǿŀƭƪ ǿƛǘƘ ŀ Ψǘƛƴȅ ǎǘŜǇΩ ŦŜŜƭ ǘƘŜȅ ǊŜǇŜŀǘŜŘ ǘƘŜ 

ǿƻǊŘ ΨǇitter-ǇŀǘǘŜǊΩ. (Allmano in National Film Board of Canada) 

 

The following is a method that can be used to determine the rhythm in animation (i.e. to calculate the 

amount of frames per beat) that is still used by animators today (Maestri): 

 

Firstly one needs to calculate the beats per minute (BPM) of a rhythm by, for example, using 

a watch and counting the number of beats in six seconds of music then multiply the number 

of beats in six second by 10 to get the beats per minute (BPM). By taking the BPM an animator 

can now determine how many frames are needed per beat of music. For example, if the BPM 

is 120 (a standard BPM) and there are 24 frames per second (fps), the frames per beat can be 

calculated as follows: 

 

24 fps x 60 seconds = 1440 frames per minute (fpm) 

1440 fpm ÷ 120 BPM = 12 frames per beat 

 

Various digital applications are also available to easily calculate the beats per minute of any sequence 

of music, such as BPM Detector, BPM Counter and BPM Tap.22 

 

 

 

                                                           
22 These applications can be downloaded from the App Store for Android or Apple phones.    
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2.3.3 Musical terminology 

 

Musical terminology can be divided into three groups, namely terminology pertaining to tempo, 

dynamics, and mood.  The Italian language is the source for many terms used in western art music, 

and often seen on pieces of printed musical notation or scores (Blatter 13). Even though character 

animators seldom work from a notated score, musical concepts remain useful for them, as argued in 

this study.  Unfortunately,  music composers on animated films tend to compose directly into digital 

audio workstations like ProTools, or Logic Pro, with the production of notated scores occurring, if at 

all, only at the point of getting musicians in to perform and record the music. For the proposed 

notation presented in Chapter 4, knowledge of musical terminology is required. 

 

Tempo is indicated in music by words or by metronome ƳŀǊƪǎ ό.ƭŀǘǘŜǊ мпύΦ ¢ƘŜ ǿƻǊŘ Ψ!ƭƭŜƎǊƻΩΣ ŦƻǊ 

example, indicates that the piece should be performed at a fast tempo and usually appears at the top 

left side of the sheet music. A metronome mark, always indicated in brackets, consists of a pitch 

symbol (e.g. a half note or a quarter note) and a number indicating the beats per minute (Blatter 13). 

 

 

Figure 13: Tempo indicators on two different music sheets ς the Italian term, and the metronome 

mark alongside it. Digital image. Clements Theory. ά¢ŜƳǇƻΥ Cŀǎǘ ŀƴŘ {ƭƻǿΦέ Clements Theory, N.d. 

Accessed 23 Sept. 2016. 

 

Knowing the terminology for the tempo of the music will assist the character animator to determine 

the speed of the movements in a scene. (In the case of the animator receiving the audio track rather 

than the music notation, the animators will most likely use the exact BPMsΣ ŀƴŘ Ǉƻǎǎƛōƭȅ ŜǾŜƴ ŀ ΨŎƭƛŎƪ 

ǘǊŀŎƪΩ ς an audio file consisting purely of metronomic pulses ς instead of the musical term relating to 

tempo to determine the speed.) 

 

Dynamics relate to the loudness of a piece and are useful for emphasis or gradual changes in intensity 

(Blatter 30; Beauchamp, ά5ŜǎƛƎƴƛƴƎ {ƻǳƴŘ мst 9Řέ 44). The terms to indicate the dynamics of a music 
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piece are usually placed below the staff at the place where the performer should play loud or soft. 

¢ƘŜ ǘŜǊƳ ΨǇƛŀƴƻΩΣ ŦƻǊ ŜȄŀƳǇƭŜΣ ƛƴŘƛŎŀǘŜŘ ǘƘŀǘ ǘƘŜ ǇŜǊŦƻǊƳŜǊ ǎƘƻǳƭŘ ǇǊƻŘǳŎŜ ǎƻŦǘ ǎƻǳƴŘǎΣ ǿƘƛƭŜ ǘƘŜ 

ǘŜǊƳ ΨŦƻǊǘŜΩ ƛƴŘƛŎŀǘŜǎ ǘƘŀǘ ǘƘŜ ǇŜǊŦƻǊƳŜǊ ǎƘƻǳƭŘ ǇǊƻŘǳŎŜ ƭƻǳŘŜǊ ǎƻǳƴŘǎ ό.ƭŀǘǘŜǊ олύΦ ¢ƘŜ Lǘŀlian word 

ΨƳŜȊȊƻΩ ƳŜŀƴǎ ƘŀƭŦΦ Lƴ ƳǳǎƛŎ ǘƘŜ ǘŜǊƳ ΨƳŜȊȊƻΩ Ŏŀƴ ōŜ ǳǎŜŘ ŀƭƻƴƎǎƛŘŜ ǘƘŜ ǘŜǊƳ ΨŦƻǊǘŜΩ ǘƻ ƛƴŘƛŎŀǘŜ ǘƘŀǘ 

the performer should play half loud. The dynamics are usually indicated on sheet music in their 

abbreviated form, for example, f, mf, mp and p. 

 

 

Figure 14: List of words and their abbreviations indicating dynamics on a music sheet. 

Digital image. Rose, Teresa. Reading Music Lesson #47: Dynamic Signs. Music Reading Savant, 8 Nov. 

2014. Accessed 23 Sept. 2016. 

 

The dynamics will inform the character animator of the scale of the movements the character needs 

to make, for example, when the music is very loud (fortissimo) the character will not normally make 

small movements unless it is done on purpose. 

 

Mood describes the way or feeling with which a musical piece should be performed (Blatter 14). The 

terms indicating the mood communicate a sense of tempo. For example, it can indicate that the piece 

should be played with life (animato), sadness (dolore) or gracefully (grazioso) (Blatter 14). These terms 

are usually indicated at the beginning of the piece below the first staff. 
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Italian musical term for Mood Meaning 

Con Brio With brilliance; fire 

Con Grazia With grace 

Con Spirito With spirit 

Dolce Sweetly 

Expressione With expression 

Grandioso Grandly 

Maestoso In a majestic style 

Morendo Dying away 

Presante Heavy; deliberate 

Sostenuto Sustained; broaden out 

Tranquillo Quiet; tranquil 

 

Figure 15: A list of Italian musical terms describing specific moods. Quizlet. άaǳǎƛŎ ¢ŜǊƳǎ ς Mood 

ŀƴŘ CŜŜƭƛƴƎΦέ Quizlet, 23 Sept. 2016. Accessed 23 Sept. 2016. 

 

¢ƘŜ ŎƘŀǊŀŎǘŜǊ ŀƴƛƳŀǘƻǊ Ŏŀƴ ǳǎŜ ǘƘŜ ƳƻƻŘ ǘŜǊƳƛƴƻƭƻƎȅ ǘƻ ŜƴǎǳǊŜ ŀ ǇǊƻǇŜǊ Ŧƛǘ ƻŦ ǘƘŜ ŎƘŀǊŀŎǘŜǊΩǎ 

movements to the mood of the music.  

 

Except for knowing and understanding the three groups of music terminology, an animator should 

also understand basic music notation of pitch and duration.  

 

2.3.4 Basic music notation of pitch and duration 

 

Music notation is a system that is used to visually represent what is heard when music is performed 

by an instrument or the human voice and gives musicians the information they need to play the music 

as the composer intended it (Schonbrun xi). Character animators can benefit from knowing notation 

of pitch and duration so that they know when to animate what action and for how long to fit the 

music. 

 

Basic music notation of pitch is placed on a staff which consists of five parallel horizontal lines (Blatter 

3).23 The higher up the note on the staff, the higher the sound, and the lower down the note on the 

staff, the lower the sound. In orchestration, each instrument has its own staff on which their specific 

notes are placed. 

                                                           
23 This modern staff notation system developed from the western art music tradition. There are other music 
notation systems for other musical traditions such as ancient notation systems found in the near East, ancient 
Greece, etc. Indian, Korean and Indonesian notation systems are still very much in use. 
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A clef is a symbol that shows the reader which pitch will be assigned to which staff line, usually found 

at the beginning of the staff (Blatter 4). There are three clefs: The G clef, the F clef and the C clef.  

 

Figure 16: The G clef, the F clef and the C clef symbols as it appears on a music sheet. Digital image. 

Guitar Alliance. άaǳǎƛŎ ¢heory 101, Course Outline, Chapter 1: Music Notation ς Part II (Pitch: Staff, 

/ƭŜŦΣ ŀƴŘ [ŜŘƎŜǊ [ƛƴŜǎύΦέ Guitaralliance, 2010. Accessed 23 Sept. 2016. 

 

Basic music notation of duration is communicated by the appearance of the symbol or note that is 

placed on the staff to indicate the pitch (Blatter 9). The longest duration is a whole note. It is the only 

note without a stem (the vertical line attached to the circle). The half note is half the length of a whole 

note, and a quarter note half the length of a half note, etc. (Blatter 9). A small dot next to the note 

indicates that the note should be kept for its original duration plus half of its duration. 

 

Silence in music is deemed as important as sound and it is fundamental to indicate how long the 

silence should last (Blatter 11). The silence is indicated by rests that also differ in length. For every 

pitched duration (note) there is an equivalent silent duration (rest) (Blatter 11). 

 

 

Figure 17: Diagrammatical explanation of some note and rest values. Digital image. Learn to Play 

Music. άCǊŜŜ .ŜƎƛƴƴŜǊ tƛŀƴƻ LƴǘǊƻŘǳŎǘƛƻƴΦέ Learntoplaymusic, 2015. Accessed 23 Sept. 2016. 
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All the duration indicators (notes and rests) can be used in conjunction with one another to create 

various rhythms as indicated in the figure below. 

 

 

Figure 18: Different rhythmic patterns created by using varying note lengths within a 4/4 beat. 

Digital image. Crafton, Don. Integrating SightReadingFactory.com into your elementary music 

curriculum. Sightreadingfactory, 21 Feb. 2015. Accessed 23 Sept. 2016. 

 

Notes of different lengths are grouped and separated into smaller groups by bar lines (Blatter 15). Bar 

lines makes it easier for the reader of the music to visually understand how the notes are grouped 

together. Within a group or between two bar lines (called a measure) there will always be a set amount 

or number of beats. The number of beats is indicated by a time signature which is expressed as a 

fraction at the top of the stave (Blatter 15). The upper number is the number of beats in a measure. 

The bottom number simply defines the length of the beat (Glebas 85). It is always a 2, 4, 8, 16 or 32 

and these refer to musical times of a whole note. A whole note has two half notes, four quarter notes, 

etc. For instance in the image below the first time signature (4/4) indicates that there are four beats 

of quarter notes/rests in the first measure, whereas the fourth time signature (6/8) indicates that 

there will be six beats eight notes/beats in a measure. The beats may also be indicated by a rest instead 

of a note. 

 

 

Figure 19: Examples and explanation of time signatures. Digital image. StudyBlue. άaǳǎƛŎ ¢ƘŜƻǊȅ 

/ƘŀǇǘŜǊǎ м ǘƻ оΦέ Studyblue, 2 Sept. 2016. Accessed 23 Sept. 2016. 
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The beat of the music is easily measured, since beats are fitted into bar units of defined time lengths 

and are interpreted in time units. Bars can contain various numbers of beats and these must be 

measured to the film frame. Having done this, it is comparatively easy to fit the animation to the speed 

of the beat and find the right type of movement to follow the music (Whitaker, Halas and Sito 133). 

 

Although music is much more complex and music theory can be explained in greater detail, this basic 

musical knowledge is proposed to be sufficient for character animators animating musical scenes to 

music. 

 

2.3.5 Weaving the different musical aspects and terminology 

 

¢ƘŜ ƳǳǎƛŎŀƭ ǎƘŜŜǘ ŦƻǊ Ψ!ƭƭŜƳŀƴŘŜΩ24 composed by CM von Weber (1786-1826) is presented below to 

illustrate what musical aspects and terminology character animators can find on a sheet of music and 

what these aspects and terms mean. 

 

                                                           
24 Allemande is a prescribed composition from the 2002 Unisa (University of South Africa) Grade 2 syllabus for 
piano in the Romantic category.  



Carelize Jacobs | 45 

 

 

Figure 20: Ψ!ƭƭŜƳŀƴŘŜΩ sheet music with indicators for explaining musical terms and notation. Edited 

and modified by Author. UNISA (2001). Allemande ς by CM von Weber (Original work published 

1801). UNISA Grade 2 Piano Examination Album 2002 until further notice. Pretoria: University of 

South Africa (UNISA). Print. 

 

These are the explanations of musical terms and notation as indicated on the sheet music of 

Ψ!ƭƭŜƳŀƴŘŜΩΥ 

1. This is the tempo fƻǊ ǘƘŜ ǇƛŜŎŜΦ Lƴ ǘƘƛǎ ŎŀǎŜ ǘƘŜ ǇƛŜŎŜ ǎƘƻǳƭŘ ōŜ ǇŜǊŦƻǊƳŜŘ Ψ!ƭƭŜƎǊŜǘǘƻΩ ǿƘƛŎƘ 

means moderately fast - ƴƻǘ ŀǎ Ŧŀǎǘ ŀǎ Ψ!ƭƭŜƎǊƻΩΦ 

2. The time signature is 3/4 meaning in each bar there will be three beats and they will consist 

of quarter notes. 

3. The mood of the piŜŎŜ ƛǎ Ψsempre dolceΩΦ Ψ{ŜƳǇǊŜΩ ƳŜŀƴǎ ŀƭǿŀȅǎ ŀƴŘ ΨŘƻƭŎŜΩ ƳŜŀƴǎ ǎǿŜŜǘƭȅΦ 

Thus, the whole piece should be played sweetly. 
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4. This is two eight notes. Together they are played for the same duration as one quarter note. 

5. This is bar number 6. The bar number indicates the number of bars up to the start of a new 

staff. 

6. This is a dotted half note. It is the same length as three quarter notes and is thus played for 

the whole bar, i.e. three beats as the time signature is 3/4.  

7. A bar line. 

8. At bar 9 the first bar line consists of two think lines and four dots on each side. This indicates 

that the music up to the lines should be repeated. From the thick bar line to the second bar 

line with the contents in-between, is called a measure or a bar. 

9. This is a whole rest indicating that there should be silence for the duration of the measure. 

10. The first circled note in the measure is lower than the second circled note. This means that 

the first note will be at a lower pitch and the second note at a higher pitch. 

11. This bottom staff consists of five staff lines. 

12. This fz is a dynamic indication. It means that the notes above and below the indication should 

be strongly accented. If the f was alone, it would have indicated that the performer should 

play loudly. 

13. These are two quarter notes. As they have only one stem and are stacked on one another, 

they are played together and count for only one beat not two. 

14. This is a quarter rest. The quarter rest counts as one beat and the half note, before the rest, 

as two beats. Together the quarter rest and the half note represent three beats which is the 

amount of beats indicated in the time signature. 

 

2.3.6 Proposed ideal musical competencies for character animators 

 

In summary, character animators who want to animate to music should preferably have the following 

musical competencies, i.e. it is suggested that they should be able to: 

¶ Listen to a musical piece and recognise the melody (memorable series of pitches or the tune 

of a song); 

¶ Listen to a musical piece paying attention to the harmony (the accompanying notes that 

support the melody usually as a countermelody or chords) and notice the changes from major 

to minor to understand the framework or context of the melody (like a setting in a story); 

¶ Listen to a musical piece and notice and appreciate its timbre, i.e. tone colour or tone quality 

to identify instruments by ear; 

¶ Understand that music has a flow and pace which is determined by a beat; 
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¶ Identify the tempo (speed of the beats per minute) of a melody;  

¶ Calculate the rhythm (how many frames per beat) of a melody using a formula; 

¶ Know and understand basic music terminology relating to tempo (words and metronome 

marks describing the speed of the beat on a piece of music); 

¶ Know and understand basic music terminology relating to dynamics (abbreviations and their 

meanings describing the loudness of the music); 

¶ Know and understand basic music terminology relating to mood (terms describing the feeling 

the music wants to portray); 

¶ Know and understand basic music notation of pitch indicated by the placement of the note 

on a staff (five parallel horizontal lines); 

¶ Know and understand basic music notation of pitch indicated by a clef (a symbol indicating 

which pitch to use for which staff line); 

¶ Know and understand basic music notation such as pitch duration (length of a beat or note 

indicated by different notes); 

¶ Know and understand basic music notation such as duration of silence (how long silences 

should last indicated by different rest values); 

¶ Know and understand basic music notation relating to duration such as rhythm (all the 

duration indicators used in conjunction); and 

¶ Know and understand basic music notation relating to duration such as time signatures (the 

set number of beats between two bar lines expressed as a fraction). 

  

2.4 Conclusion 

 

With reference to McLarenΩs view that animation is about what happens between the frames, this 

chapter suggests that to integrate music and animation, character animators require a basic musical 

knowledge and skill set to push the boundaries of what is possible in movement. It is this competency 

set that will strengthen the integration of music and animation to create the intended meaning. 

 

In the next chapter, musical scenes in the South African animation feature film Khumba (2013), made 

by Triggerfish Animation Studios, will be examined from the perspectives of both music and animation. 

More specifically, the focus will be on how the character animators integrated the music (pre-

recorded) and animation in a musical scene to produce the performance of the character. 
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Chapter 3: 

Animating Performances to Music: The Case of Khumba 

 

3.1 Introduction 

 

ά/ŀǊǘƻƻƴǎ [character animation features] are performances in the same sense as other kinds of artistic 

performances ς symphonies or orchestras or poetry ǊŜŀŘƛƴƎǎέ (Crafton xiv). In comparing it to 

conventional film-making, Crafton says that animation is a similar kind of performance art but with its 

own set of artistic conventions, technologies, and audience expectations (University of Notre Dame). 

Crafton argues that animation characters have the same status on the screen as human actors and 

that it is the animation feature, not only the individual characters, which creates a world and an 

experience (University of Notre Dame). Even though Crafton refers to 2D cartoon characters, it could 

apply to 3D animation characters as well. 

 

Crafton takes a historical look at early studio animation in the United States to discover how these 

films are viewed and received, specifically how successful they are in terms of performance (Dobson). 

To explain the ways in which performance is displayed and viewed, Crafton distinguishes between 

performance of animation and performance in animation. He argues that all performance can be 

broken down into one of these categories, and suggests that performance in animation concerns the 

characters and movements within the film, while performance of animation concerns the filmmakers 

and audiences (Crafton 17-18).  

 

In an animated feature, the character is not treated in the same way as a live-action actor or dancer; 

they are not performing by reading lines or using their own talent to act in a certain way, rather they 

are created, directed and manipulated by animators (Dobson).25 Dobson proceeds to introduce the 

notion of the animator becoming an actor through the creation of the character as introduced by 

Wells (ά¦ƴŘŜǊǎǘŀƴŘƛƴƎ !ƴƛƳŀǘƛƻƴέ 107). It is the animators who use their knowledge (of acting) to 

Ψperform a partΩ. Even though the audience is aware of this artifice, they accept the ΨsuccessΩ of the 

performance (and narrative) and understand the character. This idea is supported by Ivins-Hulley who 

further suggests that while the audience know that the characters are not alive (he refers to stop-

motion puppets), the άǇŜǊŦƻǊƳŀƴŎŜ carries a paradoxical indexicality: the puppet tangibly exists 

                                                           
25 This excludes motion capture which is a performance driven production method which relies on stage 
performers to act out the motions which is then digitally captured (FurƴƛǎǎΣ ά!Ǌǘ ƛƴ aƻǘƛƻƴέ муфύΦ  
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outside the film, but its movement does ƴƻǘέ (Dobson). Here, the ǇǳǇǇŜǘǎΩ performance is ΨƛƴΩ 

animation because although the audience is aware of the animator they are looking at the movement 

within the film. They read the indexical signs, which relate to their own and can understand the 

meaning. When the ŀƴƛƳŀǘƻǊΩǎ work (or indeed the role of the audience) is considered, the 

performance is ΨƻŦΩ animation (Dobson). The distinction between performance ΨƛƴΩ and ΨƻŦΩ animation 

is crucial for understanding the analyses of the case study Khumba which is presented in this chapter.  

 

This chapter commences with a discussion of the story and background to the film. An analysis of the 

performances ΨƻŦΩ animation, i.e. how Khumba was made (including the processes followed to animate 

the musical scenes), is presented, informed by interviews conducted with members of the filmmaking 

team, specifically the director and animators involved in the film. Thereafter, the analysis focuses on 

the performances ΨƛƴΩ animation. One of the musical scenes in Khumba, i.e. .ǊŀŘƭŜȅΩǎ άSwan Lakeέ 

scene (which will be used for illustration purposes later), is analysed. This analysis is informed by 

insights gained from watching the film and from interviews conducted with the animators. The 

physical movements of the character are assessed, while at the same time the movement of the music 

as part of the performance is considered. The analyses are conducted from an animation perspective 

and not from a musical perspective. 

 

3.2 Artistic expression through animation: background and synopsis to Khumba  

 

Triggerfish Animation Studios is the studio responsible for the creation of the animated feature film 

Khumba which follows on the success of their first film Adventures in Zambezia (2012). These two 

ŀƴƛƳŀǘŜŘ ŦƛƭƳǎ ƘŀǾŜ Ǉǳǘ {ƻǳǘƘ !ŦǊƛŎŀΩǎ animation industry on the world map; both films have won 

numerous international awards and have been distributed in all the major film markets (Meintjes). 

According to Stuart Forrest, Triggerfish Chief Executive Officer (CEO): 

 

We have released [the two films] in 150 countries worldwide. They have been translated into 

27 languages. By African standards, that is really huge, they are massive movies compared to 

most movies being made on this continent. We now have an opportunity to tell our stories to 

the world in a medium that has come of age for independents. A few decades ago there were 

only a few studios in the world that could make animated films, now the tools are in our hands. 

(Meintjes)  
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The Academy Award-winning British producer, Michael Rose, who has recently completed the 

animation short film Stick Man for the BBC (also produced by Triggerfish Studios), has lauded the South 

!ŦǊƛŎŀƴ ŀƴƛƳŀǘƛƻƴ ƛƴŘǳǎǘǊȅΩǎ ƘƛƎƘ ǇǊƻŘǳŎǘƛƻƴ Ǿŀƭǳes and quality of work: 

 

The animation industry in South Africa is a young industry, but growing rapidly. There is a lot 

of exciting young talent here starting to emerge, with careful nutrition and development, that 

is going from strength-to-strength. The South African industry has a fantastic future and we 

are exciting to be working with it. (Meintjes) 

 

In 2016 Triggerfish announced that they were in the process of establishing a multi-million rand Story 

Laboratory in collaboration with Disney to help produce animation films with an African flavour 

(Meintjes). According to Forrest, there is a hunger for stories from the African continent and for 

animation films with an African flavour (Meintjes). Silverston adds that even though Triggerfish will 

not limit themselves exclusively to telling stories set in Africa, the stories will be African in that the 

ŀǊǘƛǎǘǎ ŎǊŜŀǘƛƴƎ ǘƘŜƳ ŀǊŜ ŦǊƻƳ !ŦǊƛŎŀ ŀǎ άǘƘŜ ǇŜƻǇƭŜ ŀƴŘ ŜƴǾƛǊƻƴƳŜƴǘ ŀǊƻǳƴŘ ǳǎ ŀǊŜ ŀ ōƛƎ ǎƻǳǊŎŜ ƻŦ 

inspiration and we have an opportunity to bring a unique persǇŜŎǘƛǾŜ ǘƻ ǘƘŜ ǿƻǊƭŘέ όIŀǊǘύΦ 

 

Khumba was released in South Africa on 25 October 2013 where it held the number one spot for two 

weeks. It was later released in the UK and elsewhere.  

 

 
Figure 21: Poster of the animation feature film Khumba (2013). Digital image. Khumba. Directed by 

Anthony Silverston, Triggerfish Animation Studios, 2013. DVD. 
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Khumba ǊŜŎŜƛǾŜŘ ŀŎŎƭŀƛƳ ŀǎ ǘƘŜ bŜǿ ¸ƻǊƪ ¢ƛƳŜǎ Ψ/ǊƛǘƛŎǎ tƛŎƪΩ ŀƴŘ ƛƴ нлмп won two International Gold 

Panda Awards for the Best Overseas Animated Feature and the Grand Prize for animation from a total 

of 682 entries from 42 nations and regions. Furthermore, preparations are underway for the Broadway 

production of Khumba (Hart). 

 

3.2.1 The synopsis of Khumba 

 

Khumba, according to ¢ǊƛƎƎŜǊŦƛǎƘΩǎ description and production notes, tells the story of a half-striped 

zebra born into an insular, superstitious herd. He is immediately ostracised by the rest of the zebras 

except for his mom and dad, and Tombi, a feisty tomboy. The herd turn their back on the young 

Khumba, blaming his difference in appearance for the onset of a severe drought. A chance meeting 

with a mystical mantis leads Khumba to leave the only home he has ever known in pursuit of a 

legendary magic waterhole where it is believed the first zebras bathed and came out striped. 

 

Alone in the wilderness, Khumba has a narrow escape from an opportunistic wild dog and joins forces 

with an overprotective, sassy wildebeest, Mama V, and Bradley, an insecure but flamboyant ostrich. 

The unlikely trio meet an array of wacky characters on the way including a migrating herd of springbok, 

a looney, old sheep, Nora, living on an abandoned farm, a fanatical doomsday cult of dassies (rock-

rabbits), and an endangered riverine rabbit whose kamikaze survival strategy has clearly gone to his 

head. 

 

As Khumba and his two side-kicks make their way across the vast landscape, they are tracked by 

Phango, a sadistic leopard who believes that he derives his power from eating young prey and that 

Khumba, the unique, half-striped zebra is the most powerful of them all. The story ends when, in a 

hair-raisingly epic battle, Khumba succeeds in defeating Phango and ultimately earns his stripes. 

 

3.2.2 The inspiration behind Khumba and lessons to be learned 

 

The film touches on themes inspired by {ƛƭǾŜǊǎǘƻƴΩs experience of growing up in South Africa, but 

ultimately it is a story about ƭŜŀǊƴƛƴƎ ǘƻ ōŜ ŎƻƳŦƻǊǘŀōƭŜ ƛƴ ƻƴŜΩǎ ƻǿƴ ǎƪƛƴ όIŀǊǘύΦ !ŎŎƻǊŘƛƴƎ ǘƻ !ƴǘƘƻƴȅ 

Silverston, KhumbaΩǎ ŘƛǊŜŎǘƻǊ and writer, the idea of the story came to him in 2003, and long before 

his involvement with Triggerfish (Hart). The story was inspired by the quagga, an extinct sub species 

of zebra that lived in South Africa until the 19th century which had brown stripes on half of its body 
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and head. The story, Silverston explains, is drawn from his own ƻƴƎƻƛƴƎ ǉǳŜǎǘ ǘƻ ŦŜŜƭ άǿƘƻƭŜέΤ ǘƻ ŦŜŜƭ 

comfortable in his own skin (Smit). άLǘΩǎ ŀ ǎǘƻǊȅ ŀōƻǳǘ ŘƛŦŦŜǊŜƴŎŜΣ ǿƘŜǘƘŜǊ ƛǘΩs skin colour or sexual 

ƻǊƛŜƴǘŀǘƛƻƴΣ ƻǊ ŀƴȅǘƘƛƴƎΣ ŀƴŘ ŀōƻǳǘ ƻǾŜǊŎƻƳƛƴƎ ǘƘŀǘ ŦŜŜƭƛƴƎ ƻŦ ōŜƛƴƎ ƛƴŦŜǊƛƻǊ ōŜŎŀǳǎŜ ȅƻǳΩǊŜ ŘƛŦŦŜǊŜƴǘΦ 

The black-and-ǿƘƛǘŜ ǎǘǊƛǇŜǎ ƛǎ ǎǳŎƘ ŀ ƎǊŜŀǘ ƳŜǘŀǇƘƻǊ ŦƻǊ ǘƘŀǘ ōŜŎŀǳǎŜ ƛǘΩǎ ŀ Ǿƛǎǳŀƭ ƳŜǘŀǇƘƻǊέ 

(Silverston in Mallory). 

 

Khumba is a coming-of-age story about a zebra searching for his missing stripes to be accepted by his 

herd, but his journey is about accepting himself (Triggerfish). The question, άIƻǿ Ƴŀƴȅ ǎǘǊƛǇŜǎ ŘƻŜǎ 

ƛǘ ǘŀƪŜ ǘƻ ƳŀƪŜ ŀ ǿƘƻƭŜ ȊŜōǊŀΚέ ƛƳǇƭƛŜŘ ōȅ ǘƘŜ ƎŜƳǎōƻƪ ƘŜŀƭŜǊΣ ƛǎ ŀǘ ǘƘŜ ƘŜŀǊǘ ƻŦ YƘǳƳōŀΩǎ ǉǳŜǎǘΦ Lƴ 

continuously focusing on his difference, at what point will he really be okay with himself? The name 

άYƘǳƳōŀέ, which ŎƻƳŜǎ ŦǊƻƳ ǘƘŜ ƛǎƛ½ǳƭǳ ŀƴŘ ƛǎƛ·Ƙƻǎŀ ǿƻǊŘ ŦƻǊ άǎƪƛƴέ, is quite fitting as Khumba has 

defined himself by his exterior, for example by his skin markings. He wants to get all his stripes, he 

wants to change, but instead, he needs to embrace his difference. It is only when he recognises his 

difference as a good thing that he looks beyond himself and finds the courage to help the rest of the 

animals in the Karoo.  

 

While the actual plot for the film evolved as Silverston and his co-writer Raffaella Delle Donne 

developed the story into a screenplay, the core of the story remained the same over the years (Smit). 

Silverston and Delle Donne went on to enter the script for a competition run by the UK Film Council 

and NFVF which they eventually won in 2006 (Smit). This achievement set them on the path to make 

the film a reality ς a film that encourages children to not just tolerate, but rather celebrate difference: 

whether it is in relation to race, religion, culture, class or sexual orientation (Triggerfish).  

 

3.3 tŜǊŦƻǊƳŀƴŎŜǎ ΨƻŦΩ ŀƴƛƳŀǘƛƻƴΥ ǘhe making of Khumba 

 

In pitching the project for the scriptwriting competition, the Triggerfish team said that the story had 

the quirky humour of Chicken Run and the spirit of The Lion King (Hart). They worked with Richelle 

Wilder who was the head of development at Aardman during Chicken Run and with Jonathan Roberts, 

one of the co-writers of The Lion King (Hart). 

 

A star-studded cast was behind the voices of the characters, including Liam Neeson (Phango), Jake T. 

Austin (Khumba), AnnSophia Robb (Tombi) and Richard E. Grant (Bradley). There were about 37 

speaking roles and Triggerfish wanted to use South African, American and British voices. Local 

comedian, Rob van Vuuren, did a number of read-throughs and demo recordings voicing every role in 
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the movie, helping to inform many of the characters. He was also cast as the springbok captain. Casting 

was therefore a major process conducted by Ned Lott, the casting director. Recording these voices, 

Silverston saidΣ άǿŀǎ an intense but exciting process with many memorable momeƴǘǎέ όIŀǊǘύΦ 

 

Music and sound, according to Silverston, play a key part in creating the unique atmosphere of the 

Karoo (Triggerfish). For the audience to tangibly experience the quality of the Karoo, Silverston says, 

a soundtrack was used that brings out the sounds of the landscape such as the creaking windmill and 

the buzz of cicadas (ibid)Φ ¢ƻ ōǊƛƴƎ ƻǳǘ ǘƘŜ ǘƘŜƳŜ ƻŦ ΨŘƛŦŦŜǊŜƴŎŜΩ ŀƴŘ ǘƘŜ ǾŀǊƛŜǘȅ ǿƛǘƘƛƴ ǘƘŜ YŀǊƻƻΣ 

different musical themes and instruments were used (ibid). Khumba also meets various characters on 

his journey and to reflect these, each character and/or scene was given a different dominant 

instrument. The challenge for the composer, Bruce Retief, was to put everything together into a 

cohesive musical soundtrack (Triggerfish). Silverston describes the soundtrack as follows: 

 

Act 1 is mostly inside the zebra fence so we looked to a more traditional sound ς what is 

ǊŜŎƻƎƴƛǎŜŘ ƛƴǘŜǊƴŀǘƛƻƴŀƭƭȅ ŀǎ ά!ŦǊƛŎŀƴέΦ ¢ƘŜ aŀƴǘƛǎ ƛǎ ƻǳǊ ƭƛƴƪ ǘƻ ǘƘe KhoiSan ς the indigenous 

peoples of southern Africa ς and so his sound is created ŦǊƻƳ ǾƻŎŀƭ άŎƭƛŎƪǎέΣ ǿƘƛƭŜ !Ŏǘ н ƛǎ 

mainly outside the zebra enclosure ς YƘǳƳōŀΩǎ ǉǳŜǎǘΦ Lǘ Ƙŀǎ ŀ ƳƻǊŜ ƭƻŎŀƭ άYŀǊƻƻέ ǎƻǳƴŘ ŀƴŘ 

ƛǘ ǘƛŜŘ ǘƻƎŜǘƘŜǊ ǿƛǘƘ ǘƘŜ άDƘƻŜƳŀέ ǊƘȅǘƘƳΦ !Ŏt 3 is where everything comes together ς the 

zebras join the rest of the Karoo animals in a dramatic (more orchestral) battle against Phango. 

(Triggerfish) 

 

Whether Retief succeeded in creating a cohesive musical soundtrack is open for discussion and is best 

analysed by someone with a film music background.26 

 

With this background to the making of Khumba, specifically on how they approached the soundtrack, 

the production pipeline will now be discussed. This is followed by an investigation of the process of 

animating KhumbaΩǎ ƳǳǎƛŎŀƭ ǎŎŜƴŜǎΦ 

 

3.3.1 KhumbaΩǎ ǇǊƻŘǳŎǘƛƻƴ ǇƛǇŜƭƛƴŜ 

 

Commenting on the production of the film, Silverston said that because they used nearly the same 

technical team who worked on Adventures in Zambezia, they could build on what they had learned 

                                                           
26 The researcher only has an intermediate knowledge of music and does not possess the knowledge which is 
required to perform an in-depth analysis of KhumbaΩǎ ǎƻǳƴŘǘǊŀŎƪΦ 
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from the previous production. The results, he believes, are visible on screen, from the animation 

performances to the richly-detailed environments (Hart).  

 

Quentin Vogel was the animation director on Khumba and was involved from the beginning with the 

production research and the development of the characters together with the director. He led and 

animation-directed a team of 25 animators and was involved in acting out video reference and 

choreographing scenes with the animators and director (ibid). Each one of the animators was part of 

a team allocated to one of the three lead animators, Daniel Snaddon, Matthew Lowry and Jaco Tromp. 

The different groups of animators were allocated different scenes to animate mostly randomly 

(Snaddon).  

 

Triggerfish followed the standard production pipeline as described by Beauchamp in Chapter 1: the 

three stages of preproduction, production and post-production. The pre-production phase lasted a 

few years in which various tests were performed to finalise the characters and to determine the style 

of animation, such as character testing, rig testing, and motion tests (Lowry). A stylised look, for 

example, had to be found for the fur, as well as a system for creating a variety of highly-detailed plants 

which could work on both a macro and micro scale (Smit). It was also during this phase that a decision 

was taken to abandon the initial idea for Khumba to be created as a stop motion film (Snaddon).  

 

It was important for Triggerfish ǘƻ ƘŀǾŜ ŀ ƎƻƻŘ ΨōƭǳŜǇǊƛƴǘΩ ŦƻǊ ǘƘŜ ŦƛƭƳ ǊŜsulting in a substantial amount 

of information on the storyboards which laid a solid foundation to start with (Snaddon). From the 

storyboard, the animatic was developed with information such as the posing, the timing, the layout 

and camera positions (Snaddon; Courchay). Only after the animatic was completed could the 

animators start with the job of animating.  

 

For regular performance scenes, animators received the animaticΣ ŀ ŘƛǊŜŎǘƻǊΩǎ ǾƛŘŜƻ notes which 

highlighted what he envisioned for the scene. For the dance scenes, a scratch track was incorporated 

in the animatic. Animators also received the dialogue, the previs27 video and layout of the scene 

(Lowry). 

 

After all the separate scenes had been edited and composited during post-production, the scratch 

track was replaced by a fully recorded orchestral version of the soundtrack. This is in contrast to the 

                                                           
27 A previs (abbreviation for previsualisation) is a representation of how a scene in a film would look when it is 
finished and consist of camera movements, and the placement and framing of characters, etc. (Lombard).  
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production process Beauchamp recommends (see Chapter 1). Beauchamp believes for a better result, 

the animators should have received the final soundtrack before the start of the animating process. 

 

3.3.2 The process of animating KhumbaΩǎ ƳǳǎƛŎŀƭ ǎŎŜƴŜǎΥ how the actions of the characters were 

manipulated 

 

Khumba is not a musical, but it does have musical scenes. Some of these scenes are short and consist 

of chants accompanied by small rhythmic movements or dances, while some are longer scenes with 

more instrumentation and dances. 

 

Snaddon admits that there is very little experience about animating musical scenes in South Africa. 

According to most animators interviewed as part of this research, it is more difficult to animate 

dancing humans, than dancing animals. The reason might be that the audience are used to seeing 

humans dancing and would therefore be able to more easily spot mistakes, while they are not 

accustomed to seeing animals dance. 

 

It is a common understanding that there is no right or wrong way to animate a musical scene. As Nico 

±ŜƴǘŜǊΣ ŀ ŦǊŜŜƭŀƴŎŜ ŀƴƛƳŀǘƻǊΣ ǎŀȅǎΣ άL ǘƘƛƴƪ ƛǘ ŘŜǇŜƴŘǎ ƻƴ Ƙƻǿ ȅƻǳ ǿŜǊŜ ǘǊŀƛƴŜŘέ. Courchay and 

Lombard concur and say that every animator animates differently. Lombard adds that it is also 

workflow dependent, while Cutler believes that animating is a personal thing and that although 

methods may differ, ƛǘΩǎ ŀōƻǳǘ ƎŜǘǘƛƴƎ ǘƘŜ ǊŜǉǳƛǊŜŘ ŜƴŘ ǊŜǎǳƭǘǎΦ 

 

Even though every animator animates differently, there are certain agreed-upon steps that animators 

follow when animating a musical scene. Through the interviews it surfaced that the process of 

animating musical scenes with Khumba started with a brief by the director or animation lead. The 

director then explained his vision and what mood he wanted. He spoke about the characters involved, 

the style of the dance, the music, the timing, how long the shots needed to be, and what the sequence 

of events should be (Croudace). Lowry notes thŀǘ ǘƘŜ ŘƛǊŜŎǘƻǊ άǿŀǎ ǉǳƛǘŜ ƻǇŜƴ ǘƻ ƛƴǇǳǘ ŦƻǊ ǘƘŜ ŘŀƴŎƛƴƎ 

ǎŎŜƴŜǎέ ǊŜǎǳƭǘƛƴƎ ƛƴ ǘƘŜ ōǊƛŜŦƛƴƎ ǎŜǎǎƛƻƴǎ ōŜƛƴƎ ŀ ǎǇŀŎŜ where everybody could provide input. This 

creative freedom was welcomed by all animators ōŜŎŀǳǎŜ άǘƘŜ ŘƛǊŜŎǘƻǊ ŀƴŘ ǘƘŜ ŀƴƛƳŀǘƛƻƴ ŘƛǊŜŎǘƻǊ 

can ƻƴƭȅ Ǝƻ ǎƻ ŦŀǊ ǘƻ ǎŀȅ ǿƘŀǘ ǘƘŜȅ ǿŀƴǘΦ ¢ƘŜƴ ƛǘΩǎ ǘƘŜ ŀƴƛƳŀǘƻǊΩǎ Ƨƻō ǘƻ ƪŜŜǇ ƛƴ ǘƘŀǘ ǾƛǎƛƻƴΣ ōǳǘ ƳŀƪŜ 

ǘƘŜ ǎƘƻǘ ȅƻǳǊ ƻǿƴέ όLowry). 

 



Carelize Jacobs | 56 

 

The Khumba animators usually received music ǳǇŦǊƻƴǘΦ CƻǊ ŜȄŀƳǇƭŜΣ άǿƛǘƘ .ǊŀŘƭŜȅΣ [Samantha] would 

have got a scratch version of the song to the correct timing which will include the melody produced 

by a synthesiser and accompanied by voices (if applicable), then she would have been briefed on what 

ƴŜŜŘǎ ǘƻ ƘŀǇǇŜƴ Χ ŀƴŘ ǎǘŀǊǘŜŘ ŦǊƻƳ ǘƘŜǊŜΧέ ό{ƴŀŘŘƻƴύΦ 

 

The next step in their process was to listen to the scratch track and analyse the beats or hits. Each 

animator devised their own method for animating to the scratch track. They would start by working 

out the tempo and frames per beat. Instead of marking each beat, some like Croudace, will combine 

the scratch track with an audio click track to find the beats. Khumba animators will then try to identify 

the mood and certain aspects of the music that stand out to portray it through the characterΩs 

ƳƻǾŜƳŜƴǘǎΦ ά¸ƻǳ Ŏŀƴ ƘŜŀǊ ƛƴ ǘƘŜ ƳǳǎƛŎ ǿƘŜƴ ƛǘΩǎ ǊƛǎƛƴƎ ƻǊ ǿƘŜƴ ƛǘΩǎ ƎƻƛƴƎ ƛƴǘƻ ǎƻƳŜ ƪƛƴŘ ƻŦ 

crescendoΧ, and yoǳ ǿŀƴǘ ǘƘŜ ŘŀƴŎŜ ǘƻ ƳƛǊǊƻǊ ǘƘŀǘέΣ ǎŀȅǎ tƛŜƴŀŀǊ. 

 

Courchay says that having a demo or scratch version of the music beforehand made things easier 

because knowing the tempo helped define the process. It also helps the animator to have a clearer 

picture of what the final scene would look like, instead of hoping that the composer will write music 

afterwards that will fit the overall feeling and movements of the character (Courchay). 

 

The animators then had to decide on a style of dance and find real-world human dancer references. 

Some animators even danced out the scene themselves. Lowry confirms reference is essential and 

Snaddon adds that every dance has its own specific character and to make tƘŜ ŎƘŀǊŀŎǘŜǊΩǎ ƳƻǾŜƳŜƴǘǎ 

believable to the audience, requires a great deal of research. Reference for dance scenes is especially 

important if the animator has no dancing background or knowledge (Lombard).  

 

Animator Samantha Cutler is a professionally trained dancer. So, instead of finding reference footage, 

she choreographed the dance herself, recorded it and then copied ƛǘ άǘƘǊƻǳƎƘ ǘƘŜ ƭŜƴǎ ƻŦ ǘƘŜ 

ŎƘŀǊŀŎǘŜǊέ, explains Croudace. Cutler adds that she filmed herself dancing to the scratch track from 

various angles. Even though Cutler had the pre-recorded music for animating KhumbaΩǎ ŘŀƴŎŜ ǎŎŜƴŜǎΣ 

she says ǘƘŀǘ άȅƻǳ Ƨǳǎǘ ǎǘƛŎƪ ǘƻ ǘƘŜ scratch ǘǊŀŎƪ ŀƴŘ ƘƻǇŜ ǘƘŀǘ ǘƘŜȅ ŘƻƴΩǘ ƳŀƪŜ ǘƘŜ ǎƻǳƴŘ ǘƻƻ ŘƛŦŦŜǊŜƴǘ 

ǿƘŜƴ ƛǘΩǎ ŘƻƴŜέΣ ŜƳǇƘŀǎƛǎƛƴƎ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ Ŧƛƴŀƭ ǇǊŜ-recorded music and involving the animator 

in the post-production process (Cutler).  
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Next, the animators identified the key poses or major extremities of each motion. Some animators 

drew out these poses and others selected the main poses and blocked them out in the scene28. Once 

she has her reference footage, Cutler notes: 

 

I would normally go through it to choose the main poses and then I take screen grabs of them. 

I always write down what frame number the jpegs are on and then I copy those poses with 

my charaŎǘŜǊ ŀƴŘ L ǘǊȅ ǘƻ Χ ŜȄŀƎƎŜǊŀǘŜ ώǘƘŜƳϐ ŀǎ ƳǳŎƘ ŀǎ L Ŏŀƴ. BŜŎŀǳǎŜ LΩǾŜ ŀƭǊŜŀŘȅ Ǝƻǘ ǘƘŜ 

frame numbers of each pose, ƛǘΩǎ Ŝŀǎȅ ǘƻ ǘƛƳŜ... (Cutler) 

 

Finally, animating the musical scenes commenced. There are many different methods of animating, 

says Lombard. The two most prominent methods are straight-ahead29 and pose-to-pose30 (Webster 

24). According to Lowry, the straight-ahead method is difficult to use when animating a dance 

sequence. The pose-to-pose method provides more structure, but some animators find that they have 

more freedom with the straight-ahead method, he adds. 

 

The animation was then passed between the lead animator, animation director and director in a back 

and forth manner until scenes were approved (Courchay).    

 

It is clear from this account that Khumba animators developed and used their own methods for 

animating musical scenes. Furthermore, none of the animators used a bar sheet which confirms my 

belief that contemporary animators do not use a universally recognised method to animate musical 

scenes. 

 

3.4 tŜǊŦƻǊƳŀƴŎŜǎ ΨiƴΩ animation: KhumbaΩǎ ƳǳǎƛŎŀƭ ǎŎŜƴŜ  

 

In this section, the musical scenes in Khumba will be identified and an analysis of one of the scenes, 

ƛΦŜΦ .ǊŀŘƭŜȅΩǎ ά{ǿŀƴ [ŀƪŜέ ǎŎŜƴŜΣ ǿƛƭƭ ōŜ ǇǊŜǎŜƴǘŜŘΦ This scene was chosen as it is the most appropriate 

scene for illustrating the proposed notation in the next chapter.31 The analysis was done by watching 

the musical scene in the film and noting the animation visually in combination with the audio. 

 

                                                           
28 This process is no different from animating any action and is not only applicable to dance ς the standard 
pose-to-pose approach. 
29 Straight-ahead is the process of animating in a chronological order; one frame after the other (Webster 24). 
30 Pose-to-pose is the process when the animator creates the important poses first and subsequently creates 
the frames in-between these moments (Webster 25). 
31 Unlike the other scenes, the music notation for this scene was accessible to the researcher. 
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3.4.1 Musical scenes in Khumba 

 

Khumba has six musical scenes which either contain some sort of dance or rhythmic movement or 

singing (refer to figure 22). Although some of these scenes are very short they can still be classified as 

musical scenes. 

 

Scene 1: Tombi Wins the Race 

(00:07:10-00:07:22) 

 

Scene 2: Zebra Cheerleaders  

(00:08:48-00:08:57) 

 
 

Scene 3: άhǎǘǊŀŎƛȊŜŘέ ŀǎ ǇŜǊŦƻǊƳŜŘ ōȅ .ǊŀŘƭŜȅ  

(00:27:54-00:28:48) 

 

Scene 4: .ǊŀŘƭŜȅΩǎ ά{ǿŀƴ [ŀƪŜέ .ŀƭƭŜǘ  

(00:43:25-00:43:45) 

 
 

Scene 5: The Rock Dassie Dance  

(00:48:37-00:49:25)  

 

Scene 6: Bradley Feels the Beat  

(00:49:37-00:49:42) 

 
 

Figure 22: The six musical scenes in Khumba. Screenshots by Author. Khumba. Directed by Anthony 

Silverston, Triggerfish Animation Studios, 2013. DVD. 

 

All six these scenes can be viewed on the accompanying CD (refer to Video Clip 1). A detailed analysis 

ƻŦ ƻƴŜ ƻŦ ǘƘŜǎŜ ǎŎŜƴŜǎΣ ƛΦŜΦ .ǊŀŘƭŜȅΩǎ ά{ǿŀƴ [ŀƪŜέ ǎŎŜƴŜΣ ƛǎ ǇǊŜǎŜƴǘŜŘ ƴŜȄǘΦ 
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3.4.2 !ƴŀƭȅǎƛǎ ƻŦ .ǊŀŘƭŜȅΩǎ ά{ǿŀƴ [ŀƪŜέ ǎŎŜƴŜ 

 

Lƴ .ǊŀŘƭŜȅΩǎ ά{ǿŀƴ [ŀƪŜέ ǎŎŜƴŜ Bradley, Mama V and Khumba find a striking waterhole after crossing 

the fence and meet some endangered animal species. When the tourists come to look at them, 

Bradley wants to catch the spotlight and accidentally gets shot by a tranquiliser dart on his head. He 

immediately drifts away to a dream world in which he is the star (refer to figure 23). 

 

 

Figure 23: Bradley gets shot and enters a dreamlike state where he believes he is the star of the 

show. Screenshot by Author. Khumba. Directed by Anthony Silverston, Triggerfish Animation 

Studios, 2013. DVD. 

 

BradleȅΩǎ ƳƻǾŜƳŜƴǘǎ ŀǊŜ ǎȅƴŎƘǊƻƴƛǎŜŘ ǘƻ ǘƘŜ ƳǳǎƛŎ ǿƘƛŎƘ ōŜŎƻƳŜǎ ǇŀǊǘ ƻŦ ǘƘŜ ǇŜǊŦƻǊƳŀƴŎŜΦ Lƴ ǘƘƛǎ 

performance both the ostrich (and his skilled movement) and the animator who manipulated the 

movement to fit the music, is captured. The ostrich inhabits a distinct character through the 

movements. A flair for the dramatic, eccentricity and sensitivity can be sensed and is reflected in his 

performance.  
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{ŀƳŀƴǘƘŀ /ǳǘƭŜǊΣ ǿƘƻ ǿŀǎ ǊŜǎǇƻƴǎƛōƭŜ ŦƻǊ ŀƴƛƳŀǘƛƴƎ ǘƘŜ ά{ǿŀƴ [ŀƪŜέ ǎŎŜƴŜΣ ƳŜƴǘƛƻƴŜŘ ǘƘŀǘ ǘƘŜ 

ǎŎŜƴŜ ǿŀǎƴΩǘ ǎǳǇǇƻǎŜŘ to be in the film.32 It was an idea that she and a colleague proposed which the 

director loved and decided to add to the film. 

 

The scene changes to a cave like environment with sunlight creating a spot light effect on Bradley 

(refer to figure 24). He elegantly does ōŀƭƭŜǘ ǘƻ ¢ŎƘŀƛƪƻǾǎƪȅΩǎ ά{ǿŀƴ [ŀƪŜέ Op.20 ς Act II. Dance of the 

Swans.  

 

 

Figure 24Υ Lƴ ǘƘŜ ŎŀǾŜ ǿƛǘƘ ǘƘŜ ΨǎǇƻǘƭƛƎƘǘΩ ς Bradley gracefully starts doing ballet to ¢ŎƘŀƛƪƻǾǎƪȅΩǎ 

ά{ǿŀƴ [ŀƪŜέ. Screenshot by Author. Khumba. Directed by Anthony Silverston, Triggerfish Animation 

Studios, 2013. DVD. 

 

This whole scene contrasts ǘƻ .ǊŀŘƭŜȅΩǎ ǳǎǳŀƭ ǿƻƴƪȅ-clumsy personality and adds to the dreamlike 

feeling (refer to figure 25). Again, the environment is used as a stage.  

 

                                                           
32 Please note that the interview with Cutler was done a few years after the film was made therefore it was 
difficult for her to remember all the details. 
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Figure 25: Bradley does a demi-plié from side to side. Screenshot by Author. Khumba. Directed by 

Anthony Silverston, Triggerfish Animation Studios, 2013. DVD. 

 

hƴƭȅ ǘƘŜ ǎǘŀǊǘ ƻŦ ǘƘŜ ά{ǿŀƴ [ŀƪŜέ ƳŜƭƻŘȅ ƛǎ ǳǎŜŘ ǿƛǘƘ ǘƘŜ ƻōƻŜ playing the melody and the string 

section playing the trembling harmony. The scene ends with Bradley holding an elegant pose while he 

imagines himself famous and cameras flashing all around him (refer to figure 26). 
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Figure 26Υ .ǊŀŘƭŜȅΩǎ ŦƛƴƛǎƘƛƴƎ ǇƻǎŜ ŀǎ ǘƘŜ ŎŀƳŜǊŀǎ ŦƭŀǎƘΦ {ŎǊŜŜƴǎƘƻǘ ōȅ !ǳǘƘƻǊΦ Khumba. Directed by 

Anthony Silverston, Triggerfish Animation Studios, 2013. DVD. 

 

.ǊŀŘƭŜȅΩǎ ά{ǿŀƴ [ŀƪŜέ ōŀƭƭŜǘ ǎŎŜƴŜ ƛǎ ŀƴŀƭȅǎŜŘ ǳǎƛƴƎ ŀǎ a ƎǳƛŘŜƭƛƴŜ /ƻȅƭŜ ŀƴŘ tŜǘŜǊ aƻǊǊƛǎΩǎ ƳŜǘƘƻŘ 

when they analysed the musical scenes in Wallis and Gromit (2005). Coyle and Peter Morris detect 

and describe musical concepts such as melody, timbre, notation, and harmony which complemented 

the actions that occurred at specific times on the screen (Coyle 191-208).  

 

In this analysis the physical movements of the character in the scene are assessed, while at the same 

time the movement of the music is considered. Various inconsistencies are visible between the 

showreel segment and the final scene in the film, which may indicate that what the animator intended 

and how the scene was composited were not the same. This analysis compares BradleyΩǎ ά{ǿŀƴ [ŀƪŜέ 

scene as intended by animator Samantha Cutler in her showreel with the same scene in the film. 

 

To compare and analyse the scene, the timing on the compiled video clip is used (refer to Video Clip 

2 on accompanying CDύΦ ¢ƘŜ ƻǊƛƎƛƴŀƭ ǳƴǊŜƴŘŜǊŜŘ ǎŎŜƴŜ ǘŀƪŜƴ ŦǊƻƳ /ǳƭǘŜǊΩǎ ǎƘƻǿǊŜŜƭ is shown in the 

figures below on the left side and is referred to as Scene A, and the same scene in the film can be seen 

on the right side in the figures and referred to as Scene B.  

 

For animating this scene, Cutler received a 15-second scratch track of the music. More specifically, it 

was the pre-existing recording from the conductor Riccardo Muti and the Philadelphia Orchestra 

recorded in 1984. It is a completely different recording to the final soundtrack in the film. The harp 

triplets were omitted in the final soundtrack, and it is in A-minor rather than the original B-minor 
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heard on the scratch track. The tempo of the soundtrack was around 78 BPM and felt much steadier 

than ǘƘŜ ǎŎǊŀǘŎƘ ǘǊŀŎƪ ǿƘƛŎƘ ŘƻŜǎƴΩǘ ŀŘƘŜǊŜ ǘƻ ŀ ǎǘǊƛŎǘ ǇǳƭǎŜΦ  

 

 

Figure 27: Bradley entering screen left in both Scene A (left in figure) and Scene B (right in figure). 

Screenshots compiled by Author. 

 

The .ǊŀŘƭŜȅ ά{ǿŀƴ [ŀƪŜέ scene starts with Bradley entering from screen left on point in a bourreé to 

the violin tremolo (see figure 27).33 The viewer initially only sees his feet and it is only when the oboe 

starts with the melody that .ǊŀŘƭŜȅΩǎ Ŧǳƭƭ ŦƛƎǳǊŜ is in frame. The timing of the scene is off in Scene B as 

Bradley enters later than what seems to have been intended. Both scenes fade at the same time to 

reveal BradleyΩǎ Ŧǳƭƭ ŦƛƎǳǊŜ in the centre of the frame flapping his wings. As soon as the oboe starts 

playing the melody at 00:00:03:10, Bradley flips his head up to the first beat as if to show that the 

performance is now starting. This happens simultaneously in Scene A and B (see figure 28). At this 

stage, .ǊŀŘƭŜȅΩǎ movements in both scenes ς lifting his head and flapping his wings ςare still 

synchronised to the beat of the music. 

 

 

Figure 28: Bradley flips his head up in both Scene A and B. Screenshots compiled by Author. 

 

Bradley then continues by doing a demi-plié to screen left to the strong beat of the music. He continues 

to do a demi-plié to screen right on the third beat, but this time ƘŜ ŘƻŜǎƴΩǘ Ǝƻ Řƻǿƴ ŀǎ ƭƻǿ ŀǎ with the 

first demi-plié. 

 

                                                           
33 Please note that the researcher has a limited knowledge of ballet and ballet terms. 
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Figure 29: Bradley does a demi-plié to screen left then to screen right in both Scene A and B. 

Screenshots compiled by Author. 

 

It is at 00:00:08:02 where Scene B (the scene as seen in the film) differs to Scene A (how Cutler 

intended the scene). Scene B, instead of fading to the next section where Bradley enters screen right  

as in Scene A, fades later and Bradley only enters when he is already supposed to be in an arabesque 

pose at 00:00:08:20 (see figure 30, Scene A). At 00:00:08:02 Bradley was supposed to prepare to go 

into the pose on the first beat, but it is clear from Scene B in figure 29 that he is still recovering from 

the demi-plié. 

 

 

Figure 30: Bradley in arabesque pose in Scene A and Bradley entering screen right in Scene B. 

Screenshots compiled by Author. 

 

The pose (see figure 30, Scene A) is held for the full note value. As the music changes to the next note, 

Bradley goes out of this pose putting his legs together in preparation of the soutenu turn (see figure 

31, Scene A). 
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At 00:00:06:11, 00:00:08:02 and 00:00:09:20 sequential notes in the music repeat three times. It is 

ŎƭŜŀǊ ŦǊƻƳ {ŎŜƴŜ ! ǘƘŀǘ ǘƘŜ ŀƴƛƳŀǘƻǊ ƛƴǘŜƴŘŜŘ .ǊŀŘƭŜȅΩǎ ƳƻǾŜƳŜƴǘǎ ǘƻ ōŜ ƛƴ ǎȅƴŎ with each of these 

sequences. On the first sequence Bradley does a demi-plié to the left, on the next sequence he does a 

demi-plié to the right but at the same time goes into the arabesque pose. On the third sequence 

Bradley does his soutenu turn. BradleyΩǎ movements therefore build up as the music builds up. 

 

 

Figure 31: Bradley with toes together in Scene A, and Bradley only now in arabesque pose in Scene 

B. Screenshots compiled by Author. 

 

The soutenu turn starts at 00:00:09:20 with Bradley on his toes (see Scene A in figure 31). At this time 

Bradley in Scene B is only at the arabesque pose. The whole Scene B is therefore out of sync. 

 

 

Figure 32: Bradley in a lower position in Scene A, and Bradley still on his way into the turn in Scene B. 

Screenshots compiled by Author. 

 

At 00:00:10:20 (see figure 32) Bradley is preparing for the final move. Every time the oboe plays the 

shorter lower note, .ǊŀŘƭŜȅΩǎ movements go down and go up again when the higher notes are played.  

 

The music slows down from 00:00:ммΥмр ŀǎ ƛǘ ƴŜŀǊ ǘƘŜ ŜƴŘ ƻŦ ǘƘŜ ǎŎŜƴŜΦ .ǊŀŘƭŜȅΩǎ ƳƻǾŜƳŜƴǘǎ ƛƴ {ŎŜƴŜ 

A at 00:00:11:15 to 00:00:12:15 (see figure 33, Scene A) is perfectly in sync with the music. In this part 

of the music five quarter notes follow each other and build up towards the end note. Each pose fits 

exactly to the accompanying note. In Scene B, however, Bradley is still preparing for this move and 

only starts it at 00:00:12:15 and is out of sync with the music (see figure 33, Scene B). 
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Figure 33: Bradley with arms in fifth position going into encarte end pose in Scene A,  

while Bradley is still busy with soutenu turn in Scene B. Screenshots compiled by Author. 

 

.ǊŀŘƭŜȅΩǎ Ŧƛƴŀƭ encarte pose is reached in Scene A at 00:00:12:22 (see figure 34, Scene A) and ends 

perfectly with the laǎǘ ƴƻǘŜ ƻŦ ǘƘŜ ƳǳǎƛŎΦ !ƎŀƛƴΣ ƛƴ {ŎŜƴŜ .Σ .ǊŀŘƭŜȅΩǎ ƳƻǾŜƳŜƴǘǎ ŀǊŜ ƻǳǘ ƻŦ ǎȅƴŎ ŀǎ ƛǘ 

is a few beats behind his movements in Scene A. In the latter scene, Bradley is still on his way into the 

final pose while the music has already ended (see figure 34, Scene B). 
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Figure 34: The final pose in Scene A, Scene B still going into the final pose.  

Screenshots compiled by Author. 

 

.ǊŀŘƭŜȅΩǎ ōŀƭƭŜǘ scene, according to lead animator Lowry, was: 

 

Χ ƻƴŜ ƻŦ ǘƘŜ Ƴƻǎǘ ŦƭǳŜƴǘ ǇƛŜŎŜǎ ƻŦ ŀƴƛƳŀǘƛƻƴΦ !ƴŘ ǘƘŀǘΣ L ǘƘƛƴƪ ȅƻǳ Ŏŀƴ attest to the fact that 

Sam is a very good ballet dancer. She knew exactly what she was doing, regarding the moves 

ǘƘŜƳǎŜƭǾŜǎ ŀƴŘ ǎƘŜΩǎ ŀ ǾŜǊȅ ƎƻƻŘ ŀƴƛƳŀǘƻǊΦ !ƴŘ ǎƘŜΩǎ ǇŀǎǎƛƻƴŀǘŜ ŀōƻǳǘ ŘŀƴŎŜ ŀƴŘ ƳǳǎƛŎΦ {ƻ 

that really came through very well. (Lowry) 

 

Fortunately for Triggerfish, Cutler has a ballet background and consequently also possesses some 

musical knowledge. If the scene had to be animated by someone else, the scene (as Cutler admitted 

herself) would not have been as true to the ά{ǿŀƴ [ŀƪŜέ ballet, but merely an interpretation of what 

a ballet is.  

 

One of the major challenges with this scene, ǿŀǎ ǘƘŀǘ .ǊŀŘƭŜȅΩǎ legs bent the wrong way (an ostrich 

legs bend differently to that of human legs). Cutler had to choose certain steps and poses that 

represent ǘƘŜ ά{ǿŀƴ [ŀƪŜέ ōŀƭƭŜǘ which consist of more straight leg movements. Another challenge, 

according to Cutler, ǿŀǎ άŦƻǊŎƛƴƎ ǘƘŜ ǊƛƎ ǘƻ Řƻ ǿƘŀǘ ȅƻǳ ǿŀƴǘέ ǿƘƛŎƘ ŀǘ ǎƻƳŜ Ǉƻƛƴǘs resulted in 

breaking the rig. 

 

As can be seen from the analysis above, ǘƘŜ .ǊŀŘƭŜȅ ά{ǿŀƴ [ŀƪŜέ ǎŎŜƴŜ during post-production was 

incorrectly assembled which resulted in half of the scene being off-beat. Not only did the editor not 

Ŧƻƭƭƻǿ ǘƘŜ ŀƴƛƳŀǘƻǊΩǎ ƛƴǘŜƴǘƛƻƴǎΣ ōǳǘ ŀ ŎƻƳǇƭŜǘŜƭȅ ŘƛŦŦŜǊŜƴǘ ǊŜŎƻǊŘƛƴƎ ƻŦ ǘƘŜ ƳǳǎƛŎ ǿŀǎ ǳǎŜŘΣ ŦŀǊ ƳƻǊŜ 

simplified than the original music animated to. Furthermore, a different tempo was used in the final 

mix ς this clearly caused major problems for synchronisation and shows the various teams involved in 

the production were not communicating well to achieve a good musical performance. This could have 

been avoided if there was a closer collaboration between the animator and the editor which could 

ƘŀǾŜ ǊŜǎǳƭǘŜŘ ƛƴ ŀ ōŜǘǘŜǊ ǊŜǎǳƭǘ ƛƴ ƭƛƴŜ ǿƛǘƘ tƻǿŜƭƭΩǎ ŎƛƴŜƳŀǘƛŎ ƛŘŜŀƭ ƻŦ ŀ ŎƻƳǇƻǎŜŘ ŦƛƭƳΦ 
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Using classical music recorded without a click, as in this situation, made it additionally difficult for the 

animator. Even if she had access to the score, it would not have given her accurate tempo information. 

The same applies for if the director had kept the Muti recording in the final soundtrack as it does not 

adhere to a strict pulse ς it wavers around 77, 78 BPM with each bar slightly different. 

 

Although Cutler did not know about my proposed notation ǘƻ ŀƴƛƳŀǘŜ .ǊŀŘƭŜȅΩǎ ά{ǿŀƴ [ŀƪŜέ ǎŎŜƴŜΣ 

the fact that Cutler possesses musical competencies enabling her to synchronise the performance in 

the scene to the pre-recorded music (as can be seen from her showreel version of the scene), supports 

the first part of my argument. This is that character animators can in general benefit from having 

musical competencies. In addition, Cutler during the interview agreed that the proposed notation (the 

second part of my argument) would have helped her during planning in the pre-production phase. She 

also agreed that it would not have been possible to create such a successful performance if she did 

not have the pre-recorded music with the tempo, instrumentation, and ǘƘŜ ά{ǿŀƴ [ŀƪŜέ melody. 

 

3.5 Conclusion 

 

In this chapter, analyseǎ ƻŦ ǘƘŜ ǇŜǊŦƻǊƳŀƴŎŜ ΨƛƴΩ ŀƴŘ ΨƻŦΩ ŀƴƛƳŀǘƛƻƴ ǿere presented by focusing on 

KhumbaΩǎ process of animating musical scenes and one of its musical scenes όƛΦŜΦ .ǊŀŘƭŜȅΩǎ ά{ǿŀƴ 

[ŀƪŜέ ǎŎŜƴŜύ. The analyses were informed by interviews conducted with the director, some of the lead 

animators, and other animators who worked on the film. 

 

The analysis of KhumbaΩǎ animation process found that Khumba animators developed and used their 

own methods for animating musical scenes. The analysis also revealed that none of these animators 

knew of or had ever used a bar sheet. This strengthens the suspicion that there is no universally agreed 

approach for notation to use when animating musical scenes. The use of such a notation would require 

greater collaboration between composer, animation director and leads, and choreographer during 

pre-production. 

 

The central finding ŦǊƻƳ ŀƴŀƭȅǎƛƴƎ .ǊŀŘƭŜȅΩǎ ά{ǿŀƴ [ŀƪŜέ ǎŎŜƴŜ ǿŀǎ ǘƘŀǘ ƘŀǾƛƴƎ ƳǳǎƛŎŀƭ ŎƻƳǇŜǘŜƴŎƛŜǎ 

helped the animator to animate the movements of the ostrich in this scene to fit the music, but that 

the final movements in the film are out of sync with the music. This indicates a lack of cooperation 

between the animator and the post-production team όtƻǿŜƭƭΩǎ ōǊƻŀŘŜǊ ƛŘŜŀƭύ resulting in Khumba not 

achieving tƻǿŜƭƭΩǎ cinematic ƛŘŜŀƭ ƻŦ ŀ ΨŎƻƳǇƻǎŜŘΩ Ŧƛlm. 
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In the next chapter the interviews of the Khumba character animators on how they use musical 

knowledge and skills to perform the part will be analysed, and the musical competencies that would 

have benefited them will be explored in greater detail. A method will also be proposed and illustrated 

of how KhumbaΩs character animators could have used musical competencies to manipulate 

performances to fit the pre-recorded music in KhumbaΩǎ ά{ǿŀƴ [ŀƪŜέ scene.    
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Chapter 4: 

Proposition for How KhumbaΩǎ Character Animators Could Have 

Benefited from Musical Competencies 

 

4.1 Introduction 

 

aŀƪƛƴƎ ŎƘŀǊŀŎǘŜǊǎ ΨŎƻƳŜ ŀƭƛǾŜΩ ǘƻ ǘƘŜ ōŜŀǘ ƻŦ ƳǳǎƛŎ ƛǎ ŎŜƴǘǊŀƭ ǘƻ ǎǳŎŎŜǎǎŦǳƭƭȅ ŀƴƛƳŀǘing musical scenes 

(Furniss, ά!Ǌǘ ƛƴ aƻǘƛƻƴέ улύΦ !ǎ ŘƛǎŎǳǎǎŜŘΣ ǘƘƛǎ ΨŎƻƳƛƴƎ ŀƭƛǾŜΩ ǎƘƻǳƭŘ ƴƻǘ ōŜ ŎƻƴŦǳǎŜŘ ǿƛǘƘ ƳŀƪƛƴƎ ǘƘŜ 

movements of a character seem realistic. The animator rather wants to achieve plausibility or 

believability so that the audience willingly suspends their disbelief or concerns for the technical and 

remains interested in the story (Beauchamp, ά5ŜǎƛƎƴƛƴƎ {ƻǳƴŘ мst 9Řέ 21). This is, as Subotnick 

explains, part of the attraction of animated film because of an awareness of the illusion that has been 

created (3). To bring a character to life within a musical sceneΣ ǘƘŜ ŀƴƛƳŀǘƻǊ ǎƘƻǳƭŘƴΩǘ ƳŜǊŜƭȅ put his 

character through motions, but finds hƛƳǎŜƭŦ άōŜƛƴƎ ǘƘŜǊŜέΣ ƛΦŜΦ ƭƛǾƛƴƎ ƛƴǎƛŘŜ ǘƘŜ ŎƘŀǊŀŎǘŜǊ (Thomas 

and Johnston 146). This corresponds with ²ŜƭƭǎΩs notion of the animator becoming a performer (an 

actor) through the creation of the character and who uses their own knowledge of performance to 

perform the part όά¦ƴŘŜǊǎǘŀƴŘƛƴƎ !ƴƛƳŀǘƛƻƴέ 107). In a similar fashion it can be said that animators, 

ǘƻ ǳǎŜ {ƳŀƭƭΩǎ ǘŜǊƳΣ are in ŜŦŦŜŎǘ ΨƳǳǎƛŎƪƛƴƎΩ ǿƘŜƴ ŀƴƛƳŀǘƛƴƎ ŀ musical performance (9). When 

ΨƳǳǎƛŎƪƛƴƎΩΣ ǎǇŜŎƛŦƛŎŀƭƭȅ ǘƻ ǇǊŜ-recorded music, character animators create visual actions according to 

a pattern set by the music with the timing of the movements coinciding with the timing of the music 

and so that the movement and the music both begin and end at the same point and reach their climax 

together.  

 

Animating performances to music is a complex art (Musburger and Kindem 161) that can only deliver 

the desired results if the animator takes responsibility for the vision and controls the whole medium 

ς how sound is integrated with the image (Halas and Manvell 81). This, of course, takes place within 

ǘƘŜ ōƛƎƎŜǊ ǇǊƻŎŜǎǎ ƻŦ ƳŀƪƛƴƎ ŀƴ ŀƴƛƳŀǘŜŘ ŦŜŀǘǳǊŜ ŀƴŘ ƛŘŜŀƭƭȅ ŀŎŎƻǊŘƛƴƎ ǘƻ tƻǿŜƭƭΩǎ ŎƛƴŜƳŀǘƛŎ ƛŘŜŀƭ 

(the composed film). In seeking a more coherent approach ŦƻǊ ƳǳǎƛŎŀƭ ǎŎŜƴŜǎΣ tƻǿŜƭƭΩǎ ōǊƻŀŘŜǊ ƛŘŜŀƭ 

can also apply (MoorΣ άDƻǘƘƛŎ wƛƻǘǎέ мύΦ Towards this ideal an approach for notation in animating to 

music that will facilitate the integration of all key aspects is needed. However, this is dependent on a 

universally agreed notation that uses musical information as cues to animate motion, which, as 

highlighted before, seems not to exist. As suggested earlier, the absence of such a notation can 

perhaps be due to animators understanding and knowing about animation, but not enough of music. 
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Evidence shows that the earlier animators did indeed benefit from having a basic knowledge of music, 

especially rhythm and tempo. Even though not all animators will necessarily animate musical scenes, 

it may be surprising that, except for three, most of animators interviewed for this study have 

experience of animating musical scenes. In this chapter, an approach for notation which requires 

musical competencies will be proposed for synchronising performances to pre-recorded music.  

 

The notation proposed will be illustrated using one of KhumbaΩǎ ƳǳǎƛŎŀƭ ǎŎŜƴŜǎΣ ƛΦŜΦ .ǊŀŘƭŜȅΩǎ ά{ǿŀƴ 

[ŀƪŜέ Ballet scene. This scene was chosen because it is the only musical scene in the film in which the 

final pre-recorded track and sheet music was available for KhumbaΩǎ character animators to use. The 

illustration aims to show how KhumbaΩǎ character animators could have used the proposed notation 

to synchronise performances to pre-recorded music. It is however only possible for them to use this 

notation if they have the musical competencies proposed in Chapter 2.  

 

Taking a step back it is first necessary to know how Khumba character animators are currently 

becoming performers through the creation of a character, and to establish what musical knowledge 

and skills they have and how they use it to perform the part. 

 

4.2 Becoming the character: musical knowledge and skills of KhumbaΩǎ animators and how they 

use it to perform the part 

 

Being involved with an eclectic art, animators, as mentioned before, contribute different skills and 

experiences which all expands the technical possibilities of animation (Subotnick 5). All the Khumba 

animators interviewed possess some form of skill other than animating whether it is acting, dancing, 

or practicing martial arts such as jujitsu. Activities in which bodily movement and an understanding of 

weight and gravity is involved, as well as activities involving music, seem particularly popular with 

animators.  

 

Most of the Khumba animators have a musical background or play a musical instrument but their 

knowledge of musical theory is limited. Courchay, for example, plays drums and used to play 

saxophone, but does not remember much musical theory. Lowry was in a band where he played guitar 

and sang but confesses that he cannot read sheet music. Snaddon plays guitar and a bit of piano, and 

like Lowry, says that despite taking piano lessons for a long time, he cannot read sheet music properly. 

Cutler obtained her musical knowledge mostly through dancing. She has been dancing since a young 

age and went to the National School of Arts where she had Dance History and Music as subjects. The 
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Khumba ŀƴƛƳŀǘƻǊǎΩ ŎƻƳƳŜƴǘǎ ŀōƻǾŜΣ correspond with the finding in Chapter 2 that many 

contemporary animators also have a musical background and an interest in music. 

 

Although all of the animators expressed a love for music, they do not all believe that they have an 

innate musical talent. Croudace says that he loves music, and even though his musical knowledge is 

ƭƛƳƛǘŜŘΣ ƘŜ Ŏŀƴ Ǉƭŀȅ ŀ ǎƻƴƎ ōȅ ŜŀǊΦ άL ƭƛƪŜ ƳǳǎƛŎ ƻōǾƛƻǳǎƭȅΣ ǿƘƻ ŘƻŜǎƴΩǘΚ Χ ōǳǘ ƛƴ ǘŜǊƳǎ ƻŦ ǎǇŜŎific 

ƳǳǎƛŎŀƭ ǘŀƭŜƴǘΚ bƻ ΦΦΦ L ŘƻƴΩǘ ǘƘƛƴƪ ƛǘΩǎ ǘƘŜǊŜέΣ ǎŀȅǎ /ƻǳǊŎƘŀȅΦ I find it strange that the animators believe 

that they do not have innate musical talents because most of them are self-taught musicians, such as 

Lowry, who mostly learned his skills through the Internet.  

 

Most animators initially said that they do not understand basic musical concepts and how these 

concepts relate to animation, however, after being given some examples of musical terms in 

animation such as timing, tempo, phrasing, rhythm and beats, all the animators could recognise that 

they do know the musical concepts that are similar in animation. Lombard agrees that animators use 

musical terms in animation and adds that the concept of ΨphrasingΩ ƛǎ ƻƴŜ ƻŦ ǘƘŜ ƛƳǇƻǊǘŀƴǘ ŎƻƴŎŜǇǘǎ 

to know when animating a musical scene. The notion that musical concepts are similar to concepts in 

animation, is also emphasised by Baena when he noted that musical terms have animation equivalents 

(refer to Chapter 2).  

 

Interestingly enough, despite being sceptical initially, most Khumba animators after explaining how 

they use their musical knowledge and/or skills when animating a character, agreed that they do 

subconsciously use these skills when animating. Courchay says that he uses his musical knowledge 

subconsciously and explains that his drumming experience may be helping him with timing in a scene. 

Cutler agrees that her knowledge of dance is of great help to her when animating a musical scene even 

ƛŦ ƛǘΩǎ ƳƻǊŜ ǎǳōŎƻƴǎŎƛƻǳǎƭȅΦ άL ƪƴƻǿ Ƙƻǿ ǘƻ ƪŜŜǇ ŀ ōŜŀǘ Χ essentially tempo and rhythm influence your 

musical ability but your animation ability as well. So hopefully subconsciously, having a bit of rhythm 

ƳȅǎŜƭŦ Ƙŀǎ ƘŜƭǇŜŘ Ƴȅ ŀƴƛƳŀǘƛƻƴέΣ ǎŀȅǎ [ƻǿǊȅΦ   

 

The animators support the view that having musical competencies can benefit them when animating 

musical scenes. Croudace agrees and explains that animators need to know about rhythm and tempo. 

He also notes that being able to identify the melody might help as it can clarify the mood and the 

feeling which will allow animators to animate their interpretation thereof. Knowing about time 

signatures and beats would help with seeing the bigger picture and animating accordingly, says 

Lombard.  
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Triggerfish intuitively made the correct decision when they allocated the musical scenes in Khumba. 

All of the Khumba animators have some form of musical knowledge and skills that had helped them 

to animate the musical scenes. However, they all use their musical knowledge and skills differently to 

perform the part. Most Khumba animators do use musical concepts when animating musical scenes, 

even if they are doing it subconsciously. In the next section a notation system for animating to music 

will be proposed which draws on the practices of earlier animators and combines it with contemporary 

practices and the technology that currently exists.  

 

4.3 ά5ƻƴΩǘ ǊŜƛƴǾŜƴǘ ǘƘŜ ǿƘŜŜƭΣ Ƨǳǎǘ ŀǘǘŀŎƘ ƛǘ ǘƻ ŀ ƴŜǿ ǿŀƎƻƴέΥ proposed notation for animating 

a musical scene 

 

From the predominantly American and Disney centric analysis presented in Chapter 1, it is known that 

cartoon studios notably Disney Studios were responsible for the introduction of sound into animation. 

In those early days, music was always composed after the cartoon was animated or the music was 

performed live while the cartoon was showƴΦ 5ƛǎƴŜȅΩǎ Steamboat Willie was seen as a breakthrough 

in animation with its synchronised soundtrack. Composers at that time, however, felt that music was 

merely treated as an add-on and pushed for animation to be created to the music instead of the other 

way around. This posed a major challenge for animators and there was initially no fixed method for 

animating to music until Wilfred Jackson offered the use of the metronome as a simple solution for 

both animator and composer.  

 

The metronome enabled the musician to identify the required beats and tempo and the animator 

could animate accordingly. This method forced a closer working relationship between the animation 

team and the composer and/or musicians and they often had to work together in one central place. 

They had to find a way to track changes to either the music or the animated actions and Jackson 

developed a single bar sheet for this purpose. The exposure sheet that they used before only included 

enough footage for three or four beats. The bar sheet, however, contained the whole song spread out 

on a horizontal sheet and contained all the information of the music and the actions with the essential 

purpose to be able to view everything together. The format of the bar sheet is similar to that of sheet 

music where each staff is separated into bars. A Disney animator during the Golden Age would receive 

a bar sheet, tape or record of the soundtrack, a copy of the final storyboards to see how ǘƘŜ ŀƴƛƳŀǘƻǊΩǎ 

scene fits into the whole sequence, and the layout showing the size of the characters, their suggested 

positions, and the extent of their movements ŘǳǊƛƴƎ ŀ ǎǇŜŎƛŀƭ ǎŜǎǎƛƻƴ ŎŀƭƭŜŘ ΨǘƘŜ ƘŀƴŘƻǳǘΩ ό¢ƘƻƳŀǎ 

and Johnston 81). 
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Figure 35 shows an example of a bar sheet used by Hanna-.ŀǊōŜǊŀΩǎ aDa for the cartoon Tee for Two 

(1945) indicating both the full sheet music and actions, as well as the sound and camera changes. As 

can be seen in this example the bar sheet is quite complex and can come across as messy.  

 

 

Figure 35:  A bar sheet from Hanna-.ŀǊōŜǊŀΩǎ aDa Ŏŀrtoon Tee for Two (1945). Digital Image. 

Cartoon, Comics and Model Sheets. ά¢ƛƳƛƴƎ !ƴƛƳŀǘƛƻƴ ǘƻ aǳǎƛŎΦέ Cartoons, Comics and Model 

Sheets, 31 Aug. 2006. Accessed 10 Aug. 2016. 

 

The next figure, figure 36, shows a more recent bar sheet developed by Amir Avni for The Barley Way 

(2009). In contrast to the previous bar sheet this one is simpler with fewer staves. It is also important 

to note that the music notation has fallen away although the music staff still remains on the bar sheet. 

Incorporated into this bar sheet is space for drawn or suggested key poses.  
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Figure 36: The Barley Way bar sheet used by Amir Avni in 2009. Digital Image. Avni, Amir. Musical 

Timing 1: Influence on The Barley Way. The Barley Way, 25 Sept. 2011. Accessed 10 Aug. 2016. 

 

The current bar sheet templates available on the Internet look similar in format, but music notation 

has now been omitted completely. This may be due to the fact that contemporary composers 

compose in digital audio workstations and music notation would only be produced at the very end of 

the process if needed for real musicians to perform from. As will be explained later, this study argues 

that the notated score would be helpful for animators to use when animating a musical scene. The 

bar sheet in figure 37 is an example of a current bar sheet template.  

 

 

Figure 37: A present-day bar sheet template. Digital Image. Cartoon, Comics and Model Sheets. ά.ŀǊ 

Sheet Template.έ /ŀǊǘƻƻƴǎ, Comics and Model Sheets, 26 Sept. 2006. Accessed 10 Aug. 2016. 
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The bar sheet without the musical notation that is currently in use, is not ideal for animators who want 

to animate to music as it is not possible to see the musical cues. In this instance, animators have to 

depend on the audio for analysing the piece of music by ear which can result in them missing 

important information they could have used for animating a more entertaining and believable scene 

such as the amount of beats a note represents and the mood terminology describing the feeling for 

the overall piece. This statement is supported by some of the animators interviewed such as Croudace 

who states that άI think where it will be effective might even be with people who are not that good at 

listening to music and who are more visual people.έ Lǘ ƛǎ ŜǾƛŘŜƴǘ ǘƘŀǘ ǘƘŜ ǳǎŜ ƻŦ ǘƘŜ ōŀǊ sheet is not 

common practice as none of the animators interviewed have ever used a bar sheet when animating. 

 

This research proposes that contemporary animators should not waste time and effort to re-create 

ways of doing things if these ways have proven to work well and that animators should adopt an 

approach for notation when animating musical scenes by using a newly devised bar sheet (described 

below), applying the proposed musical competency set (as presented in Chapter 2), and merging it 

with current practices and technology.  

 

The new bar sheet proposed entails the reintroduction of an adapted version of the original bar sheet, 

combined with the latest bar sheet where images of the actions, or screenshots of key poses from the 

reference can be inserted (refer to figure 38). This bar sheet should include only one staff of musical 

notation displaying the melody or leitmotif (theme), time signature, tempo information and all other 

important information of the pre-recorded music. Even though contemporary scoring practice puts 

far less emphasis on written notation, the pre-recorded music focused on in this study requires not 

only an audio file but also sheet music. In the interview with Cutler she stresses that a musical notation 

would be helpful and says that it would help identify the music better. 

 

 

 

 

 

 

 

 

 

 



Carelize Jacobs | 77 

 

 

Figure 38: Blank proposed bar sheet for animating a musical scene. Image by Author. 

 

It is proposed that animators animating a musical scene should during pre-production alongside the 

ŘƛǊŜŎǘƻǊΩǎ ƴƻǘŜǎΣ the previs or animatic, rigged characters, and scene layout, also receive the proposed 

new bar sheet, an audio click track (replacing the metronome used by earlier animators), and the pre-

recorded music audio (instead of a temp track).  

 

Having the visuals and having it together with the music on one page would according to Pienaar be 

ƎǊŜŀǘƭȅ ōŜƴŜŦƛŎƛŀƭ ǘƻ ŀƴƛƳŀǘƻǊǎ ŀƴŘ ƴƻǘŜǎ ǘƘŀǘ άƻŦǘŜƴ ǿŜΩǾŜ Ǝƻǘ ǘƻƻ Ƴŀƴȅ ƭƛǘǘƭŜ ōƛǘǎ ŀƴŘ ǇƛŜŎŜǎΦΦΦέ. She 

adds that for her the use of an audio click track is the most beneficial part of the proposed method as 

it will, among other things, allow for better communication between the animator and the director. 

 

An illustration of how this notation (i.e. the proposed new bar sheet) together with the proposed 

musical competencies can be used, and how it can be merged with current practices and technology, 

will be presented in the next section. 
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4.4 An illustration of how YƘǳƳōŀΩs character animators could have used the proposed 

notation  

 

The musical scene in Khumba where Bradley doŜǎ ōŀƭƭŜǘ ǘƻ ǘƘŜ ƳǳǎƛŎ ƻŦ ά{ǿŀƴ [ŀƪŜέ is used for 

illustrating the proposed approach for notation. As described earlier, Bradley, Mama V and Khumba 

in this scene find a waterhole where they meet some endangered animals. When the tourists come 

to look at them, Bradley accidentally gets shot in the head by a tranquiliser dart. He immediately drifts 

away to a dream world in which he is the star. Bradley in his dream state starts to do ballet to the 

ƳǳǎƛŎ ƻŦ ά{ǿŀƴ [ŀƪŜέ. 

 

¢ŎƘŀƛƪƻǾǎƪȅΩǎ Dance of the Swans, ά{ǿŀƴ [ŀƪŜέ Opus 20, Act 1, number 9, Finale was commissioned 

in 1875 by Vladimir Begichev for the Moscow Imperial Theatre for a ballet and was inspired by a 

German fairy tale. It took him almƻǎǘ ŀ ȅŜŀǊ ǘƻ ŦƛƴƛǎƘ ά{ǿŀƴ [ŀƪŜέ as the music was quite complex. It 

was the first ballet Tchaikovsky ever composed, and only really became popular after his death (Frey). 

 

ά{ǿŀƴ [ŀƪŜέ was composed for a symphony orchestra and the orchestration consists of 12 pages 

(three of these pages can be seen in figure 39).  

 

 

Figure 39Υ ! ŦŜǿ ǇŀƎŜǎ ƻŦ ƻǊŎƘŜǎǘǊŀǘƛƻƴ ƻŦ ¢ŎƘŀƛƪƻǾǎƪȅΩǎ 5ŀƴŎŜ ƻŦ ǘƘŜ {ǿŀƴǎΣ 

ά{ǿŀƴ [ŀƪŜέ Op. 20, Act 1, no. 9, Finale (1875). Compiled by Author. Tchaikovsky, Peter Ilyich. The 

Swan Lake Ballet. New York: Broude Brothers, 1875. Web. 30 Dec. 2016. 

 

Fortunately, the intention is not for the character animators to know how to read and interpret the 

ǿƘƻƭŜ ǇƛŜŎŜΦ άSwan Lakeέ, like all music, has a melodic theme that is prominent throughout the piece. 
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The animators only need to listen to recognise this melody or theme. In figure 40 the melody can be 

seen which is played by the oboe.  

 

 

Figure 40: ά{ǿŀƴ [ŀƪŜΩǎέ melody as written for the oboe. 8Notes. ά¢ŎƘŀƛƪƻǾǎƪȅ- Swan Lake Op.20 

Scene Finale sheet music for Oboe.έ 8Notes, N.d. Accessed: 16 Aug. 2016. 

 

The melody is displayed on the newly proposed bar sheet which is handed to the animators. Figure 41 

shows the empty bar sheet conǘŀƛƴƛƴƎ ǘƘŜ ά{ǿŀƴ [ŀƪŜέ melody used ƛƴ .ǊŀŘƭŜȅΩǎ ōŀƭƭŜt scene which 

the animators would receive and which they would have to complete before commencing with 

animation. (Please ƴƻǘŜ ǘƘŀǘ .ǊŀŘƭŜȅΩǎ ά{ǿŀƴ [ŀƪŜέ scene only consists of five bars. For demonstration 

purposes, more of the score has been added to more clearly show the application of the proposed 

musical competencies). 
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Figure 41: Empty bar sheet ŦƻǊ .ǊŀŘƭŜȅΩǎ ά{ǿŀƴ [ŀƪŜέ scene (with some added bars for  

demonstration purposes) to be completed by the character animators. Image by Author. 

 

Sheet music is not readily available for all music animators will be animating to, as composers of film 

music use different methods for composing music. Even if the sheet music does not exist, it is possible 

to convert an audio track to notation using software such as Notation Musician and Intelliscore 

Ensemble 8.1. Alternatively, the music staff on the bar sheet could be replaced with written 

information about the musical events (i.e. where melodies come in, where texture changes, loudness, 

softness and any other musical parameter). For the proposed method, however, it is assumed that the 

sheet music is available. 

 

It is proposed that the Khumba character animators could have followed certain steps after having 

received the empty bar sheet of BradlŜȅΩǎ ά{ǿŀƴ [ŀƪŜέ scene.  

 

4.4.1 Steps in using the proposed notation 

 

The process of using the proposed notation starts with performing some calculations and completing 

the top section of the bar sheet. The animator should then analyse the sheet music while listening to 

the audio track. This is followed by writing down the actions of the character(s) at specific bars. 

Thereafter the animator adds the visual drawings or screenshots of the character(s) key poses. In the 
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final stage the bar sheet can be digitised to allow the animator to follow the music visually and make 

changes to the bar sheet electronically. 

 

The apǇƭƛŎŀǘƛƻƴ ƻŦ ǘƘŜ ŦƛǾŜ ǎǘŜǇǎ ƻƴ .ǊŀŘƭŜȅΩǎ ά{ǿŀƴ [ŀƪŜέ ballet scene will be illustrated next. The 

musical competencies required to analyse the musical scenes will in each instance be indicated in 

brackets. 

 

Step 1: Do the required calculations and complete the section at the top of the bar sheet 

 

The first thing the animator should do is write down the basic information about the musical scene, 

for example, thŜ ǘƛǘƭŜ ά.ǊŀŘƭŜȅΩǎ {ǿŀƴ [ŀƪŜ .ŀƭƭŜǘέ όǊŜŦŜǊ ǘƻ Ŧigure 42). If not provided, the tempo of 

the music should now be ŎŀƭŎǳƭŀǘŜŘ ōȅ ƭƛǎǘŜƴƛƴƎ ǘƻ ǘƘŜ ά{ǿŀƴ [ŀƪŜέ music alongside the click track 

and identifying the main beats (Musical competency: identify the tempo). To calculate the beats per 

minute a watch can be used to count the number of beats in six seconds of music which is then 

multiplied by 10 to get the beats per minute. Alternatively, an App can be used. For this illustration it 

is presumed that a steady beat of 80 BPM is kept throughout the ά{ǿŀƴ [ŀƪŜέ music as a steady beat 

does not usually occur in classical music. 

 

  

Figure 42: Step one in using the pǊƻǇƻǎŜŘ ƴƻǘŀǘƛƻƴ ŦƻǊ .ǊŀŘƭŜȅΩǎ ά{ǿŀƴ [ŀƪŜέ scene, i.e. do the 

required calculations and complete the section at the top of the bar sheet. Image by Author. 
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By using the calculated BPM the animator can now determine how many frames there are per beat of 

music (Musical competency: calculate the rhythm) using the following formula:  

 

24 frames per second (fps) x 60 seconds = 1440 frames per minute (fpm) 

1440 fpm/80 BPM = 18 frames per beat 

 

To know the beats per bar one has to look at the time signature of the music. In this case the time 

signature is 4/4 (C) or four crochet beats in a bar (Musical competency: music notation relating to 

duration).  

 

It is also possible to calculate the total amount of frames for the scene (which can be added on the 

bar sheet) by multiplying the number of frames per beat by the total amount of beats in all the bars. 

CƻǊ ǘƘŜ ά{ǿŀƴ [ŀƪŜέ scene it is calculated as follows: 

 

Frames per beat x Total beats (i.e. Beats per bar x Total amount of bars) 

18 x (4 x 13) 

Total frames = 936 

 

It must be noted that musical performances may be on beat (synchronised) or off beat (syncopation) 

and that the proposed system of notation accommodates both these two kinds of performances. 

 

Step 2:  Analyse the sheet music while listening to the audio track 

 

The second step will be to analyse the ά{ǿŀƴ [ŀƪŜέ music aurally (by listening to the music), while at 

the same time looking for musical cues in the music notation on the bar sheet (refer to figure 43).  

 

The word describing the tempo for this piece is άAndanteέ which means that the music is performed 

moderately slowly (between 76 and 108 BPM) (Musical competency: terminology relating to tempo). 

The animator would thus not necessarily animate quick movements as it could seem out of place, but 

ǿƻǳƭŘ ǊŀǘƘŜǊ ŀƴƛƳŀǘŜ .ǊŀŘƭŜȅΩǎ ƳƻǾŜƳŜƴǘǎ ŀŎŎƻǊŘƛƴƎ ǘƻ ǘƘŜ ƛƴŘƛŎŀǘŜŘ ǘŜƳǇƻΦ34 

 

On the music notation line it is evident that the music is written in a treble (G)-clef which indicates 

that the pitch will be fairly high (Musical competency: musical notation of pitch). Recognising the 

                                                           
34 Note that terminology relating to tempo may not be as useful to an animator as a precise BMP or click track 
ς άŀƴŘŀƴǘŜέ ōŜƛƴƎ a vague descriptor of tempo which could refer to anything between 76 and 108 BPM ς the 
exact decision here would be up to the conductor who has the power to decide at exactly what pace to take 
the music ς and also where to slow down, speed up etc. 
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changes in pitch will assist the animator in knowing whether to animate Bradley performing light or 

heavier movements. Although some animators might be able to easily perceive the pitch, this is not 

always the case. The latter group will benefit from the visual representation of the contours of the 

music provided by the score.  

 

The music begins with a violin tremolo during which the oboe is silent for a whole bar (Musical 

competency: noting timbre).35 In the second bar the oboe plays the main melody softly, as indicated 

by the p (Musical competency: terminology relating to dynamics). The mood in which the oboe should 

Ǉƭŀȅ ǘƘŜ ƳŜƭƻŘȅ ƛǎ ǎǿŜŜǘ ōǳǘ ŜȄǇǊŜǎǎƛǾŜ ŀǎ ƛƴŘƛŎŀǘŜŘ ōȅ ǘƘŜ ǘŜǊƳ Ψdolce espressΩ όMusical competency: 

terminology related to moodύΦ ¢ƘŜ ŀƴƛƳŀǘƻǊ Ŏŀƴ ƴƻǿ ŘŜŘǳŎǘ ǘƘŀǘ .ǊŀŘƭŜȅΩǎ ƳƻǾŜƳŜƴǘǎ ǎƘƻǳƭŘ ƴƻǘ ōŜ 

aggressive but rather subtle and with emotion (something that not all animators might be able to 

recognise on the audio track alone).  

 

 

Figure 43: Step two in using the pǊƻǇƻǎŜŘ ƴƻǘŀǘƛƻƴ ŦƻǊ .ǊŀŘƭŜȅΩǎ ά{ǿŀƴ [ŀƪŜέ scene, i.e. analyse the 

sheet music while listening to the audio track. Image by Author. 

 

                                                           
35 Note that although animators would not perceive the tremolo from the score, they would be able to hear it 
on the audio track. 
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The music builds from the p (piano) in bar 2 toward the mf (mezzo forte) in bar 13 where the music is 

played moderately loud. One can also see in the notation that the notes goes higher towards the 

climax at the mf. From bar 10 there is a crescendo which indicates that the music should be played 

louder from the section pointed out by the ƭŜǘǘŜǊ Ψ!Ω όMusical competency: Terminology relating to 

dynamics). The animator can now think of movements for Bradley that will correspond with the music 

and that grow in size or in scale towards the climax of the music in bar 13. 

 

The repetition of the same dotted quarter note in bar 3 and 4 and again in bar 7 and 8 which falls on 

the down beat (the first beat in the bar) and the third beat, means that the note is emphasised (as 

indicated with a green line below the note on the bar sheet) (Musical competency: notation relating 

to duration). This information is useful to the animator as it can indicate the right place to position 

.ǊŀŘƭŜȅΩǎ ƪŜȅ ǇƻǎŜǎΦ 

 

¢ƘŜ ǎȅƳōƻƭ ΨҔΩ ŀōƻǾŜ ǘƘŜ ŦƛǊǎǘ ōŜŀǘ ƛƴ ōŀǊ ммΣ ƛƴŘƛŎŀǘŜǎ that the note should be accented (Musical 

competency: Terminology relating to dynamics). The accent and the rhythmic pattern is repeated in 

bar 12 and 13, but is played louder and at a higher pitch every time. The animator could now design a 

few similar movements for Bradley that will increase in size up to the climax. 

 

Step 3: Write down the actions of the character(s) at specific bars 

 

The third step in completing the ά{ǿŀƴ [ŀƪŜέ ōŀǊ ǎƘŜŜǘΣ ƛǎ ǘƻ ǿǊƛǘŜ Řƻǿƴ ǿƘƛŎƘ ƻŦ .ǊŀŘƭŜȅΩǎ ŀŎǘƛƻƴǎ 

should happen at what stages of the music (refer to figure 44). Each action should fit what the music 

portrays. The animator should also write down applicable camera changes and fades. For example, 

the animator could decide on subtler movements for Bradley where the music is piano (soft) at the 

beginning of the scene. BradleȅΩǎ ƳƻǾŜƳŜƴǘǎ ǘƘŜƴ ōǳƛƭŘ ǳǇ Ƨǳǎǘ ƭƛƪŜ ǘƘŜ ƳǳǎƛŎ ŀƴŘ ŀǘ ǘƘŜ ŎƭƛƳŀȄ ƘŜ 

performs a grand jump which coincides with the climax of the music. (This example demonstrates a 

benefit of using the bar sheer as the animator relying only on oral input might have missed this cue.) 
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Figure 44: Step three in using the proposed notation for .ǊŀŘƭŜȅΩǎ ά{ǿŀƴ [ŀƪŜέ scene, i.e. write 

down the actions of the character(s) at specific bars. Image by Author. 

 

Step 4: Add the visual drawings or screenshots of the character(s) key poses 

 

¢ƘŜ ƪŜȅ ǇƻǎŜǎ ƻŦ .ǊŀŘƭŜȅΩǎ ŀŎǘƛƻƴǎ ǿƛƭƭ ƴƻǿ ōŜ ŘǊŀǿƴ ƻǳǘ ƻǊ ŦǊŀƳŜǎ ŦǊƻƳ ǘƘŜ Khumba storyboard will 

be put at the correct place in line with the written down action on the bar sheet (refer to figure 45). 

The key poses can be moved around or changed during the process.  
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Figure 45: Step four in using the pǊƻǇƻǎŜŘ ƴƻǘŀǘƛƻƴ ŦƻǊ .ǊŀŘƭŜȅΩǎ ά{ǿŀƴ [ŀƪŜέ scene, i.e.  

add the visual drawings or screenshots of the character(s) key poses. Image by Author. 

 

Cutler, who was responsible for thŜ .ǊŀŘƭŜȅΩǎ ά{ǿŀƴ [ŀƪŜέ ǎŎŜƴŜΣ ǿŀǎ ŀōƭŜ ǘƻ ŀƴƛƳŀǘŜ ǘƘŜ ǎŎŜƴŜ 

successfully as she could rely on her dance background and musical competencies. However, by using 

the proposed method above, she could have animated the scene even more effectively as she would 

have been able to plan out the scene in more detail. Also, the visual information on the bar sheet 

would have allowed her to better synchronise the movements to the important notes in the music. 

 

Step 5: Digitising the bar sheet for animation 

 

Even though bar sheets are traditionally in paper format, it is possible to have a computer programme 

which will allow the animator to view and edit the bar sheet simultaneously, while also listening to 
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the music. For example, some features of two existing software programmes such as Sibelius music 

notation software and Adobe Photoshop image editing software can be combined for this purpose.  

 

A video clip demonstration of the digitised bar sheet in which Sibelius and Adobe Photoshop features 

are combined, can be seen in Video Clip 3 on the accompanying CD. 

 

It is also possible to translate the musical staff on the bar sheet to a digital format to use in the process 

of animating. Software for animating musical movements already exists, such as the Celtic animation 

system developed by Sauer and Yang that supports data-driven mappings of musical features to 

movements (1-15). This system attains the combination of interesting movements and relevant music 

ōȅ ǳǎƛƴƎ ƳǳǎƛŎŀƭ ŀǘǘǊƛōǳǘŜǎ ǘƻ ōǳƛƭŘ ŀƴ ŀƴƛƳŀǘƛƻƴ ǘƘŀǘ Ŧƛǘǎ ǳǎŜǊΩǎ ǎǇŜcification and is tailored to the 

music (Ibid). Unlike synchronisation-ōŀǎŜŘ ƳŜǘƘƻŘǎ ǘƘŀǘ ǎƛƳǇƭȅ ŀƭǘŜǊ ŀƴ ŜȄƛǎǘƛƴƎ ŀƴƛƳŀǘƛƻƴΩǎ ǘƛƳƛƴƎ ƛƴ 

accordance to the musical beat, this system creates movements based on musical beats and dynamics 

(Ibid). Although this is ground-breaking work, this system is suitable for songs that do not change in 

tempo and is also currently limited to Celtic motion, not other types of dances (Ibid). 

 

Another possible programme to use, is !ǇǇƭŜΩǎ [ƻƎƛŎ Pro Software. With this software, the music score 

scroll can be seen together with the images so that one can visualise how the pictures would work 

with the music (refer to figure 46). Logic Pro is a programme specifically designed for musicians to 

compose music with. A visual representation of the music being composed can be in the form of a 

ǿŀǾŜŦƻǊƳΣ ƴƻǘŀǘƛƻƴ ƻǊ άǇƛŀƴƻ Ǌƻƭƭέ όaL5L ŜǾŜƴǘǎ ǎǇǊŜŀŘ ŀŎǊƻǎǎ ŀ ǘƛƳŜƭƛƴŜύΦ Animation changes cannot 

be made in this programme, only musical changes, as the programme requires rendered out scenes. 

3D animation software exists in which it is possible to see the waveforms of the music. 

 

To see the waveforms can enable the animator to see when the music changes in volume, where the 

beats and accents appear in the timeline, as well as changes in density and volume, but much more 

information can be derived from musical notation such as mood, length of individual notes (duration), 

and clear indication of dynamic changes, (more structure and more information is derivable from 

sheet music).  
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Figure 46Υ !ǇǇƭŜΩs Logic Pro Software showing both the images and the sonic waveforms. 

Digital image. Apple. άaǳǎƛŎ ŀƴŘ {ƻǳƴŘ ŦƻǊ ǇƛŎǘǳǊŜΦέ Apple, N.d. Accessed 28 Oct. 2016. 

 

Another suggestion is to develop a plug-in for Autodesk Maya (refer to Video Clip 4 on accompanying 

CD). It is foreseen that with this tool the musical notation is visible below the existing timeline (refer 

to figure 47). This will enable the animator to see exactly on which frame what note falls.  

 

 

Figure 47: Suggested digitised musical notation incorporated into Autodesk Maya. Image by Author. 
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The information written down on the top part of the proposed bar sheet such as the tempo, beats per 

bar and frames per beat, will in this digital format appear on the bottom right side of the screen next 

to the notation tab which can be taken off if needed (refer to figure 48). It is suggested that a mute 

button be added to enable the animator to view the notation without the audio. Each main beat (the 

first beat of the bar) will be indicated by a blue line as can be seen in figure 48. The musical notation 

will shrink and grow alongside the timeline as the animator zooms in or out. 

 

 

Figure 48: Suggested Maya plug-in with information tab. Image by Author. 

 

The idea is that once the animator presses the render or play button, the slider line highlighted in red 

in figure 48 will scroll along the timeline covering both the animated keys (which normally happens in 

Maya), as well as the music notation. 

 

It is envisaged that the slider line in the Maya plug-in will glow on every main beat (the first beat of 

every bar) where after it will move along in the usual grey colour (refer to figure 49). At every other 

beat (beat two thee and four) it will fade to a very light grey. The slider will always be in sync with the 

click track and will automatically change as the tempo changes (something that will need to be 

ǇǊƻƎǊŀƳƳŜŘ ƛƴǘƻ !ǳǘƻŘŜǎƪ aŀȅŀΩǎ ŎƻŘƛƴƎύΦ 
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Figure 49: Slider line glowing on main beat, normal between beats, and fades to a lighter grey on 

every other beat. Image by Author. 

 

4.4.2 Comments from character animators on the proposed notation  

 

The proposed approach for notation was explained and illustrated to the character animators during 

the interviews. In commenting on the illustration, most animators thought that the proposed method 

of animating to music would be helpful to character animators. They understood and agreed that in 

order to use this method, character animators need to have certain basic musical competencies. 

Lowry, for example, says that what he likes about the proposed method is that it already touches on 

aspects animators use such as timing, and although musical theory might initially seem intimidating, 

it is simple: 

 

What might become scary to an animator when they start seeing musical theory is a lot more 

obvious when you explain it like you have, that really all it is, is beats over frames, poses over 

frames, and in this case, notes over frames and how it affects the dance moves and tempo of 

performances. So, L ǘƘƛƴƪ ǿƘŀǘΩǎ ƎƻƻŘ ŀōƻǳǘ ƛǘ ƛǎ that it makes a potentially really frightening, 

scary, strange subject a little more approachable for animators. (Lowry)  
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The animators enthusiastically supported the idea of again adopting this old bar sheet technique and 

combining it with contemporary practices. Some animators, such as Darries, even said that they 

cannot understand why this technique is not in use any more. 

 

The fact that one can visually see the musical cues in the notation alongside the images was mentioned 

as a major benefit. Courchay notes that:  

 

LǘΩǎ ƻŦǘŜƴ ǘƻǳƎƘ ǘƻ ƪƴƻǿ ŜȄŀŎǘƭȅ ǿƘƛŎƘ ŦǊŀƳŜ ǘƻ Ƙƛǘ ǿƘŀǘ ƴƻǘŜΣ ƴƻǿ ƛŦ ȅƻǳϥǾŜ Ǝƻǘ ǎƻƳŜǘƘƛƴƎ 

ƭƛƪŜ ǘƘŀǘΣ ƛǘ ǘŜƭƭǎ ȅƻǳ ŜȄŀŎǘƭȅ ǘƘŜ ƴƻǘŜ ƛǎ ƻƴ ǘƘƛǎ ŦǊŀƳŜΣ ȅƻǳ ƪƴƻǿ ȅƻǳΩǊŜ ƘƛǘǘƛƴƎ ƛǘ ǊƛƎƘǘ ǎǘǊŀƛƎƘǘ 

away, instead of just having a sign on your timelƛƴŜΣ ōǳǘ ǾŜǊȅ ƭƛǘǘƭŜ ƛƴŘƛŎŀǘƛƻƴ ǿƘŜƴ ƛǘΩǎ ŀŎǘǳŀƭƭȅ 

ƘƛǘǘƛƴƎ ƛǘΦ Χ LŦ ȅƻǳϥǾŜ Ǝƻǘ ƛǘ Ǿƛǎǳŀƭƭȅ ƛƴ ǘƘŜǊŜΣ ƛǘ Ŏŀƴ ōŜ ŀ ōŜƴŜŦƛǘ. (Courchay) 

 

It would be useful to see where the music builds and falls, says Cutler. Croudace adds that some people 

might miss a crescŜƴŘƻ ǿƘŜƴ ƭƛǎǘŜƴƛƴƎ ǘƻ ǘƘŜ ƳǳǎƛŎΣ ōǳǘ ǿƘŜƴ ǘƘŜȅ ǎŜŜ ƛǘ Ǿƛǎǳŀƭƭȅ ƛǘΩǎ ŎŜǊǘŀƛƴƭȅ ŀ ƎƻƻŘ 

queue to precisely see to what note it builds up. It is especially useful for visual people and that the 

visual cues would enable them to identify key moments such as crescendos, says Darries.  

 

Lombard is opposed to having a visual reference alongside an audio track as he argues that he only 

needs to hear a piece of music to figure out its beats, highs and lows and accent points. Although this 

might be true for animators with a musical background, this is not the case with all animators as not 

everybody has a natural feeling for music. It is important to note that Lombard has never before 

animated a musical scene. 

 

Some of the animators interviewed felt that the proposed method may only be suitable for longer 

scenes. άL ǿƻǳƭŘ ǎŀȅ ƛǘ ǿƻǳƭŘ ōŜ ŀ ƘǳƎŜ ƘŜƭǇ ŦƻǊ ŀƴƛƳŀǘƻǊǎ ǿƘƻ ƘŀŘ ǘƻ Řƻ ƭƻƴƎ ƳǳǎƛŎŀƭ ǎŜǉǳŜƴŎŜǎ ŀƴŘ 

probably essential to plan the stuff out because the way we planned out the short musical sequences 

is a similar way, ōǳǘ ƴƻǘ ŘǊƛǾŜƴ ōȅ ǘƘŜ ƳǳǎƛŎέΣ ǎŀȅǎ [ƻǿǊȅΦ /ǳǘƭŜǊ ŀƎǊŜŜǎ ŀƴŘ ǎŀȅǎΥ άL ǘƘƛƴƪ ǘƘŀǘ ƛǎ ƘŜƭǇŦǳƭ 

especially, if say, ǘƘŜ ƳƻǾƛŜ ƛǎ ŀ ƳǳǎƛŎŀƭέΦ  

 

Some animators argued that animators do not all need basic musical knowledge since they would 

most probably never animate a musical production. However, when I mentioned the scenes in 

Khumba which can be considered as musical scenes, they realised that animators would more often 

animate musical scenes as what they initially thought. Furthermore, the animators agreed that they 
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do not only use musical knowledge for animating musical scenes, but for animating in general, even if 

subconsciously.   

 

The other animators interviewed also felt that the proposed approach for notation will be especially 

helpful during the planning and pre-production phase. Planning, according to Pienaar, is 90% of the 

work. Snaddon agrees and says that the proposed notation is a nice tool to use in planning a musical 

scene. Attending to the sound and music with animated film already in the pre-production phase is 

also, as said before, emphasised by Beauchamp (ά5ŜǎƛƎƴƛƴƎ {ƻǳƴŘ мst 9Řέ нфύΦ 

 

The animators agree that the music needs to be pre-recorded and be available to the animators 

already in the pre-production phase. This is, according to Snaddon, important when animating a scene 

that heavily relies on music. άLǘ probably would help a lot to have the actual music because then you 

Ŏŀƴ Řƻ ƳǳŎƘ ŦƛƴŜǊ ŎƻǊǊŜƭŀǘƛƻƴǎ ǘƻ ǘƘŜ ƳǳǎƛŎ Χ {ƻ ȅƻǳ Ŏŀƴ ŀŎǘǳŀƭƭȅ ƳǳŎƘ ƳƻǊŜ ŎƭƻǎŜƭȅ ƛƴǘŜƎǊŀǘŜ ȅƻǳǊ 

animation with the musicέ, says Lombard. Darries adds that, άL ŦŜŜƭ ƭƛƪŜ ƛǘ ǿƻǳƭŘ ƳŀƪŜ ǎƻ ƳǳŎƘ ǎŜƴǎŜ 

to first have that [the music], and then start animating, because that sort of helps bring everything 

ǘƻƎŜǘƘŜǊΧ ƛǘ ǎƻǊǘ ƻŦ ƘŜƭǇǎ ōǊƛƴƎ ǇŜƻǇƭŜ ƻƴǘƻ ǘƘŜ ǎŀƳŜ ǇŀƎŜΦέ 

 

The need for a more coherent production approach as a requirement for using the proposed notation 

was also emphasised by the animators. Courchay notes that it would be hard to implement the 

proposed approach in the production process, but that it would help the animator. ά¦ǎǳŀƭƭȅ 

composers have to run afterwards, go back, and try and change things to work, which seems like extra 

workέ, says Darries. With the proposed approach the composer must be willing to also adapt to the 

changes in the production process which could lead to less frustration for both the composer and the 

animator and to a more successful result. 

 

Initially a bar sheet in paper format was used for illustrating the proposed notation during the 

interviews. However, it quickly became clear that the proposed method might have to be digitised (as 

was ǇǊƻǇƻǎŜŘ ƛƴ ǘƘƛǎ ǎǘǳŘȅύ ǘƻ ƪŜŜǇ ǳǇ ǿƛǘƘ ǘƻŘŀȅΩǎ ǘŜŎƘƴƻƭƻƎƛŎŀƭ ŀƎŜΦ [ƻƳōŀǊŘ ƴƻǘŜǎ ǘƘŀǘ ǿƛǘƘ 

computer technology, being able to preview the animation as the same time as the music has many 

advantages. Pienaar concurs and says that it would be better when having to work with overseas 

directors. Animators interviewed also made suggestions for how to digitise the proposed notation. 

Venter, for example, stresses the need to see the beats in a timeline format because it would enable 

the animator to break down the scene and music into smaller chunks. Most animators, such as Venter, 
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Lombard and Snaddon, agreed that a plug-in above the timeline in software like Autodesk Maya would 

offer a good solution. 

 

4.5 Conclusion 

 

It seŜƳǎ ŀǎ ƛŦ ǘƻŘŀȅΩǎ о5 ŎƘŀǊŀŎǘŜǊ ŀƴƛƳŀǘƻǊǎ forget that they can learn from past practices and ŘƻƴΩt 

have to only rely on new technologies in their search for new ways of doing things. This study suggests 

that having a certain musical competency set will enable character animators to animate the 

performance of characters in musical scenes more believably.  

 

In this chapter, an approach for notation which requires musical competencies was proposed for 

synchronising performances to music and illustrated using thŜ .ǊŀŘƭŜȅΩǎ ά{ǿŀƴ [ŀƪŜέ Ballet scene in 

Khumba. 

  

From my interviews with the animators I discovered: 

¶ Most Khumba animators have some form of musical knowledge and skills. 

¶ Most Khumba animators agree that they used the musical knowledge and skills they have 

when animating the musical scenes in Khumba whether consciously or subconsciously. 

¶ Khumba animators are already using certain musical concepts in animation which have 

similar meanings. 

¶ Khumba animators agree that having more musical knowledge and skills would have helped 

them in animating the musical scenes in Khumba. 

¶ Khumba animators all agree that the proposed musical competencies and notation offers a 

possible solution for more effectively planning and animating musical scenes.  

¶ Khumba animators recognise the need for a more coherent production approach for 

achieving a better result in films with musical scenes. 

 

The animators interviewed agreed that the proposed method might have to be digitised. This chapter 

proposed and illustrated a plug-in for Autodesk Maya for use by character animators when animating 

musical scenes.  
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Conclusion 
 

With this research I aimed to explore the relationship between music and character animation. Even 

though a significant amount of research has been conducted over the years on film music and 

animation, these two fields of academic study mostly developed independently from each other. Few 

researchers in animation and film music have devoted time to the deployment of sound and music in 

animation, possibly due to limited research on the development of animation after the Golden Age.  

 

This study addresses a need for research that from an animation perspective, will advance the 

deployment of contemporary production processes for better integrating music and animation. This 

was achieved by investigating and suggesting the ideal musical competency set a character animator 

would benefit from to digitally animate the performances of characters for a 3D animation feature-

length film to closely synchronise with pre-recorded music. An approach for notation was proposed in 

which the animator could use the suggested musical competencies. Ultimately, this research can lead 

to finding a universally-agreed approach for notation in animating to music combining both traditional 

and new methods and techniques. The research can also lead to changes in the working practices of 

the filmmaking team and work flow within the production pipeline. 

 

With the proposed musical competency set and approach for notation, a more coherent approach for 

animating musical scenes (i.e. any animated scene in which a character takes part in a musical 

performance whether by singing, dancing, playing a musical instrument or any other action which 

ǊŜǉǳƛǊŜǎ ǎȅƴŎƘǊƻƴƛǎŀǘƛƻƴ ǘƻ ƳǳǎƛŎύ ƛƴ ƭƛƴŜ ǿƛǘƘ tƻǿŜƭƭΩǎ ōǊƻŀŘŜǊ ƛŘŜŀƭΣ ǿŀǎ developed. This approach 

demands greater integration between the key tasks in the production pipeline and will require closer 

communication and collaboration between the different filmmaking teams, including the animation 

and music teams, all working towards ǘƘŜ ōŜǎǘ ǊŜǎǳƭǘ όƛΦŜΦ ŀŎƘƛŜǾƛƴƎ tƻǿŜƭƭΩǎ cinematic ideal of a 

ŎƻƳǇƻǎŜŘ ŦƛƭƳύΦ ¢Ƙƛǎ ƳƛƎƘǘ ƭŜŀŘ ǘƻ ƎǊŜŀǘŜǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ŦƻǊ ŜŀŎƘ ƻǘƘŜǊΩǎ ŎǊŜŀǘƛǾŜ ǇǊŀŎǘƛŎŜǎ ŀƴŘ Ƙƻǿ 

they fit into the overall process. Towards this end, sacrifices from all sides will have to be made.  

 

For example, the director in the pre-production phase needs to oversee the finalisation and recording 

of the music, as well as the additional task of developing a bar sheet with an added notation, while 

the animator must acquire musical competencies and use the proposed method when animating. In 

post-production, the editing team must work more closely with the animator to ensure that the scene 

remains as intended. 
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A qualitative research approach was followed. The research methodology consisted of a historical 

analysis, studying current practices and the analysis of a case study. The animation feature film, 

Khumba, made by Triggerfish Animation Studios, was chosen as the case study. The purpose of 

analysing the case study was to highlight the musical scenes in Khumba, qualify the meaning of a 

musical scene in terms of the type of movements to music and length of a scene, describe the music 

used, and introduce BradleyΩǎ ά{ǿŀƴ [ŀƪŜέ ballet scene as the scene used for illustration purposes. 

The case study also introduced the animators who acted as the informants for the research to 

substantiate the research argument: that character animators can benefit from musical competencies, 

and that they can apply these competencies beneficially in the proposed way. 

 

The reason why Khumba was chosen as case study for this research is because Khumba is a South 

African animation film containing musical scenes. The animators were accessible enough to make it 

easy to understand the practices and processes within the production pipeline, including how the 

performances in the musical scenes were animated, and to establish what musical knowledge and 

skills they have and how they use it in the process of animating.  

 

One-on-one semi-structured interviews were conducted with the lead animators and character 

animators responsible for the musical scenes in Khumba. The study was also informed by interviews 

conducted by others with directors and the animation supervisors. Open-ended questions pertaining 

to the animation procesǎ ŀƴŘ ǘƘŜ ŀƴƛƳŀǘƻǊǎΩ ƳǳǎƛŎŀƭ ǘŀƭŜƴǘǎ ŀƴŘ ƪƴƻǿƭŜŘƎŜ ǿŜǊŜ ŀǎƪŜŘ ŘǳǊƛƴƎ ǘƘŜ 

one-on-one interviews, while feedback on the proposed approach for notation was also obtained.  

 

The question I wanted to answer in this research was: What basic musical competencies would have 

been ideal for the character animators of Khumba to have and how can they use it to animate 

performances of characters to fit pre-recorded music?  

 

To answer this question, I analysed Khumba following /ǊŀŦǘƻƴΩǎ distinction between performance ΨƻŦΩ 

animation and performance ΨƛƴΩ animation, where performance ΨƻŦΩ animation concerns the 

filmmakers and audiences, and performance ΨƛƴΩ animation concerns the characters and movements 

within the film. The performances ΨƻŦΩ animation - how Khumba was made (including the process 

followed to animate the musical scenes) - was presented as informed by interviews conducted with 

members of KhumbaΩǎ filmmaking team. The analysis focusing on the performances ΨƛƴΩ animation was 

done by watching the film and conducting interviews with the animators. The physical movements of 



Carelize Jacobs | 96 

 

the characters in the musical scenes were assessed, while at the same time the movement of the 

music as part of the performance was considered.   

 

CƻǊ ǘƘŜ ŀƴƛƳŀǘŜŘ ŎƘŀǊŀŎǘŜǊΩǎ ƳƻǾŜƳŜƴǘǎ ǘƻ ǎŜŜƳ ōelievable, the character animator has to become 

a performer and act the part. For a musical scene, the animator becomes either the dancer, 

choreographer or musician.  In this instance, it can be said that the character animator is in effect 

ΨƳǳǎƛŎƪƛƴƎΩΦ WhŜƴ ΨƳǳǎƛŎƪƛƴƎΩ ǘƻ ǇǊŜ-recorded music, the character animator creates visual actions 

according to a pattern set by the music with the timing of the movements coinciding with the timing 

of the music and so that the movement and the music both begin and end at the same point and reach 

their climax together. 

 

Both animation and music are temporal arts. It is therefore not surprising that similar concepts are 

found in these fields, such as rhythm, tempo, beats, accents, phrase, legato and staccato. This research 

compiled a set of basic theoretical knowledge and skills in music that might be useful for character 

animators. This investigation was complemented by probing into the backgrounds of contemporary 

character animators to establish their views and feelings about the relationships between music and 

animation as well as their affiliation to music. These investigations confirmed that character animators 

benefit from musical knowledge and skills when animating performances in musical scenes.  

 

The ideal musical competency set for character animators include knowledge and understanding of 

some musical aspects of sound such as pitch, duration, loudness, melody, harmony and timbre; some 

fundamental rhythmic aspects, i.e. beats, tempo and rhythm; basic musical terminology pertaining to 

mood, tempo and dynamics and; basic notation of pitch and duration. Possessing this musical 

competency set allows character animators to break down a piece of music into smaller sections, 

analyse the music in each section and interpret iǘ ƛƴ ǎǳŎƘ ŀ ǿŀȅ ǘƘŀǘ ŘŜŎƛǎƛƻƴǎ ŀōƻǳǘ ŀ ŎƘŀǊŀŎǘŜǊΩǎ 

movements can be made.  

 

In investigating the ways in which various contemporary character animators animate performances 

to music it was revealed that a universally-agreed approach for notation does not exist. However, a 

method known as the bar sheet was used by earlier animators. The fact that most of these animators 

had a basic knowledge and understanding of music enabled them to use this bar sheet method. This 

study proposes the reintroduction of an adapted version of the original bar sheet for animating the 

performances of characters in musical scenes synchronised to pre-recorded music. The most 

important feature of this new proposed bar sheet is that it includes a staff of musical notation which 
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displays the melody or leitmotif (theme) of the pre-recorded music. On most of the modern-day bar 

sheets this staff has been omitted. Alternatively, in a situation where the musical notation for the 

source music is unavailable, computer software can be used to transcribe the audio music to sheet 

music or the animators could be provided with written information on the bar sheet about musical 

events happening as it unscrolls (i.e. where melodies come in, where texture changes, loudness, 

softness and any other musical parameter).  

 

This study proposes five steps in using this approach of notation that can be used for animating 

characters in animated films that are either musicals or, any other feature films that contain musical 

scenes. Firstly, the animator performs certain calculations and completes the top section of the bar 

sheet. The animator then analyses the sheet music while listening to the audio track. Thereafter the 

actions of the character(s) at specific bars are written down. The animator then adds the visual 

drawings or screenshots of the character(s) key poses. Finally, the bar sheet can be translated to a 

digital format which will allow the animator to follow the music visually and make changes to the bar 

sheet electronically.  

 

I have presented a visual representation of what the proposed bar sheet could look like digitally. In 

addition, I proposed the development of a plug-in to assist the animator with the actual process of 

animation. This plug-in consists of the musical staff which is placed below the animation timeline and 

which enables the animator to visually see musical cues while animating. I offered a visual 

representation of what such a plug-in could look like in Autodesk Maya. 

 

In illustrating the proposed approach for notation to the Khumba character animators ǳǎƛƴƎ .ǊŀŘƭŜȅΩǎ 

ά{ǿŀƴ [ŀƪŜέ ballet scene and from the interviews in general, various insights were obtained which 

substantiated my research argument. I established that most Khumba animators have some form of 

musical knowledge and skill which they drew from to animate the musical scenes in Khumba. Khumba 

animators confirmed that they were already using certain musical concepts and that the meaning of 

these concepts in animation are similar. They agreed that having more musical knowledge and skills 

would have helped them in animating the musical scenes in Khumba. The fact that Khumba animators 

develop and use their own methods for animating musical scenes and that none of them knew of or 

had ever used a bar sheet, strengthens the suspicion that there is no universally agreed approach for 

notation to use when animating musical scenes and that collaboration between composer, animation 

director and leads, and choreographer is essential in pre-production with blocking and keys locked 

down before animation begins. Although some of the Khumba animators were initially sceptical of the 
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proposed approach for notation, they all agreed that it offered a possible solution to the problem of 

ŎǊŜŀǘƛƴƎ ŀ ΨŎƻƳǇƻǎŜŘΩ ƳǳǎƛŎŀƭ ǎŎŜƴŜ with movements timed to the frame to coincide with the music 

όtƻǿŜƭƭΩǎ ŎƛƴŜƳŀǘƛŎ ƛŘŜŀƭύΦ ²ƘƛƭŜ ƴƻǘƛƴƎ ǘƘŜ ǇǊŀŎǘƛŎŀƭ ǊŜŀƭƛǘƛŜǎ ƻŦ ǇǊƻŘǳŎƛƴƎ ŀƴ ŀƴƛƳŀǘƛƻƴ ŦŜŀǘǳǊŜ ŦƛƭƳΣ 

such as time and resource constraints, Khumba animators could recognise the need for a more 

coherent approach for animatƛƴƎ ƳǳǎƛŎŀƭ ǎŎŜƴŜǎ ǘƻ ŀŎƘƛŜǾŜ tƻǿŜƭƭΩǎ ōǊƻŀŘŜǊ ƛŘŜŀƭΦ  

 

For a more coherent approach in animating musical scenes according to the proposed approach for 

notation, changes in the production pipeline will have to be made.  It is inevitable that there will be a 

closer collaboration between the different filmmaking teams. Specifically, this study recommends 

that: (1) the continuous learning efforts of character animators should include acquiring the proposed 

musical competencies; (2) the composer provides the music in its final form together with the sheet 

music; (3) the filmmaking team adopts the proposed approach for notation which demands some 

changes in working practices and work flow within the production pipeline; (4) the director ensures 

that character aniƳŀǘƻǊǎ ŀƭƻƴƎǎƛŘŜ ǘƘŜ ŘƛǊŜŎǘƻǊΩǎ ƴƻǘŜǎΣ ǘƘŜ ǇǊŜǾƛǎ ƻǊ ŀƴƛƳŀǘƛŎΣ ǊƛƎƎŜŘ ŎƘŀǊŀŎǘŜǊǎΣ ŀƴŘ 

scene layout, also receive the proposed bar sheet (with notation of melody on the staff), a click track, 

and the pre-recorded music audio in the pre-production phase; (5) character animators complete the 

proposed bar sheet (preferably the digital version); (6) character animators use a plug-in as suggested 

to animate in the production phase, and; (7) that the sound editor or visual editor in the post-

production phase line up the music to the animation exactly as the animator intended to or discuss it 

with the animator before commencing with editing (this ŘƛŘ ƴƻǘ ƘŀǇǇŜƴ ǿƛǘƘ .ǊŀŘƭŜȅΩǎ άSwan [ŀƪŜέ 

scene in Khumba which resulted in his actions being out of sync). 

 

Some general recommendations that followed are that universities and other training providers 

should develop short courses to teach character animators basic musical competencies; that a 

programme be developed for a digital bar sheet and; that a plug-in be developed for animating 

software to assist animators to animate to music.   

 

Certain restrictions exist for the proposed approach for notation. This approach is only suitable for 

animating performances to music, and it should only be used for longer musical scenes, because the 

musical cues are not necessarily sufficiently visible for a short scene. Furthermore, the notation is 

suitable for animating only a few characters at a time, and an identifiable melody and its sheet music 

need to exist for animators to use this approach. At the same time, musical competencies can benefit 

any animator, not only those animating musical scenes and can assist animators who animate shorter 
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musical scenes as in Khumba. As musical competencies are beneficial to animators in general, it can 

also benefit animators who animate musical scenes with many characters. 

 

This study was limited by the little experience of the KhumbaΩǎ character animators in animating 

musical scenes. Ideally, animators who worked on other animated features and who work for 

reputable animation studios outside South Africa should have been included. My study may have 

benefited more if the Khumba animators were interviewed closer to the time they worked on the film, 

as it was difficult for them to recall their working practices in detail. A question regarding the 

practicality of attending a short course to learn the required musical competencies could further have 

informed my study. Also, informants may have had a better understanding of what the study entailed 

had a defƛƴƛǘƛƻƴ ƻŦ ŀ ΨƳǳǎƛŎŀƭ ǎŎŜƴŜΩ ŦƻǊ ǘƘŜ ǇǳǊǇƻǎŜ ƻŦ ǘƘƛǎ ǎǘǳŘȅ ōŜŜƴ ǇǊŜǎŜƴǘŜŘ ǘƻ ǘƘŜƳ ǳǇŦǊƻƴǘΦ 

 

Future studies on this topic may include extending the study to consider the views and practises of 

animators from various other animation studios. The proposed approach for notation should be 

implemented on a real animation project, while another study can evaluate the effectiveness of this 

approach. The study could be repeated in another context, outside South Africa. Finally, the proposed 

musical competencies can be tested to ensure that it is inclusive of all competencies animators can 

benefit from. 

  

With this study I in no way imply that the musical scenes in Khumba όƛƴŎƭǳŘƛƴƎ .ǊŀŘƭŜȅΩǎ Ψ{ǿŀƴ [ŀƪŜΩ 

dance) were not of a high standard. Rather, by focusing on the deployment practices and processes in 

proposing musical competencies for character animators and an approach for notation when 

animating the performances of characters to closely synchronise with pre-recorded music, the study 

presented a method that has the potential to produce better results. These are according to which 

tƻǿŜƭƭΩǎ ƛŘŜŀƭ ŎƻǳƭŘ ōŜ ŀŎƘƛŜǾŜŘΦ .ȅ ŘƻƛƴƎ ǎƻΣ ǘƘŜ ǎǘǳŘȅ ŎƻƴǘǊƛōǳǘŜŘ ǘƻ ǊŜǎŜŀǊŎƘ ƻƴ ŎǳǊǊŜƴǘ ŀƴƛƳŀǘƛƻƴ 

practises and most importantly to the much-needed integration of the fields of animation and film 

music.   



Carelize Jacobs | 100 

 

Works Cited 

 

Aloff, Mindy. Hippo in a Tutu: Dancing in Disney Animation. New York: Disney Editions, 2005. Print. 

 

Alten, Stanley R. Audio in Media. 10th Ed. Boston: Wadsworth, 2014. Print. 

 

!ƭǘƳŀƴΣ wƛŎƪΦ ά¢ƘŜ {ƛƭŜƴŎŜ ƻŦ ǘƘŜ {ƛƭŜƴǘǎΦέ The Musical Quarterly, vol. 80, no. 4, Winter 1996, pp. 648-

718. 

 

Baena, Carlos. "Animation as Visual Music." The Official Animation Mentor Blog, 26 Feb. 2015, 

blog.animationmentor.com/animation-as-visual-music/. Accessed 14 April 2016. 

 

Barrier, Michael. Hollywood Cartoons: American Animation in its Golden Age. New York: Oxford, 

1999. Print. 

 

Beauchamp, Robin. Designing Sound for Animation. Burlington: Elsevier, 2005. Print.  

 

---. Designing Sound for Animation. 2nd ed. Burlington: Elsevier, 2013. E-book.  

 

Bendazzi, Giannalberto. Animation: A World History: Volume 2: The Birth of a Style ς The Three 

Markets. Waltham: Focal Press, 2015. Print. 

 

Blatter, Alfred. Revisiting Music Theory: A Guide to the Practise. New York: Routledge, 2007. Print. 

 

Bordwell, David, and Kristen Thompson. Film Art: An Introduction. New York: McGraw-Hill, 1997. 

Print. 

 

.ǳǘƭŜǊΣ WŜǊŜƳȅ DΦ ά!ƴƛƳŀǘŜŘ ¢ŜƭŜǾƛǎƛƻƴΥ ¢ƘŜ bŀǊǊŀǘƛǾŜ /ŀǊǘƻƻƴΦέ Television: Critical methods and 

applications. 3rd Ed. Mahwah, NJ: Lawrence Erlbaum, 2007. Print. 

 

/ƘƻǳƛƴƛŜǊŜΣ /ƘǊƛǎΦ ά²Ƙŀǘ ƛǎ IŀǊƳƻƴȅ ƛƴ aǳǎƛŎΚ ς Definition & Theory: Chapter 16, Lesson 41Φέ 

Study.com. N.d., study.com/academy/lesson/what-is-harmony-in-music-definition-theory.html24. 

Accessed 4 Sept. 2016. 

 

http://blog.animationmentor.com/animation-as-visual-music/
http://study.com/academy/lesson/what-is-harmony-in-music-definition-theory.html24


Carelize Jacobs | 101 

 

Cull, Laura (ed.). Deleuze and Performance. Edinburgh: Edinburgh University Press, 2009. Print. 

 

Courchay, Harold. Personal Interview. 6 September 2016. 

 

Coyle, Rebecca. Drawn to Sound: Animation Film Music and Sonicity. London: Equinox, 2010. Print. 

 

Crafton, Donald. Before Mickey: The Animated Film 1898-1928. Chicago: The University of Chicago 

Press, 1982. Print. 

 

Crafton, Donald. Shadow of a Mouse: Performance, Belief, and World-Making. Berkeley: University 

of California Press, 2013. Print. 

 

Croudace, Kane. Personal Interview. 30 August 2016. 

 

Cutler, Samantha. Personal Interview. 31 August 2016. 

 

Darries, Nadia. Personal Interview. 29 August 2016. 

 

Deja, Andreas. ¢ƘŜ bƛƴŜ hƭŘ aŜƴΥ [ŜǎǎƻƴǎΣ ¢ŜŎƘƴƛǉǳŜǎΣ ŀƴŘ LƴǎǇƛǊŀǘƛƻƴǎ ŦǊƻƳ 5ƛǎƴŜȅΩǎ DǊŜŀǘ 

Animators. Boca Raton, FL: CRC Press, 2016. Print. 

 

5ƻōǎƻƴΣ bƛŎƘƻƭŀΦ ά5ŀƴŎƛƴƎ ǘƻ wƘȅǘƘƳ ƻŦ ǘƘŜ aǳǎƛŎΥ bƻǊƳŀƴ aŎ[ŀǊŜƴΣ ǘƘŜ ōƻŘȅ ŀƴŘ ǇŜǊŦƻǊƳŀƴŎŜΦέ 

Animation Studies Online Journal, vol. 10, 4 Nov. 2015, https://journal.animationstudies.org/nichola-

dobson-dancing-to-rhythm-of-the-music-norman-mclaren-the-body-and-performance/. Accessed 10 

June 2016. 

 

CƭƻȅŘΣ 5ŀƴƛŜƭΦ ά¢ƛƳƛƴƎΥ ¢ƘŜ !ƴƛƳŀǘƛƻƴ ƻŦ {ƘŀŘƻǿ ƻŦ ǘƘŜ /ƻƭƻǎǎǳǎ ς Extra Frames.έ YouTube, 

uploaded by Extra Credits, 14 Jul. 2016, https://www.youtube.com/watch?v=mvXD7BcL5cA. 

 

CǊŜȅΣ !ƴƎŜƭƛŎŀΦ άCƻǳǊ /ǳǊƛƻǳǎ CŀŎǘǎ ŀōƻǳǘ ¢ŎƘŀƛƪƻǾǎƪȅΩǎ {ǿŀƴ [ŀƪŜΦέ Cmuse, 11 May 2015, 

www.cmuse.org/curious-facts-about-tchaikovsky-swan-lake/. Accessed 30 Dec. 2016. 

 

Furniss, Maureen. Art in Motion: Animation Aesthetics. Eastleigh: John Libbey, 2007. Print. 

 

https://journal.animationstudies.org/nichola-dobson-dancing-to-rhythm-of-the-music-norman-mclaren-the-body-and-performance/
https://journal.animationstudies.org/nichola-dobson-dancing-to-rhythm-of-the-music-norman-mclaren-the-body-and-performance/
https://www.youtube.com/watch?v=mvXD7BcL5cA
http://www.cmuse.org/curious-facts-about-tchaikovsky-swan-lake/


Carelize Jacobs | 102 

 

---. The Animation Bible. New York: Abrams, 2008. Print. 

 

Ghez, Didier. They Drew As they Pleased: The IƛŘŘŜƴ !Ǌǘ ƻŦ 5ƛǎƴŜȅΩǎ aǳǎƛŎŀƭ ¸ŜŀǊǎ ό¢ƘŜ мфплǎ ς Part 

One). San Francisco: Chronicle Books, 2016. Print. 

 

Glebas, Francis. ¢ƘŜ !ƴƛƳŀǘƻǊΩǎ 9ȅŜΥ !ŘŘƛƴƎ [ƛŦŜ ǘƻ !ƴƛƳŀǘƛƻƴ ǿƛǘƘ ¢ƛƳƛƴƎΣ [ŀȅƻǳǘΣ 5ŜǎƛƎƴΣ /ƻƭƻǊ ŀƴŘ 

Sound. Burlington: Focal Press, 2013. Print. 

 

GoƭŘƳŀǊƪΣ 5ŀƴƛŜƭΦ ά5ǊŀǿƛƴƎ ŀ bŜǿ bŀǊǊŀǘƛǾŜ ŦƻǊ /ŀǊǘƻƻƴ aǳǎƛŎΦέ The Oxford Handbook of Film 

Music Studies. Ed. Dawid Neumeyer. New York: Oxford University Press, 2014, pp. 229-244. Print. 

 

---. ¢ǳƴŜǎ ŦƻǊ Ψ¢ƻƻƴǎΥ aǳǎƛŎ ŀƴŘ ǘƘŜ IƻƭƭȅǿƻƻŘ /ŀǊǘƻƻƴ. California: University of California Press, 

2005. Print.  

 

Goldmark, Daniel, Lawrence Kramer, and Richard Leppert (eds.) Beyond the Soundtrack: 

Representing Music in Cinema. Berkeley: University of California Press, 2007. E-book. 

 

Goldmark, Daniel, and Yuval Taylor. The Cartoon Music Book. Chicago: A Capella Books, 2002. Print. 

 

Gorbman, Claudia. Unheard Melodies: Narrative Film Music. Bloomington, Indiana: Indiana 

University Press, 1987. Print. 

 

Halas, John, and Roger Manvell. The Technique of Film Animation. London: Focal, 1959. Print.  

 

IŀǊǘΣ DŀƛƭΦ άLƴǘŜǊǾƛŜǿ ǿƛǘƘ ΨYƘǳƳōŀΩ ŘƛǊŜŎǘƻǊ !ƴǘƘƻƴȅ {ƛƭǾŜǊǎǘƻƴΦέ Film Industry Network, 15 Dec. 

2013, http://www.filmindustrynetwork.biz/interview-with-khumba-director-anthony-

silverston/2602. Accessed 5 Nov. 2016.  

 

Hinman, Rachel. The Mobile Frontier: A Guide for Designing Mobile Experiences. New York: 

Rosenfeld, 2012. Print.  

 

Ivins-IǳƭƭŜȅΣ [ŀǳǊŀΦ ά¢ƘŜ hƴǘƻƭƻƎȅ ƻŦ tŜǊŦƻǊƳŀƴŎŜ ƛƴ {ǘƻǇ !ƴƛƳŀǘƛƻƴΦέ Animation Studies, Vol. 3, 21 

Dec. 2008, journal.animationstudies.org/category/volume-3/laura-ivins-hulley-the-ontology-of-

performance-in-stop-animation/. Accessed 5 Nov. 2016. 

http://www.filmindustrynetwork.biz/interview-with-khumba-director-anthony-silverston/2602
http://www.filmindustrynetwork.biz/interview-with-khumba-director-anthony-silverston/2602
https://journal.animationstudies.org/category/volume-3/laura-ivins-hulley-the-ontology-of-performance-in-stop-animation/
https://journal.animationstudies.org/category/volume-3/laura-ivins-hulley-the-ontology-of-performance-in-stop-animation/


Carelize Jacobs | 103 

 

 

Kaufman, J.B. ¢ƘŜ CŀƛǊŜǎǘ hƴŜ ƻŦ !ƭƭΥ ¢ƘŜ aŀƪƛƴƎ ƻŦ ²ŀƭǘ 5ƛǎƴŜȅΩǎ {ƴƻǿ ²ƘƛǘŜ ŀƴŘ ǘƘŜ {ŜǾŜƴ 5ǿŀǊŦǎΦ 

San Francisco: Walt Disney Family Foundation Press, 2012. Print. 

 

Langer, Mark. ά¢ƘŜ 5ƛǎƴŜȅ-Fleischer Dilemma: Production Differentiation and Technological 

LƴƴƻǾŀǘƛƻƴέΣ Screen, vol. 33, issue 4, Winter 1992, pp. 343-360. 

 

[ŀǎǎŜǘŜǊΣ WƻƘƴΦ άtǊƛƴŎƛǇƭŜǎ ƻŦ ¢ǊŀŘƛǘƛƻƴŀƭ !ƴƛƳŀǘƛƻƴ !ǇǇƭƛŜŘ ǘƻ о5 /ƻƳǇǳǘŜǊ !ƴƛƳŀǘƛƻƴέΣ Computer 

Graphics, vol. 21, no. 4, Jul. 1987, pp. 35-44. 

 

Lombard, Paul. Personal Interview. 1 September 2016. 

 

Lowry, Matthew. Personal Interview. 29 August 2016. 

 

aŀŜǎǘǊƛΣ DŜƻǊƎŜΦ ά!ƴƛƳŀǘƛƴƎ wƘȅǘƘƳ ŀƴŘ 5ŀƴŎŜΦέ Peachpit, 13 Aug. 2001, 

www.peachpit.com/articles/article.aspx?p=22799. Accessed 20 Oct. 2016. 

 

aŀƭƭƻǊȅΣ aƛŎƘŀŜƭΦ άΨYƘǳƳōŀΩ 9ŀǊƴǎ Lǘǎ {ǘǊƛǇŜǎΦέ Animation Magazine, 15 Nov. 2013, 

www.animationmagazine.net/features/khumba-earns-stripes/. Accessed 11 Nov. 2016. 

 

aŎ[ŀǊŜƴΣ bƻǊƳŀƴΦ ά!ƴƛƳŀǘƛƻƴΥ bƻǘŜǎ ƻƴ ŀ 5ŜŦƛƴƛǘƛƻƴΦέ The Art of the Animated Image: An 

Anthology. Ed. Charles Solomon. Los Angeles: The American Film Institute, 1987. 11. Print. 

 

aŜƛƴǘƧŜǎΣ {ŀǊŜƭΦ ά!ŦǊƛŎŀƴ ŦƛƭƳƳŀƪŜǊǎ ƎŜǘ ƻǇǇƻǊǘǳƴƛǘȅ ƻŦ ŀ ƭƛŦŜǘƛƳŜ ǿƛǘƘ 5ƛǎƴŜȅΦέ SABC News, 26 Feb. 

2016, www.sabc.co.za/news/a/b04c39004bd2f040b6a1b696fb2bb898/African-filmmakers-get-

opportunity-of-a-lifetime-with-Disney-. Accessed 10 Dec. 2016.   

 

aŜƭŀƎǊŀƴƻΣ {ǘŜǇƘŜƴΦ άaǳǎƛŎŀƭ {ƘƻǊǘǎΦέ Speaking of Animation, 20 Jan. 2011, 

www.speakingofanimation.com/tag/animation/. Accessed 12 Jul. 2016. 

 

Moor, Andrew. Powell and Pressburger: A Cinema of Magic Spaces. New York: I.B. Tauris & Co Ltd, 

2012. E-book. 

 

http://www.peachpit.com/articles/article.aspx?p=22799
http://www.animationmagazine.net/features/khumba-earns-stripes/
http://www.sabc.co.za/news/a/b04c39004bd2f040b6a1b696fb2bb898/African-filmmakers-get-opportunity-of-a-lifetime-with-Disney-
http://www.sabc.co.za/news/a/b04c39004bd2f040b6a1b696fb2bb898/African-filmmakers-get-opportunity-of-a-lifetime-with-Disney-
http://www.speakingofanimation.com/tag/animation/


Carelize Jacobs | 104 

 

---Φ άDƻǘƘƛŎ wƛƻǘǎΥ ¢ƘŜ ²ƻǊƪ ƻŦ IŜƛƴ IŜŎƪǊƻǘƘΦέ Criterion, 20 Nov. 2009, 

www.criterion.com/current/posts/404-gothic-riots-the-work-of-hein-heckroth. Accessed 15 March 

2016. 

 

Musburger, Robert, and Gorham Kindem. Introduction to Media Production: The Path to Digital 

Media Production. Burlington: Elsevier, 2009. Print. 

 

National Film Board of Canada. άaŀƪƛƴƎ aǳǎƛŎ ŦƻǊ !ƴƛƳŀǘƛƻƴΦέ Vimeo, uploaded by National Film 

Board of Canada, 12 Jan. 2012, vimeo.com/34973892. Accessed 6 Sept. 2016. 

 

Ox, Jack, and Cindy KeeferΦ άOn Curating Recent Digital Abstract Visual Music.έ Centre for Visual 

Music, Aug. 2006, www.centerforvisualmusic.org/Ox_Keefer_VM.htm. Accessed 12 April 2016.  

 

Parent, Rick. Computer Animation: Algorithms and Techniques. 3rd ed. Waltham: Elsevier, 2012. 

Print. 

 

Pienaar, Annike. Personal Interview. 31 August 2016. 

 

wŀƴƪŜǊΦ ά[ƛǎǘ ƻŦ CŀƳƻǳǎ !ƴƛƳŀǘƻǊǎΦέ Ranker, N.d., www.ranker.com/list/notable-

animator_s)/reference?var=12&utm_expid=16418821-253.dgKpuxg9TBK3y97m-

jxKrg.1&utm_referrer=https%3A%2F%2Fwww.google.co.za%2F. Accessed 23 Sept. 2016. 

 

wƻǿƭŜȅΣ {ǘŜǇƘŜƴΦ ά[ƛŦŜ wŜǇǊƻŘǳŎŜŘ ƛƴ 5ǊŀǿƛƴƎǎΥ wŜŀƭƛǎƳ ƛƴ !ƴƛƳŀǘƛƻƴΦέ Sterow.com, 1 Nov. 2006, 

http://www.sterow.com/?p=797. Accessed 6 Feb. 2017.  

 

wǳƴŘŜƭƭΣ {ŀǊŀƘΦ άLƭƭǳǎƛƻƴ ƻŦ aƻǘƛƻƴΥ aǳǎƛŎ ŀƴŘ !ƴƛƳŀǘƛƻƴΦέ Animation Studies, 19 Sept. 2016, 

blog.animationstudies.org/?p=1546. Accessed 30 Sept. 2016. 

 

{! /ǊŜŀǘƛǾŜ bŜǘǿƻǊƪΦ ά!ǿŜǎƻƳŜ ŎƘŀǘ ǿƛǘƘ ŀƴƛƳŀǘƛƻƴ ŘƛǊŜŎǘƻǊΣ ŀƴƛƳŀǘƻǊ ŀƴŘ ƛƭƭǳǎǘǊŀǘƻǊ vǳŜƴǘƛƴ 

±ƻƎŜƭΦέ SA Creative Network: Animation, 27 May 2013, sacreativenetwork.co.za/2013/05/awesome-

chat-with-animation-director-animator-and-illustrator-quentin-vogel/. Accessed 16 Oct. 2016. 

 

http://www.criterion.com/current/posts/404-gothic-riots-the-work-of-hein-heckroth
http://vimeo.com/34973892
http://www.centerforvisualmusic.org/Ox_Keefer_VM.htm
http://www.ranker.com/list/notable-animator_s)/reference?var=12&utm_expid=16418821-253.dgKpuxg9TBK3y97m-jxKrg.1&utm_referrer=https%3A%2F%2Fwww.google.co.za%2F
http://www.ranker.com/list/notable-animator_s)/reference?var=12&utm_expid=16418821-253.dgKpuxg9TBK3y97m-jxKrg.1&utm_referrer=https%3A%2F%2Fwww.google.co.za%2F
http://www.ranker.com/list/notable-animator_s)/reference?var=12&utm_expid=16418821-253.dgKpuxg9TBK3y97m-jxKrg.1&utm_referrer=https%3A%2F%2Fwww.google.co.za%2F
http://www.sterow.com/?p=797
https://blog.animationstudies.org/?p=1546
http://sacreativenetwork.co.za/2013/05/awesome-chat-with-animation-director-animator-and-illustrator-quentin-vogel/
http://sacreativenetwork.co.za/2013/05/awesome-chat-with-animation-director-animator-and-illustrator-quentin-vogel/


Carelize Jacobs | 105 

 

{ŀǊǘƻΣ 5ŀƴΦ ά!ŘǊƛŀƴ .ŜƭŜǿ ŀƴŘ ǘƘŜ aǳǎŎƛŀƭ DŜƴƛǳǎ ƻŦ tƛȄŀǊΩǎ ΨtƛǇŜǊΩΦέ Animation World Network, 6 

Jul. 2016, www.awn.com/animationworld/adrian-belew-and-musical-genius-pixar-s-piper. Accessed 

23 Sept. 2016.   

 

Sauer, Danielle and Yee-IƻƴƎΣ ¸ŀƴƎΦ άaǳǎƛŎ-5ǊƛǾŜƴ /ƘŀǊŀŎǘŜǊ !ƴƛƳŀǘƛƻƴέΣ ACM Transactions on 

Multimedia Computing, Communications, and Applications, Vol. 5, No. 4, Oct. 2009. 27:1-27:16. 

Print. 

 

Schonbrun, Marc. The Everything Reading Music Book with CD: A Step-by-step Introduction to 

Understanding Music Notation and Theory. Avon, MA: Adams Media, 2005. Print. 

 

Small, Christopher. Musicking: The Meanings of Performing and Listening. Hanover: Wesleyan 

University Press, 1998. Print. 

 

{ƳƛǘΣ wǳŀƴΦ άLƴǘŜǊǾƛŜǿ ǿƛǘƘ !ƴǘƘƻƴȅ {ƛƭǾŜǊǎǘƻƴ ς Animation Producer, ²ǊƛǘŜǊ ŀƴŘ 5ƛǊŜŎǘƻǊΦέ 

Pixelsmithstudios, 23 Aug. 2013, pixelsmithstudios.com/blog/honorable-mention/interview-with-

anthony-silverston-animation-producer-writer-and-director. Accessed 8 Nov. 2016.  

 

Snaddon, Daniel. Personal Interview. 30 August 2016. 

 

Subotnick, Steven. Animation in the Home Digital Studio: Creation to Distribution. Burlington: 

Elsevier Science, 2003. Print. 

 

Thomas, Frank, and Ollie Johnston. The Illusion of Life. New York: Disney Edition, 1981. Print. 

 

¢ǊƛƎƎŜǊŦƛǎƘΦ άtǊƻŘǳŎǘƛƻƴ bƻǘŜǎ - YƘǳƳōŀέΦ Indigenous Film Distribution, 2016, 

www.indigenousfilm.co.za/wp-content/uploads/2013/07/Press-Kit-Final-KHUMBA.pdf. Accessed 10 

Dec. 2016.  

 

TVTropes. ά¢ƘŜ ¢ǿŜƭǾŜ tǊƛƴŎƛǇƭŜǎ ƻŦ !ƴƛƳŀǘƛƻƴΦέ TVTropes, N.D., 

tvtropes.org/pmwiki/pmwiki.php/Main/TheTwelvePrinciplesOfAnimation. Accessed 11 Aug. 2016.  

 

http://www.awn.com/animationworld/adrian-belew-and-musical-genius-pixar-s-piper
http://pixelsmithstudios.com/blog/honorable-mention/interview-with-anthony-silverston-animation-producer-writer-and-director
http://pixelsmithstudios.com/blog/honorable-mention/interview-with-anthony-silverston-animation-producer-writer-and-director
http://www.indigenousfilm.co.za/wp-content/uploads/2013/07/Press-Kit-Final-KHUMBA.pdf
http://tvtropes.org/pmwiki/pmwiki.php/Main/TheTwelvePrinciplesOfAnimation


Carelize Jacobs | 106 

 

University of Notre Dame. άtǊƻŦŜǎǎƻǊ Brings Animation to Life in New Book and /ƻǳǊǎŜΦέ University 

of Notre Dame, 6 Aug. 2013, ftt.nd.edu/news/54440-professor-brings-animation-to-life-in-new-

book-and-course/. Accessed 12 Dec. 2016. 

 

Usesthis. άWhat do people use to get stuff done? ς ¢ƘŜ {ŜǘǳǇΥ LƴǘŜǊǾƛŜǿ ǿƛǘƘ WƻƘƴ YǊƛŎŦŀƭǳǎƛΦέ 

Usesthis, 3 Aug. 2012, usesthis.com/interviews/john.kricfalusi/. Accessed 12 Sept. 2016. 

 

Venter, Nico. Personal Interview. 30 August 2016. 

 

Webster, Chris. Animation: The Mechanics of Motion. Burlington: Elsevier, 2005. Print. 

 

Wells, Paul. Understanding Animation. London: Routledge, 1998. Print. 

 

---. Animation: Genre and Authorship. London: Wallflower, 2002. Print. 

 

Western Michigan University. ά¢ƘŜ 9ƭŜƳŜƴǘǎ ƻŦ aǳǎƛŎΦέ Wmich.edu, 16 April 2014, 

www.wmich.edu/mus-gened/mus170/RockElements.pdf. Accessed 13 Dec. 2016. 

 

Whitaker, Harold, John Halas and Tom Sito. Timing for Animation. 2nd ed. Burlington: Elsevier, 2009. 

E-book. 

 

Williams, Richard. ¢ƘŜ !ƴƛƳŀǘƻǊΩǎ {ǳǊǾƛǾŀƭ YƛǘΥ ! aŀƴǳŀƭ ƻŦ aŜǘƘƻŘǎΣ tǊƛƴŎƛǇƭŜǎ ŀƴŘ CƻǊƳǳƭŀǎ ŦƻǊ 

Classical, Computer, Games, Stop Motion and Internet Animators. Expanded edition. New York: 

Farrar, Straus and Giroux, 2009. Print. 

 

  

https://ftt.nd.edu/news/54440-professor-brings-animation-to-life-in-new-book-and-course/
https://ftt.nd.edu/news/54440-professor-brings-animation-to-life-in-new-book-and-course/
https://usesthis.com/interviews/john.kricfalusi/
http://www.wmich.edu/mus-gened/mus170/RockElements.pdf


Carelize Jacobs | 107 

 

Appendices 

 

Appendix 1: Interview Questions Guide 

 
Formalities: 

¶ Participant Information Sheet 

¶ Consent form 
 

Questions (semi structured and open ended): 
 

Involvement: 
1. What were your responsibilities in the film Khumba? (E.g. Modeling, Character development, 

Animation, ect.) 
2. What particular character(s) did you work on? 
3. Did you choose to animate particular scenes or was it assigned to you? 
4. Did you animate a dance scene in Khumba OR have you ever animated a dance scene in any 

other animation? Please describe the scenes36.  
 

Animatic: 
5. Please explain the process which was followed to develop and incorporate music into the 

Khumba storyline37. 
6. Was there sound incorporated in the animatic? If so, was it done to the correct timing? 
7. Did you use/work from an animatic when animating the dance scenes?38. 
8. How detailed were the musical scenes in the animatic? (E.g. was every movement that had 

to be animated shown, or was there just a rough indication of what should happen in the 
scene?) 
 

Animating-to-music: 
9. What did you receive that enabled you to animate the particular musical scene? (E.g. 

musical score, click track, tempt track, character design or personality.) 
10. How did you use these tools? (Did you use it in combination with, for example, a computer 

program or did you work on your gut feeling?) 
11. If you received the music, did you listen to it, work from a musical score/sheet music or did 

you work from both? 
12. How did you determine the correct timing of the musical scene? Did you work it out 

manually (frame by frame) or by acting it out or by using another way? 
13. What was challenging for you about animating the dance/musical scenes? Why do you think 

you struggled? (E.g. did it take you longer than other scenes?) 
14. Do you think it is more difficult to animate dancing animals than dancing humanoid 

characters? 
15. Do you know of any specific method other animators might use to animate to music? Please 

elaborate. 
 

  

                                                           
36 Start with 2nd part of this question if participant was NOT involved in Khumba 
37 Ask Khumba Lead Animators only. 
38 If YES answer next question, if NO continue with Question 9 
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Musical knowledge and skills: 

16. Do you have any musical knowledge or skills? (E.g. can you play a musical instrument or did 
you sing in a choir?) 

17. Do you have an innate musical talent or exceptional love for music?  
18. Do you understand basic musical concepts and how it relates to animation?39 

 
The use of musical knowledge and skills to animate musical scenes: 

19. Did you use knowledge of music to animate your character more believably? If so, which 
knowledge and skills did you use?40 

20. If you DID NOT use musical knowledge or skills, what other knowledge or skills did you use? 
(E.g. dance ability, etc.) 

21. Have you ever used a bar sheet and/or sheet music to animate a dance scene or do you 
know of somebody else who have used it? 

22. Do you understand how to use a bar sheet when animating movement (If not, explain)? 
23. Do you know how music was animated in earlier days (If not, explain)? 

 
tǊƻǇƻǎƛǘƛƻƴ ƻŦ ΨƴŜǿΩ ƳŜǘƘƻŘΥ 

24. After explaining suggested musical competencies and proposed method: What are your 
thoughts about this? Do you think with a basic knowledge of music and this method, you 
would have been able to animate a dance scene more believably or efficiently? 
 
 
 

Thank you! 
 

  

                                                           
39 If YES, ask to elaborate, if NO explain it to them. 
40 Only ask if they DO HAVE music knowledge 
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Appendix 2: Transcript of Interviews 

 
This is a transcript of interviews which were conducted and analysed for purposes of this research. 
The interviews were held with the following nine animators of whom most of them were involved 
with the production of the animation feature film Khumba. Only two animators were not involved 
with Khumba but were interviewed because they had experience in integrating music and animation 
in animation film: 
 
Á Matthew Lowry 
Á Nadia Darries 
Á Daniel Snaddon 
Á Kane Croudace 
Á Nico Venter 
Á Samantha Cutler 
Á Annike Pienaar 
Á Paul Lombard 
Á Harold Courchay 

 
(Note: This is a faithful transcription of the interviews. For the purposes of this research report, only 

the questions and answers pertaining to the research topic are reflected, while the other parts were 

omitted. This accounts for the gaps in times and, perhaps, the interrupted flow of the interviews.) 

 

INTERVIEW 1: 

Interview with Matthew Lowry (ML), animator at Triggerfish Animation Studio, who acted as Lead 

Animator in the animation feature film Khumba. 

Date: 29 August 2016 

Length: 38:51 Minutes 

Place:  Triggerfish Animation Studio, Cape Town 

CJ ²Ƙŀǘ ǿŜǊŜ ȅƻǳǊ ǊŜǎǇƻƴǎƛōƛƭƛǘƛŜǎ ƛƴ ǘƘŜ ŦƛƭƳ άYƘǳƳōŀέΚ 

ML On Khumba I was what was known as a lead animator. But essentially what that meant 
was I had two teams of what, 3/4 people each, in each team. And my, first 
responsibility was actually, character testing, rig testing, in the pre-production phase.  
So there was a pre-production phase for about a year. And during that time I did 
animation tests to try and find the character of the characters, to do motion tests just 
to find out what style of animation we wanted to do, what was achievable. And then 
a few technical tests on the rigs. As the rigging department developed the rigs, I kind 
of, you know, we try and break them, give them feedback. 

CJ Oh ja, makes sense. So did you animate particular scenes or characters, or were you 
just involved in that? 

ML We animated a few scenes.  So there was two of my teams.  One of the teams, did a 
musical scene which was the dancing ostrich around the camp fire. 

¢ƘŜ ƻǘƘŜǊ ǘŜŀƳΣ L ŘƻƴΩǘ ǘƘƛƴƪ ǘƘŜȅ ŀƴƛƳŀǘŜŘ ŀƴȅǘƘƛƴƎ ƳǳǎƛŎŀƭΦ  .ǳǘΣ ǘƘŜȅ ŀƴƛƳŀǘŜŘ ŀ 
lot of the action sequences.  And then they also got a few, conversational pieces.  So 
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we got a nice array of, dialogue scenes versus action scenes and then musical scenes 
as a nice kind of mix into that, because that was different to what a lot of the guys, 
including myself, had done before.  So it really touched on dancing characters and 
singing characters and that kind of stuff. 

CJ ¢ƘŀǘΩǎ ƛƴǘŜǊŜǎǘƛƴƎΦ  IŀǾŜ ȅƻǳ ǇŀǊǘƛŎǳƭŀǊƭȅ ȅƻǳǊǎŜƭŦ ŜǾŜǊ ŀƴƛƳŀǘŜŘ ǘƘŜ ŘŀƴŎƛƴƎΚ 

ML So I was involved in that dancing ostrich Bradley scene, to a certain extent.  So what 
the lead animators did was take the direction from the director and try and, get it 
ŀŎǊƻǎǎ ǘƘŜ ǘŜŀƳ ǎƻ ǘƘŀǘ ōȅ ǘƘŜ ǘƛƳŜ ǘƘŜ ǿƻǊƪ ƎŜǘǎ ōŀŎƪ ǘƻ ǘƘŜ ŘƛǊŜŎǘƻǊΣ ƛǘΩǎ ƎƻƴŜ 
through a couple of internal reviews.  And I tried my best to, to use my very slight 
musical background to keep the whole thing on beats.  Because we were given music 
upfront. 

 It was really easy with people like Sam Cutler who has a dancing and musical 
background.  And the other guys really came to the game, ball game as well.  Before 
ǘƘŀǘ L ƘŀŘƴΩǘ ŘƻƴŜ ŀƴȅǘƘƛƴƎ ƳǳǎƛŎŀƭ ŀǎ ŦŀǊ ŀǎ ŀƴƛƳŀǘƛƻƴ ƛǎ ŎƻƴŎŜǊƴŜŘΦ  LΩŘ ƴŜǾŜǊ ŘƻƴŜ 
ŀƴȅ ŘŀƴŎƛƴƎ ǎŎŜƴŜǎΦ !ƴŘ LΩƳ ƴƻǘ ǎǳǊŜ ƛŦ ǘƘŀǘ Ƴŀƴȅ ƻŦ ǘƘŜ ǘŜŀƳ ƘŀŘ ŜƛǘƘŜǊΦ  .ǳǘ L ŎƻǳƭŘ 
be mistaken.  But myself, no.  I had never done anything like that.  So it was a real 
challenge. 

CJ 5ƻ ȅƻǳ ǘƘƛƴƪ ǘƘŜǊŜΩǎ ŀ ǊŜŀǎƻƴ for not many dancing being done in general? 

ML WŀΦ  L ǘƘƛƴƪ ǘƘŜǊŜΩǎ ŀ ǾŜǊȅ ǎǇŜŎƛŦƛŎ ǊŜŀǎƻƴΦ  !ƴŘ ǘƘŀǘΩǎ ǘƘŜƛǊ ŘŀƴŎƛƴƎ ŀƴƛƳŀǘƛƻƴ ǿŀǎ ǾŜǊȅΣ 
very tricky. You have to keep very strictly to the beats and very strictly to the time, of 
ǘƘŜ ƳǳǎƛŎ ŀƴŘ ƛǘΩǎΣ ŘŀƴŎƛƴƎ involves a lot of, shuffling around and specific feet 
ƳƻǾŜƳŜƴǘǎ ŀƴŘΣ ƛǘΩǎ ŀ ǾŜǊȅ ǘǊƛŎƪȅ ǘƘƛƴƎ ǘƻ ƎŜǘ ŀŎǊƻǎǎΦ  ²Ƙŀǘ ǿŜ ƘŀŘ ƎƻƛƴƎ ŦƻǊ ǳǎ ǿŀǎ 
ǘƘŀǘ ƛǘ ǿŀǎ ŀƴƛƳŀƭǎ ŘŀƴŎƛƴƎΦ  L ǿŀǎƴΩǘ ƘǳƳŀƴ ŘŀƴŎƛƴƎΦ  {ƻΣ ǘƘƻǎŜ ŀǊŜ ŜŀǎƛŜǊ ǘƻ ƎŜǘ 
across than humans which the audiŜƴŎŜ ǿƻǳƭŘ ǾŜǊȅ Ŝŀǎƛƭȅ ǎŜŜ ƛŦ ȅƻǳΩǊŜ ƴƻǘ ƎŜǘǘƛƴƎ ƛǘ 
right. 

CJ Ja.   

ML !ƴŘ ǿŜΩǾŜ ǎŜŜƴ ŀ ƭƻǘ ƻŦ ŘŀƴŎƛƴƎ ƛƴ ƻǳǊ ƭƛǾŜǎΦ Lƴ ŦƛƭƳ ŀƴŘ ƻƴ ¢± ŀƴŘ ǘƘŀǘ ƪƛƴŘ ƻŦ ǎǘǳŦŦΦ  
So we had that going for us.  

CJ Ja.  Great.  So please explain to me the process which was followed from developing 
and incorporating music into the Khumba storyline.  Was it written in? 

ML As far as I know, there was always one or two, I know the director had always had a 
vision to have music playing a fairly decent part in the, in the show.  The gong rocks 
of the little dassies were right in there from the beginning.  And the little chants that 
they do were also from the earliest revisions of the script, I remember them being in 
that.  And the music obviously of the Karoo has its own kind of very specific feel.  So 
it became quite a unique aspect to the film, the music.  And I think it was fairly 
intentional to have it in there early.  I think it was used as a kind of a pick up or to amp 
up anything to get little parts of the movie more energizing. 

CJ WŀΣ ǎƻ ƛǘ ǿŀǎ ΧώƛƴǘŜǊǾŜƴǘƛƻƴϐΦ 

ML So it was just part of the movie. 

CJ Written in. The animatic. Was there sound, incorporated into the animatic and, was 
it done to the precisely correct timing? 

ML So the previs and animatic, were beasts of their own.  And as with other forms of 
being involved in, the end product often ends up quite different to the previs and the 
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animatic.  And the story board for that matter.  And on top of that, the final edits 
might end up quite different to the, the initial animation we did.   

 For instance, with the Bradley scene, in the editing room, the song was cut a bit 
shorter than what it was when we animated it.  And that actually changed quite a bit 
of the beats and made it a different kind of scene than what we actually animated 
too.  So yes, the, the story boards and the animatic and the previs all had versions of 
the music.  By the time it got to final animation we had a pretty final version of the 
music.  But it was evolving through the entire process. 

CJ Ja. 

ML It changeŘ ǉǳƛǘŜ ƻŦǘŜƴ ŀƴŘΣ ǘƘŀǘΩǎ ƪƛƴŘ ƻŦ ǘƘŜ ƴŀǘǳǊŜ ƻŦ ǘƘŜ ōŜŀǎǘǎ ǿƛǘƘ ŀƴƛƳŀǘƛƻƴΦ  {ƻ 
ȅƻǳ Ŏŀƴ ƛƳŀƎƛƴŜ ǿƘŜƴ ŘƛŀƭƻƎǳŜ ŎŀƳŜ ŀƴŘ ǘƘŜ ǎŎǊƛǇǘ ŎƘŀƴƎŜǎΦ  LǘΩǎ ǘǊƛŎƪȅ ŜƴƻǳƎƘΦ  ¢ƘŜ 
ƳǳǎƛŎ ŎƘŀƴƎŜǎ ǘƘŀǘ ȅƻǳΩǊŜ ŀƴƛƳŀǘƛƴƎ ǘƻ ΧώƛƴǘŜǊǾŜƴǘƛƻƴϐΦ 

CJ Are already animated, ja. 

ML It does become a different kettle of fish.  But ja, what ended up on screen, everybody 
was happy with and it worked.   

CJ Ja. 

ML {ƻ ǘƘŀǘΩǎ ǊŜŀƭƭȅ ǘƘŜ Ŧƛƴŀƭ ǎŀȅΦ 

CJ Great.  Would you say that the animatic is like the most prominent guideline for the 
timing in musical scenes especially? 

ML Ja, I mean as you go up the ladder from storyboard to animatic to previs, uhm, things 
become more tight and more refined.  The previs edits is constantly being looked at 
by the director and the editor and those things become more and more refined. 
IƻǿŜǾŜǊΣ ƴƻǘƘƛƴƎ ƛǎ ǎŜǘ ƛƴ ǎǘƻƴŜΦ  bƻƴŜ ƻŦ ǘƘŜ ǇǊŜǾƛǎΩ ǘƘŀǘ ǿŜǊŜ ŀƴƛƳŀǘŜŘ ǿŜǊŜ ǘƘŜ 
ōƛōƭŜ ǘƘŀǘ ǿŜ ŎƻǳƭŘƴΩǘ ŎƘŀƴƎŜ ŦǊƻƳΦ  !ƴŘ ƳƻǊŜ ƻŦǘŜƴ ǘƘŀƴ ƴƻǘΣ ǘƘŜ ǇǊŜǾƛǎ ǿŀǎ Ǿŀǎǘƭȅ 
different to the final animation because things, as I say, get changed in edits. 

CJ Ja. 

ML And just during the animation process, animators would come up with ideas and, in 
particular people like Samantha, who has a background in dancing could bring other 
ǘƘƛƴƎǎ ǘƻ ǎŎŜƴŜǎ ǘƘŀǘ ƳŀȅōŜ ǘƘŜ ŘƛǊŜŎǘƻǊ ŘƛŘƴΩǘ ƘŀǾŜ ƛƴ ƳƛƴŘ ƻǊ ƘŀǾŜƴΩǘ ŜƴǾƛǎƛƻƴŜŘΦ  
{ƻ ȅŜǎΣ ǘƘŜǊŜ ǿŜǊŜ ƎǳƛŘŜƭƛƴŜǎΣ LΩŘ ǎŀȅ ǇǊŜǾƛǎ ǿŀǎ ǘƘŜ ǇǊƻŎŜǎǎ ƎǳƛŘŜƭƛƴŜΦ  ²Ŝ ƘŀŘ ǘƻ Řƻ 
the final product, but it changed the entire film. 

CJ WŀΦ  {ƻ ȅƻǳ ŘƛŘƴΩǘ ƘŀǾŜ ƭƛƪŜΣ ŜǎǇŜŎƛŀƭƭȅ ŦƻǊ ǘƘŜ ŘŀƴŎƛƴƎ ǇŀǊǘǎΣ ǎǇŜŎƛŦƛŎ ƳƻǾŜƳŜƴǘǎ ǘƘŀǘ 
was worked out in the animatic? 

ML As far as I remember, and he was quite, he was quite open to input for the dancing 
scene. I remember a lot of the dancing, not only for our Bradley scene, but for the 
chanting dassies, and a number of other parts being worked out by the animation 
director Quintin Vogel and people like Sam and people like Jaco and myself, just going 
into the room with a camera and doing stupid dance moves and looking like absolute 
ǿŜƛǊŘƻΩǎΦ  .ǳǘ ƘŀǾƛƴƎ ŀ ƭƻǘ ƻŦ Ŧǳƴ ŘƻƛƴƎ ǘƘŀǘΦ 

CJ Ja, ja. 

ML And a lot ƻŦ ƛǘ ŎŀƳŜ ǘƘǊƻǳƎƘ ƛƴ ǘƘŜ ŜƴŘΣ ǘƘŜǊŜΩǎ ǎƻƳŜ ƎƻƻŘ ŦƻƻǘŀƎŜ ƻŦ {ŀƳ ǿƛǘƘ ŀ 
ballet background doing the exact moves that ended up on screen.  So it was really 
one of the highlights of the film. 
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CJ ¢ƘŀǘΩǎΣ ǘƘŀǘΩǎ ƎǊŜŀǘΦ  {ƻ ǿƘŀǘ ǿŜǊŜ ǘƘŜ ǘƻƻƭǎ ǘƘŀǘ ǘƘŜ ŀƴƛƳŀǘƻǊs received that enabled 
them to animate the dancing?  Did they use only the animatic or they, got like the 
temporary track obviously to animate to, or what did they receive? 

ML {ƻ ǿƛǘƘ ǘƘŜ ǊŜƎǳƭŀǊ ǎŎŜƴŜǎΣ ǿŜΩŘ ŀƭǿŀȅǎ ǊŜŎŜƛǾŜΣ ŀ ŘƛǊŜŎǘƻǊΩǎ ǾƛŘŜƻΣ ŘƛǊŜŎǘƻǊΩǎ notes on 
ǿƘŀǘ ƘŜ ŘƛŘΣ ōǊƻŀŘ ǎǘǊƻƪŜǎ ƻŦ ǿƘŀǘ ƘŜ ǿŀƴǘŜŘ ŦƻǊ ǘƘŜ ǎŎŜƴŜ ƻǊ ŦƻǊ ǘƘŜ ǎƘƻǘΦ  ²ŜΩŘ 
ǊŜŎŜƛǾŜ ǘƘŜ ŘƛŀƭƻƎǳŜΣ ǿŜΩŘ ǊŜŎŜƛǾŜ ǇǊŜǾƛǎ ǾƛŘŜƻ ŀƴŘ ǘƘŜƴ ǘƘŜ ƭŀȅƻǳǘ ƻŦ ǘƘŜ ǎŎŜƴŜΦ  {ƻ 
ǘƘŀǘΩǎ Ƨǳǎǘ ǿƛǘƘ ǘƘŜ ǊŜƎǳƭŀǊ ƴƻǊƳŀƭ ǎƘƻǘ ŀƴŘ ǎŎŜƴŜǎΦ  Lƴ ŀŘŘƛǘƛƻƴ ǘƻ ǘƘŀǘΣ ŦƻǊ the musical 
scenes, we did get the music upfront most of the time.  Even if it was scratch or temp 
music.  We did get a time code for how beats were, were going to happen.  And then 
like I say, a lot of it was worked out in the, in the video room with the animation 
director and, the lead animator, and then the animators.  So ja, when they handed 
over the shots, you get a lot of, a lot of input as to what the director wants, but a lot 
of it comes down to the animator himself and his vision for the shot.  They work, they 
ǿƻǊƪŜŘ ƻǳǘΣ LΩŘ ǎŀȅ ŀǘ ƭŜŀǎǘ рл҈ ƻŦ ǿƘŀǘ ŜƴŘŜŘ ǳǇ ƻƴ ǎŎǊŜŜƴ ǿŀǎ ǘƘŜ ŀƴƛƳŀǘƻǊΩǎ ƻǿƴ 
kind of imagining and workflow and acting and creativity.  The director and the 
ŀƴƛƳŀǘƛƻƴ ŘƛǊŜŎǘƻǊ Ŏŀƴ ƻƴƭȅ Ǝƻ ǎƻ ŦŀǊ ǘƻ ǎŀȅ ǿƘŀǘ ǘƘŜȅ ǿŀƴǘΦ  ¢ƘŜƴ ƛǘΩǎ ǘƘŜ ŀƴƛƳŀǘƻǊΩǎ 
job to keep in that vision, but make the shot your own. 

CJ Ja.  Definitely. 

ML {ƻ LΩŘ ǎŀȅ ǘƘŜ ǎǘǳŦŦ ǘƘŀǘ ǿŀǎ ƘŀƴŘŜŘ ƻǾŜǊ ǿŀǎ ŜȄŀŎǘƭȅ ǿƘŀǘ ǿŜ ƴŜŜŘŜŘ ǘƻ ǘƘŜƴ ǘŀƪŜ ƛǘ 
forward and make the shots our own. 

CJ Who worked out, you just said that, you received like the timing and stuff.  Who was 
responsible for working that out? 

ML So the, obviously for the musical stuff, there was a musical director, a music composer 
named Bruce Retief.  And obviously he had huge influence with the director and to 
how the, what kind of music they were going to use in the film. From there, it was an 
easy process of handing over the scratch tracks, working out the tempo and then 
doing the maths to work that into the twenty four frames a second kind of animation 
stuff. 

CJ So the animators did the maths? 

ML WŀΣ L ƳŜŀƴ ƛǘΩǎ ƴƻǘ ǊŜŀƭƭȅ ǘƘŀǘ ŎƻƳǇƭƛŎŀǘŜŘΦ .ǳǘΣ ŦƻǊ ǇŜƻǇƭŜ ƭƛƪŜ ƳŜ ǿƘƻ ǎǘǊǳƎƎƭŜŘ ǿƛǘƘ 
maths in school, maybe it was a little bit more complicated. 

CJ WŀΣ ƧŀΦ  {ƻ ȅƻǳ ƭƛǎǘŜƴŜŘΣ ȅƻǳ ǊŜŎŜƛǾŜŘ ŀ ǘŜƳǇ ǘǊŀŎƪΣ ōǳǘ ȅƻǳ ŘƛŘƴΩǘ ƎŜǘ ǎƘeet music or 
anything that you worked from.  It was just audio or video? 

ML L ŎŀƴΩǘ ǊŜƳŜƳōŜǊΦ  L ŘƻƴΩǘ ǊŜƳŜƳōŜǊ ƎŜǘǘƛƴƎ ŀƴȅ ǎƘŜŜǘ ƳǳǎƛŎ ǎǇŜŎƛŦƛŎŀƭƭȅ ōŜŎŀǳǎŜ ǘƘŜ 
stuff was very dance orientated.  It was really about the beats than the dance moves 
themselvesΦ  LΩƳ ǎǳǊŜ ǘƘŀǘ ǎǘǳŦŦ ŎƻǳƭŘ ƘŀǾŜ ōŜŜƴ ǊŜǉǳŜǎǘŜŘ ƛŦ ƛǘ ǿŀǎ ƴŜŜŘŜŘ ōȅ ŀƴȅƻƴŜΦ  
L ŘƻƴΩǘ ƪƴƻǿΣ L ǿŀǎ ƛƴ ŀ ōŀƴŘ ŀƴŘ L ǇƭŀȅŜŘ ƎǳƛǘŀǊ ŦƻǊ ȅŜŀǊǎΣ ōǳǘ L ŎŀƴΩǘ ǊŜŀŘ ǎƘŜŜǘ ƳǳǎƛŎΦ  
L ŘƻƴΩǘ ƪƴƻǿ ƛŦ ŀƴȅƻƴŜ ŜƭǎŜ ƛƴ Ƴȅ ǘŜŀƳǎ ŎƻǳƭŘ ǊŜŀŘ ǎƘŜŜǘ ƳǳǎƛŎΦ  {ƻ ƛǘ ƳƛƎƘǘ ƴƻǘ ƘŀǾŜ 
been that useful to us. 

CJ Ja, ja. 

ML LΩƳ ǎǳǊŜ ƛǘ ŎƻǳƭŘ ƘŀǾŜ ōŜŜƴ ǇǊƻǾƛŘŜŘ ƛŦ ƴŜŎŜǎǎŀǊȅΦ 

CJ Okay.  What was specifically challenging about working with that particular musical 
scene and why do you think you struggled with that? 
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ML The Bradley scene, the daƴŎƛƴƎ ǎŎŜƴŜΣ L ŘƻƴΩǘ ƪƴƻǿ ƛŦ ƛǘ ǿŀǎ ŀ ƘǳƎŜ ǎǘǊǳƎƎƭŜ ƳƻǊŜ ǘƘŀƴ 
any other shots.  But it was a challenge.  I suppose an obvious answer is that no one 
had seen a dancing ostrich before and what is that look.  A lot of dancing happens 
with the arms, and he has wings.  So what do you do with the wings and how do you 
ǘǊŀƴǎƭŀǘŜ ŀ ŘŀƴŎŜ ƳƻǾŜ ǘƻ ŀƴ ƻǎǘǊƛŎƘ ŘŀƴŎŜ ƳƻǾŜΚ  [ƛƪŜ L ǎŀƛŘΣ ǘƘŀǘΩǎ ŀƭƭ ǎǘǳŦŦ ǘƘŀǘ 
happen on the [indistinct] and animators worked it out and decided, came up with a 
solution to translate the musical dance number into an ostrich dance number.  On the 
ƻǘƘŜǊ ƘŀƴŘΣ ȅƻǳ ƭƻƻƪ ŀǘ ǘƘŜΣ ǘƘŜ ōŀƭƭŜǘ ǎŜŎǘƛƻƴ ƻŦ .ǊŀŘƭŜȅΩǎ ŘŀƴŎŜ ŀƴŘ ŦƻǊ ƳŜ ǘƘŀǘ 
seemed like one of the most fluent pieces of animation.  And that, I think you can 
attest to the fact that Sam is a very good ballet dancer.  She knew exactly what she 
ǿŀǎ ŘƻƛƴƎΣ ǊŜƎŀǊŘƛƴƎ ǘƘŜ ƳƻǾŜǎ ǘƘŜƳǎŜƭǾŜǎ ŀƴŘ ǎƘŜΩǎ ŀ ǾŜǊȅ ƎƻƻŘ ŀƴƛƳŀǘƻǊΦ  !ƴŘ 
ǎƘŜΩǎ ǇŀǎǎƛƻƴŀǘŜ ŀōƻǳǘ ŘŀƴŎŜ ŀƴŘ ƳǳǎƛŎΦ  {ƻ ǘƘŀǘ ǊŜŀƭƭȅ ŎŀƳŜ ǘƘǊƻǳƎƘ ǾŜǊȅ ǿŜƭƭΦ  
Whereas maybe with the ostrich dance scene, we ƘŀŘ ǇŜƻǇƭŜ ƭƛƪŜ ƳŜ ǿƘƻ ŎŀƴΩǘ ŘŀƴŎŜ 
to say the least.  Maybe you saw a bit of the awkward flailing limbs and weird dance 
moves coming through, which in itself has its own character I suppose. 

CJ Okay.  And do you have like a specific method or workflow that you go about when 
animating a dance scene, or is it just like you just said, getting reference footage, 
playing around, seeing what works and then taking it from there. 

ML WŀΣ LΩŘ ǎŀȅΣ ƳƻǊŜ ǘƘŀƴ ŀƴȅ ƻǘƘŜǊ ǘȅǇŜ ƻŦ ŀƴƛƳŀǘƛƻƴΣ ǊŜŦŜǊŜƴŎŜ ŦƻƻǘŀƎŜ ƛǎ ƛƳǇƻǊǘŀƴǘΦ  
You can look back at the early Disney stuff of the dancing princesses and see a 
reference to that stuff properly. 

CJ Ja. 

ML .ŜŎŀǳǎŜ L ŘƻƴΩǘ ƪƴƻǿ Ƙƻǿ ƳǳŎƘ ŀ рл ȅŜŀǊ ƻƭŘ 5ƛǎƴŜȅ ŀƴƛƳŀǘƻǊ Ŏŀƴ ŘŀƴŎŜ ƭƛƪŜ ǘƘŜȅ 
dance in those shows.  There was a lot of reference used.  Sometimes to the point of, 
L ŘƻƴΩǘ ǿŀƴǘ ǘƻ ǎŀȅ ǊƻǘƻǎŎƻǇŜ ƛƴ ŀ ōŀŘ ǿŀȅΣ ōǳǘ ǘƘŜȅ ƘŜŀǾƛƭȅ ǊŜŦŜǊŜƴŎŜŘ ǘƘŜ ŘŀƴŎƛƴƎ 
ŦƻƻǘŀƎŜΦ  !ƴŘ ŦƻǊ ǎŎŜƴŜǎ ƭƛƪŜ ǘƘŀǘΣ ƛǘΩǎ ƴƻǘ ŀƭǿŀȅǎ ŀ ōŀŘ ǘƘƛƴƎΦ  !ƴŘ ǘƘŜȅ ŘƛŘ ŀƳǇ ǳǇ 
the animation with slightly more twelve rules of animation, that type of stuff.  But 
some of it is very rotoscope.  And again, not a bad thing. 

CJ Ja. 

ML Uhm, just to go back to your initial question, about the method. So the method itself 
I would say is heavy, heavily referenced.  And then very specific blocking, because if a 
ŘŀƴŎŜ ǎŜǉǳŜƴŎŜ ƎŜǘǎ ŀǿŀȅ ŦǊƻƳ ȅƻǳΣ ƛǘ Ŏŀƴ ƎŜǘ ǾŜǊȅ ƳŜǎǎȅΦ LΩŘ ǎŀȅ ǘƘŜ ǎǘǊŀƛƎƘǘ ŀƘŜŀŘ 
method of animation would be tough to use on a dance sequence. 

.ŜŎŀǳǎŜ ȅƻǳ ƪƛƴŘ ƻŦ ŘƻƴΩǘ ƪƴƻǿ ǿƘŜǊŜ ȅƻǳΩǊŜ ƎƻƛƴƎΦ  ¸ƻǳΩǊŜ ŦƛƴŘƛƴƎ ȅƻǳǊ ǿŀȅ ǿƛǘƘ 
straight ahead.  And with blocking and pose-to-pose you have a bit more of a structure 
to your shot. 

CJ Ja, ja. 

ML {ƻ LΩŘ ǇǊƻōŀōƭȅ ǎǳƎƎŜǎǘ ŀ ǇƻǎŜ-to-pose, heavily blocked, heavily planned out, heavily 
referenced kind of workflow. That said, somebody that knows dance moves and that 
can dance themselves might find a straight ahead method more free and more kind 
of energetic than the latter, when it comes down to the animator. 

CJ Ja.  To animating.  So you just said you played guitar in a band.  Is that your only 
musical skill and? 

ML Ja, I mean I sang and played guitar horribly for a number of years, but I played. I was 
forced into playing recorder when I was very young. 
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CJ ώƭŀǳƎƘƛƴƎϐΦ  ²ŜǊŜƴΩǘ ǿŜ ŀƭƭΦ   

ML We all have that part of our lives.  I played keyboard and piano and that kind of thing.  
!ƴŘ ōƻǘƘ Ƴȅ ǇŀǊŜƴǘǎ ŀǊŜ ǾŜǊȅ ƳǳǎƛŎŀƭΦ  !ƴŘ L ƭƻǾŜ ƳǳǎƛŎΦ  LΩǾŜ ƭƛǎǘŜƴŜŘ ǘƻ ƛǘ Ƴȅ ǿƘƻƭŜ 
ƭƛŦŜΦ  {ƻ LΩǾŜ ƘŀŘ ŀƴ ǳǇōǊƛƴƎƛƴƎ ƛƴ ƳǳǎƛŎΦ ²ƘƛŎƘ L ǊŜŀƭƭȅ ŀǇǇǊŜŎƛŀǘŜΦ  .ǳǘ ŀǎ ŦŀǊ ŀǎ Ƴȅ 
skills, they are limited.  But I enjoy it anyway. 

CJ WŀΦ  {ƻ ȅƻǳΣ ŘƻƴΩǘ ƘŀǾŜ ǘƘŜƻǊȅ ǎƪƛƭƭǎ ƭƛƪŜ ȅƻǳ ǎŀƛŘ ƴƻ ƴƻǘŜ ǊŜŀŘƛƴƎ ǎǘǳŦŦΦ 

ML Absolutely no serious skills whatsoever. 

CJ So it was self-ǘŀǳƎƘǘΣ ƎǳƛǘŀǊ ŀƴŘ ΧΚ 

ML I suppose you could say self-taught. Uhm, I had a, guitar teacher who I frustrated for 
a few months.  But ja, like lot of the guys they just download stuff off the internet of 
ŦŜǿ ǾƛŘŜƻǎΦ  ¢Ƙŀǘ ǿŀǎ ǘƘŜ ŦƛƴŜ ǿŀȅΦ  LΩƳ ǎǳǊŜ ǘƘŀǘ L ǿƻǳƭŘ ōŜ ŀ ƭƻǘ ōŜǘǘŜǊ ƛŦ L ŀŎǘǳŀƭƭȅ 
practiced and learned to read music. 

CJ Do you understand basic musical concepts?  

ML The very basic musical concepts? 

CJ The very basic. 

ML {ǳǊŜΦ  LŦ ȅƻǳ ǿŜƴǘ ōŜȅƻƴŘ ǘƘŀǘΣ ȅƻǳΩŘ ǇǊƻōŀōƭȅ ōŜ ǎǇŜŀƪƛƴƎ DǊŜŜƪ ǘƻ ƳŜΦ  ²ƘƛŎƘ L 
ǎƘƻǳƭŘ ǳƴŘŜǊǎǘŀƴŘ ōŜŎŀǳǎŜ LΩƳ DǊŜŜƪΣ ōǳǘ L ŘƻƴΩǘΦ 

CJ hƘΣ ǊŜŀƭƭȅΚ  ¢ƘŀǘΩǎ ǎƻ ƛƴǘŜǊŜǎǘƛƴƎ ώƭŀǳƎƘƛƴƎϐΦ  hƪŀȅΣ ǿŜƭƭΣ LΩƭƭ ƎƛǾŜ ȅƻǳ ǘƘƛǎΦ  !ƴŘ ƧǳǎǘΣ LΩƭƭ 
just go through it with you now.  So just a few terms in music that relates to animation 
ǘŜǊƳǎΦ LǘΩǎ ǘŜǊƳǎ ƭƛƪŜ ǘƛƳƛƴƎ ǿƘƛŎƘ ƛǎ ƻōǾƛƻǳǎΣ ƳǳǎƛŎŀƭ ǘƛƳƛƴƎ ŀƴŘ ǘƘŜƴ ǇŜǊŦƻǊƳŀƴŎŜ 
timing. 

ML Mhm-mhm 

CJ And also, tempo which we can, in animation terms we can relate to pacing and stuff 
like that.  And then rhythm, which is obviously timing and, is worked out in frames per 
ōŜŀǘΦ {ƻ ǘƘŀǘΩǎ Ƨǳǎǘ ōŀǎƛŎ ƳǳǎƛŎŀƭΣ ǘƘƛƴƎǎ ǘƘŀǘ ŀƭǎƻ ŎƻƳŜǎ ǘƘǊƻǳƎƘ ƛƴ ŀƴƛƳŀǘƛƻƴ ŀƴŘ ŀƭƭ 
that. 

ML Right.   

CJ Before I go on with that paper, do you think you used any of your musical skills to 
animate the characters more believably? 

ML So I had, when you got in touch with me to begin with, I thought about it, because I 
wanted to give you something that you could usŜ ŀƴŘΣ LΩǾŜ ƴŜǾŜǊ ǊŜŀƭƭȅ ǘƘƻǳƎƘǘ ŀōƻǳǘ 
ǘƘŜ ŎƻƴƴŜŎǘƛƻƴ ǘƘƻǊƻǳƎƘƭȅΦ  L ǘƘƛƴƪ ŘŜŜǇ ŘƻǿƴΣ ǘƘŜǊŜΩǎ ǎƻƳŜ ǇŀǊǘ ƻŦ ƳŜ ǘƘŀǘ 
ǳƴŘŜǊǎǘŀƴŘǎ ǘƘŜ ōŜƴŜŦƛǘǎ ƻŦ ōŜƛƴƎ ŀōƭŜ ǘƻ ƪŜŜǇ ŀ ōŜŀǘΦ  !ƴŘ ǘƘŀǘΩǎ ƻƴŜ ǘƘƛƴƎ ŜǾŜƴ ƴƻǿ 
L ŘƻƴΩǘ ƘŀǾŜ ŦŀƴǘŀǎǘƛŎ ƳǳǎƛŎŀƭ ǎƪƛƭƭǎΦ L ƪƴƻǿ Ƙƻǿ ǘƻ ƪŜep a beat.  And essentially like 
ȅƻǳΩǾŜ Ƨǳǎǘ ƳŜƴǘƛƻƴŜŘΣ ǘŜƳǇƻ ŀƴŘ ǊƘȅǘƘƳΣ ŀƴŘ ǘƘƻǎŜ ƪƛƴŘ ƻŦ ǘƘƛƴƎǎΣ ƛƴŦƭǳŜƴŎŜ ȅƻǳǊ 
musical ability but your animation ability as well. 

CJ Ja. 

ML Timing and spacing are very prevalent in animation.  So hopefully subconsciously, 
having a bit of rhythm myself has helped my animation, and it is important to 
understand the importance of variety and rhythm in animation, so that your 
ŀƴƛƳŀǘƛƻƴ ŘƻŜǎƴΩǘ ŎƻƳŜ ŀŎǊƻǎǎ ŀǎ Ƴƻƴƻǘƻƴƻǳǎ ŀƴŘ ƘŀǾƛƴƎ ǘƘŜ ǎŀƳŜ ǘƻƴŜ ŀƴŘ ǘƘŜ 
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same tempo throughout.  ¢ƘŜǊŜΩǎ ǎƻƳŜǘƘƛƴƎ ŀ ŎƻǳǇƭŜ ŀƴƛƳŀǘƻǊǎ LΩǾŜ ƭƛǎǘŜƴŜŘ ǘƻΣ ƻǾŜǊ 
the years say about a shot where, a shot is a smaller version of a scene and a scene is 
a smaller version of a sequence.  And the same rule applies to each that you build your 
shot around the one main important pose, storytelling pose. 

CJ Mhm. 

ML But for me you also build your shot.  And the same applies to a scene or you build 
your scene around an important event or aspect and you build your sequence around 
ǘƘŜ ƛƳǇƻǊǘŀƴǘ ǎŎŜƴŜΣ ŜǘŎΦ  !ƴŘ LΩŘ ǎŀȅ that the same applies to the, you build your shot 
around an important rhythm and that rhythm has a crescendo and it will, if you have 
the same volume level, if you want to put it that way throughout your entire shot, 
ǘƘǊƻǳƎƘ ȅƻǳǊ ŜƴǘƛǊŜ ǎŎŜƴŜΣ ƛǘΩǎ ƎƻƛƴƎ ǘo become monotonous for the audience.  So 
there are definitely abs and flows in shots in scenes and sequences that hopefully 
came naturally to people that have a bit of musical background.  And I suppose if they 
ŘƛŘƴΩǘ ǘƘŀǘΩǎ ǿƘŀǘ ǘƘŜ ŘƛǊŜŎǘƻǊ ƻŦ ŀƴƛƳŀǘƛƻƴ lead and the animation director are there 
for, to help influence slightly more musically challenged animators. So I suppose if you 
ǘƘƛƴƪ ŀōƻǳǘ ƛǘ ǘƘŀǘ ǿŀȅΣ ƧŀΣ ƳǳǎƛŎŀƭ ǘŜƳǇƻ ŀƴŘ ƳǳǎƛŎŀƭ ǊƘȅǘƘƳ ƻǊ ōŜŀǘǎ ŜǾŜƴ ƛŦ ƛǘΩǎ ŀ 
bit subconsciously or indirectly. 

CJ What other skills would you say you used?  Like I know for instance Samantha will say 
the dance skills.  What do you think you, what other skills that you might have used. 

ML [ŜǘΩǎ ǎŜŜΦ  L Ŏŀƴ ƧǳƎƎƭŜΦ 

CJ [laughing].  Can you really?   

ML So basically, I think the most important skill the animator has is, like being a closet 
actor and I mean that in a sense that I, if you put me in front of a camera I will literally 
ƳŜƭǘΦ !ƴŘ ǎŜŜǇ ƛƴǘƻ ǘƘŜ ƎǊƻǳƴŘ ŀƴŘ ȅƻǳΩƭƭ ƴŜǾŜǊ ǎŜŜ ƳŜ ŀƎŀƛƴΦ  .ǳǘ ƛƴ ŦǊƻƴǘ ƻŦ ŀ ŎŀƳŜǊŀ 
with a ŦǊƛŜƴŘΣ ƪƴƻǿƛƴƎ ǘƘŀǘ ǘƘŀǘΩǎ ƴŜǾŜǊ ƎƻƛƴƎ ǘƻ ōŜ ǎŜŜƴ ōȅ ǘƘŜ ƎŜƴŜǊŀƭ ǇǳōƭƛŎΣ ǿŜ 
ƘŀǾŜ ŀ ƭƻǘ ƻŦ ŦǳƴΦ  {ƻ L ǘƘƛƴƪΣ LΩƳ ŀƴ ƛƴǘǊƻǾŜǊǘ ōȅ ƴŀǘǳǊŜΣ ōǳǘ ōŜƛƴƎ ŀōƭŜ ǘƻ ǘǳǊƴ ŀ ǎǿƛǘŎƘ 
and become a bit of an extrovert and being able to switch off your cringe, 
embarrassmeƴǘ ŦŀŎǘƻǊΣ ōŜŎƻƳŜǎ ǊŜŀƭƭȅ ƛƳǇƻǊǘŀƴǘΦ  LΩŘ ǎŀȅ ŀ ƭƻǘ ƻŦ ǘƘŜ Ǝǳȅǎ L ǘŀƭƪ ǘƻΣ 
ǘƘŜȅΩǊŜ ǊŜŀƭƭȅ ǎƘȅ ƛƴǘǊƻǾŜǊǘŜŘ ƪƛƴŘ ƻŦ ƎǳȅǎΣ ōǳǘ ǘƘŜȅ ƘŀǾŜ ǘƘŀǘ ŀōƛƭƛǘȅ ǿƘŜƴ ƛǘΩǎ 
necessary to become a bit of a class clown. 

CJ Ja. 

ML And dig into themselves and their life experience and become really actors, besides 
ōŜƘƛƴŘ ǘƘŜ ǎŎŜƴŜǎΦ  {ƻ LΩŘ ǎŀȅ ǘƘŀǘ ǿŀǎ ǎƻƳŜǘƘƛƴƎ L ƭŜŀǊƴŜŘ ƻǾŜǊ ǘƘŜ ȅŜŀǊǎ ǘƻ ƭŜǘ Ǝƻ ƻŦ 
my shyness and, and draw a life experience and become a bit of an actor. 

CJ WŀΦ  ¢ƘŀǘΩǎΣ ƧŀΣ ƭƛƪŜ 5ƛǎƴŜȅ ǿƘƻ ƘŀŘ ǇŜǊŦƻǊƳŀƴŎŜ Ŏƭŀǎses with the animators and such. 

ML Ja, we actually did that on Khumba as well. We brought in a coach and we did some 
ǊŜŀƭƭȅ ōƛȊŀǊǊŜ ŀƴŘ ǿŜƛǊŘ ŀŎǘƛƴƎ ŜȄŜǊŎƛǎŜǎ ǘƘŀǘ ǿŀǎΣ LΩƳ ǎƻ ƎƭŀŘ ǘƘŜȅ ƴŜǾŜǊ ŦƛƭƳŜŘ ǘƘŀǘΦ 
It was shockingly embarrassing. 

CJ [laughing] But ǘƘŀǘΩǎ ƎƻƻŘΦ  ¸ƻǳ ƴŜŜŘ ǘƘŀǘΦ  IŀǾŜ ȅƻǳ ŜǾŜǊ ǳǎŜŘ ƻǊ ƘŜŀǊŘ ƻŦ ŀ ōŀǊ ǎƘŜŜǘ 
to animated dancing? 

ML {ƻ LΩƳ ǘƘƛƴƪƛƴƎ ǘƘǊƻǳƎƘ ŀƭƭ ǘƘŜ ŀƴƛƳŀǘƛƻƴ ǎƘŜŜǘǎ LΩǾŜ ŎƻƳŜ ŀŎǊƻǎǎ ŀƴŘ ƛǎ ǘƘŀǘ ŀƴȅǘƘƛƴƎ 
to do with, the ex sheet? 

CJ LǘΩǎΣ ŀ ōƛǘ ŘƛŦŦŜǊŜƴǘΦ 
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ML Okay. 

CJ Whereas the ex sheet is used more for vocals and such. Which will be in the dancing 
that you used will be relevant.  But a bar sheet is more, everything is timed out in bars.  
LΩƭƭ ǎƘƻǿ ȅƻǳ ƴƻǿΦ 

ML hƪŀȅΦ  hƪŀȅΦ bƻΣ L ƘŀǾŜƴΩǘ ŎƻƳŜ ŀŎǊƻǎǎ ǘƘŀǘΦ 

CJ And do you know of anyone who uses it?  

ML bƻΣ L ŘƻƴΩǘ ǊŜŎŀƭƭ ǘƘŀǘΣ ōǳǘ ƛǘΩǎ ŘŜŦƛƴƛǘŜƭȅ ǎƻƳŜǘƘƛƴƎ L ǎƘƻǳƭŘ Ǉǳǘ ǎƻƳŜ ǊŜǎŜŀǊŎƘ ƛƴǘƻ ŦƻǊ 
the next time I get a musical. 

CJ WŀΦ  LΩƭƭ ƎƛǾŜ ȅƻǳ Ƴȅ ǎǳƎƎŜǎǘŜŘ ƳŜǘƘƻŘ ƴƻǿΦ 

ML Fantastic. 

CJ Okay.  So you probably, obviously Disney has a big influence on us animators. 

ML Mhm-mhm. 

CJ And, in those days, synchronized sound was, well animations was first animated and 
ǘƘŜƴ ǘƘŜ ƳǳǎƛŎ ǿŀǎ Ǉǳǘ ǘƻ ǘƘŜ ŀƴƛƳŀǘƛƻƴ ŀŦǘŜǊǿŀǊŘǎ ǿƘƛŎƘ ŘƛŘƴΩǘ ƘŀǾŜ ŀ ǾŜǊȅ 
successful effect, but Steamboat Willy came out with the first synchronized sound and 
it was amazing.  But then, Disney and the animators like searched for a better way to 
animate to music, and one of the animators, specifically Wilfred Jackson, who had a 
basic music, musical knowledge suggested that maybe you can use like the 
metronome and combine that with something visually that everyone can see and 
work from, where then the animators and the music department, instead of working 
separately combined their efforts and worked from one central place.  And they then 
came up with the bar sheet. 

ML Okay. 

CJ Which, like this one is also ex sheets, but in a sideway manner where they had written 
down the letters and such.  So this is, different bars, which will have a certain amount 
of frames in and, you know, to work out the timing and such. 

ML Right. 

CJ So this is where it began.  But then when they animated, they started writing the 
actions and such on the music sheets itself.  So to see where something happens in 
the music, they have, okay, here he says this or does this.  So on the music sheet itself, 
and then later they got a more complex thing and, they still had the music, but then 
ƳƻǊŜ ŀŎǘƛƻƴǎ ǿŜǊŜ ǿǊƛǘǘŜƴ ŘƻǿƴΣ ƳƻǊŜ ŎŀƳŜǊŀ ǾƛŜǿǎ ŀƴŘ Ƙƻǿ ƛǘΩǎ ƎƻƛƴƎ ǘƻ ŎƘŀƴƎŜ 
and such.  But then for some reason, the animatoǊǎ ŘŜŎƛŘŜŘ ǘƘŀǘ ǘƘŜȅ ŘƛŘƴΩǘ ƴŜŜŘ ǘƘŜ 
music on this bar sheet anymore.  So they kept the format of having the bars, but they 
ǘƘƻǳƎƘǘ ǘƘŜȅ ŘƛŘƴΩǘ ƴŜŜŘ ǘƘŜ ƳǳǎƛŎ ŀƴȅƳƻǊŜΦ  {ƻ ǘƘŜȅ ƘŀǾŜ ǘƘŜƴΣ ǘƘŜ ǎŜǘ ŀƳƻǳƴǘ ƻŦ 
drawn up frames or from the storyboards, and they will have the actions and so do 
the things.  So now this is problematic because this is what they are working from 
now.  No more music, not even a musical bar to write on everything.  They just write 
down the scenes and what happens in each scene.  Okay.  bƻǿ LΩƳ ǇǊƻǇƻǎƛƴƎ ǘƘŀǘ 
character animators should have like a basic sense of musical knowledge.   

ML Mhm-mhm 

CJ {ƻ LΩƳ ƎƻƛƴƎ ǘƻ ǳǎŜ ǘƘŜ ǎǇŜŎƛŦƛŎΣ ǘƘŜΣ ǘƘŜ ǎŎŜƴŜ ǿƘŜǊŜ .ǊŀŘƭŜȅ ŘƛŘ ōŀƭƭŜǘ ǘƻ {ǿŀƴ [ŀƪŜ 
as an example to demonstrate this method that I think will work. 
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ML Okay. 

CJ {ƻΣ ǘƘƛǎ ƛǎ {ǿŀƴ [ŀƪŜ ƻōǾƛƻǳǎƭȅ ǿǊƛǘǘŜƴ ōȅ ¢ŎƘŀƛƪƻǾǎƪȅ ŀƴŘ ƛǘΩǎ ǿǊƛǘǘŜƴ ŦƻǊ ŀƴ ƻǊŎƘŜǎǘǊŀΦ  
{ƻ ǘƘƛǎ ƛǎ ǘƘŜ ƻǊŎƘŜǎǘǊŀ ƴƻǘŀǘƛƻƴΦ  !ƴŘ LΩƳ ƴƻǘ ǎǳƎƎŜǎǘƛƴƎ ǘƘŀǘ ȅƻǳ ƴŜŜŘ ǘƻ ƪƴƻǿ Ƙƻǿ 
ǘƻ ǊŜŀŘ ƻǊŎƘŜǎǘǊŀǘƛƻƴΣ ōŜŎŀǳǎŜ ǘƘŀǘΩǎ ƴƻǘ ƎƻƛƴƎ ǘƻ ǿƻǊƪ ŀǘ ŀll and, obviously when it 
ŜƴŘǎ ƭƛƪŜ ǘƘƛǎΣ ƛǘΩǎ ƴƻǘΣ ƧŀΦ 

ML Right. 

CJ And this is about twelve pages long, but obviously the main theme of Swan Lake is, 
that [singing]. 

ML Mhm-mhm 

CJ !ƴŘΣ ǎƻ ǘƘŀǘ Ƴŀƛƴ ǘƘŜƳŜ Ŏŀƴ ōŜ ǎǳƳƳŜŘ ǳǇ ōȅΣ ƛǘΩǎ ǎǇŜŎƛŦƛŎŀƭƭȅ ŀƴ ƛƴǎǘǊǳƳŜnt that 
plays it so, it can be summed up like this as well and like shorter, more understandable 
music, but we only need the main theme which is this one piece of paper.  So from 
ǘǿŜƭǾŜ ǇŀƎŜǎ ǘƻ ƻƴŜΣ ǿƘƛŎƘ ƛǎ ǿƘŀǘ ǘƘŜ ŀƴƛƳŀǘƻǊǎ ǘƘŜƴ ŀƴƛƳŀǘŜ ƛǘ ǘƻΦ  {ƻ LΩƳ 
suggesting that character animators should know, basic terminology of, things such 
ŀǎΣ ŀƴŘŀƴǘŜΧ ǿƘƛŎƘ ƛǎ ǘƘŜ ǘŜƳǇƻ ŀƴŘ Ƙƻǿ ƛǘ ǎƘƻǳƭŘ ōŜ ǇƭŀȅŜŘΦ  !ƴŘ ǘƘŜƴ ƻŦ ŀ ŘȅƴŀƳƛŎǎ 
ǿƘƛŎƘ ȅƻǳ ǿƛƭƭ Ǉƻǎǎƛōƭȅ ƪƴƻǿΦ  /ƻǊǊŜŎǘ ƳŜ ƛŦ LΩƳ ǿǊƻƴƎΦ  [ƛƪŜ t ƳŜŀƴǎ ǾŜǊȅ ǎƻŦǘΦ 

ML Okay.  I got you. 

CJ Piano.  And F, very loud. 

ML Okay. 

CJ And then also, like this is mood terminology.  That says for instance it must be, swiftly 
but very expressive. 

ML Right. 

CJ {ƻΣ ǘƘŜƴ Ƨǳǎǘ ǘƻ ƪƴƻǿ ǘƘŀǘΩǎ ŀ ƘƛƎƘŜǊ ƴƻǘŜ ǘƘŀƴ ǘƘŀǘ ƻƴŜ ŀƴŘ ŀƭǎƻ ǘƘŜΣ ǘƘŜ ōŜats, time 
signatures, so that you can know that there is supposed to be full beats in that bar.  
That will also be made easier if you receive, with this, I propose that you receive an 
audio track and then a click track which points out the beats to the animator.  So, then 
with this, this a new type of bar sheet will be drawn up which will look something like 
ǘƘŀǘΦ  ²Ŝ ǿƛƭƭ ƘŀǾŜ ǘƘŜ ǘƛǘƭŜ ǿƘƛŎƘ ǿƛƭƭ ōŜΣ Ψ.ǊŀŘƭŜȅΩǎ ōŀƭƭŜǘ ǎŎŜƴŜΩΦ   

ML Mhm-mhm. 

CJ The tempo will then be, we will be able to work it out from, you know, having the 
beats per second by having the beats per second and, working out the tempo.  From 
there we can then work out the frames per beat as the math part of the thing.  So ja, 
tempo is obviously beats, per minute and then by dividing the beats per minute by 
the frames per beat, the frames per minute which is obviously twenty four frames by 
sixty, which we work in, then you will be able to get the frames per beat.  So then we 
will say for instance, there will be fifteen frames in the first, well, ƧŀΣ ǘƘŀǘΩǎ ƴƻǘ ƳǳŎƘΣ 
by five frames per beat. 

ML Okay. 

CJ And then you can work from there.  So then I suggest that, okay, so this is a bar and 
each bar will then have four beats in which is indicated by the time signature there.  
And then, the animator can write down the action and, what must happen in each 
frame while seeing and then hearing the audio track along with the storyboard, initial 
ǎǘƻǊȅōƻŀǊŘ ƛƳŀƎŜǎ ǿƘƛŎƘ ƳŀȅōŜ ǎƘƻǿǎ ƘƛƳ ƳŀƪƛƴƎΣ ƧŀΣ L ŘƻƴΩǘ ƪƴƻǿΣ ƎƻƛƴƎ ƻƴ Ƙƛǎ ǘƻŜǎ 
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or turning around and doing a cƛǾƛƭ ŀƴŘ ǎǳŎƘΦ  {ƻ ƛƴ ǘƘƛǎ ƳŀǘǘŜǊΣ ǘƘŜ ǊŜŀǎƻƴ LΩƳΣ 
suggesting that we rather use this method instead of just trying to get everything, 
from everywhere, is because of, here you can see everything on one page.  You can 
ŀƭǿŀȅǎ ǊŜŦŜǊ ōŀŎƪ ǘƻ ƛǘ ŀƴŘ ȅƻǳ ŘƻƴΩǘ ŦƻǊƎŜǘ ǘƘŀǘ ȅƻǳΩǾŜ ǿǊƛǘǘŜƴ ǎƻƳŜǘƘƛƴƎ Řƻǿƴ 
ǎƻƳŜǿƘŜǊŜ ŀƴŘΣ L ƪƴƻǿ ǘƘŀǘ ǿŜΩǊŜ ƭƛǾƛƴƎ ƛƴ ŀ ŘƛƎƛǘŀƭ ŀƎŜΣ ǎƻ ǘƘƛǎ ǿƛƭƭ ǇǊƻōŀōƭȅ ōŜ 
digitized and being open for changes and such.  And maybe you can, even be shown 
along maybe put in the bottom of a frame where you can see the reference footage.  
And then you can, according to the beats and bars, animate more, hopefully more 
believably. 

ML ²ŜƭƭΣ ǘƘŀǘ ƳŀƪŜǎ ǎŜƴǎŜΦ  L ǘƘƛƴƪ ȅƻǳΩǾŜ ŘŜƭǾŜŘ ƛƴǘƻ ǘƘŜ ǎǘǳŦŦ ǿŀȅ ƳƻǊŜ ǘƘŀƴ ŀƴȅ ƻŦ ǳǎ 
could. 

CJ [laughing]. 

ML And I think, by accident and because our sequences were quite short, we got lucky 
and were able to do it by ear. 

CJ Mhm, ja. 

ML However if we were animating a lot more musical sequences or a musical animation, 
I think this kind of stuff would become absolutely valuable because like you say, 
knowing what actions happen over how many frames is part of animation as it is.  And 
ŦƻǊ ŀƴ ŀƴƛƳŀǘƻǊ ǿƘƻΩǎ ƴƻǘ ǾŜǊȅ ƳǳǎƛŎŀƭƭȅ ƛƴŎƭƛƴŜŘ ǘƻ ƪƴƻǿ Ƙƻǿ ǾƻŎŀƭǎ ƻǊ ŘŀƴŎŜ ƳƻǾŜǎ 
ǿƻǳƭŘ ƘŀǇǇŜƴ ƻǾŜǊ ƳǳǎƛŎΣ ƳƛƎƘǘ ōŜŎƻƳŜ ǾŜǊȅ ǘǊƛŎƪȅΦ  {ƻ LΩŘ ǎŀȅΣ ƧŀΣ L mean this layout 
ǎŜŜƳǎ ŎƻƳǇƭŜǘŜƭȅΣ ƻōǾƛƻǳǎ ŀƴŘ ƳŀƪŜǎ ǎŜƴǎŜ ǘƻ ƳŜΦ  LΩŘ ǎŀȅ ƛǘ ǿƻǳƭŘ ōŜ ŀ ƘǳƎŜ ƘŜƭǇ 
for animators who had to do long musical sequences and probably essential, to plan 
the stuff out because the way we planned out the short musical sequences is a similar 
ǿŀȅΣ ōǳǘ ƴƻǘ ŘǊƛǾŜƴ ōȅ ǘƘŜ ƳǳǎƛŎΦ  Lǘ ǿŀǎ ŘǊƛǾŜƴ ōȅ ƻǳǊ ŜŀǊ ŀƴŘ ǘƘŀǘΩǎ ǿƘȅ L ǎŀȅ L ǘƘƛƴƪ 
we lucked out that we got it on beat and we got the right actions and the right frames 
ŀƴŘ ŘǊŜǿ ƻƴ ǇŜƻǇƭŜΩǎ ŜȄǇŜǊƛŜƴŎŜ ƭƛƪŜ {ŀƳΦ  !ƴŘ ǘƘŀǘΩǎ ǿƘȅ ǎƘŜ ǿŀǎ Ǝiven the dance 
sequence. Whereas if you had given me the ballet sequence, it might have come out 
rather ugly. 

CJ [laughing]. 

ML {ƻ ǘƘƛǎ ƪƛƴŘ ƻŦ ǎǘǳŦŦΣ ƧŀΣ L ŎƻƳǇƭŜǘŜƭȅ ŀƎǊŜŜ ǿƛǘƘ ȅƻǳǊ ǊŜŀǎƻƴƛƴƎΦ  ¢ƘŀǘΩǎ ǿŀȅ ƳƻǊŜ ƛƴ 
ŘŜǇǘƘ ǘƘŀƴ LΩŘ ŜǾŜǊ ǘƘƻǳƎƘǘ ŀōƻǳǘ ƛǘΣ ōǳǘ makes a lot of sense. 

CJ So do you think then with this, suggested basic, very basic musical knowledge that the 
animators would have then ς 

ML Well, what I like about it is that it touches on stuff that we already as animators use 
and have which is spacinƎ ŀƴŘ ǘƛƳƛƴƎΦ  tƻǎŜǎ ǇŜǊ ǎŜŎƻƴŘΣ ŦǊŀƳŜǎ ǇŜǊ ǎŜŎƻƴŘΦ  LǘΩǎ ƴƻǘ 
actually that different to what we know.  And what might become scary to an 
animator when they start seeing musical theory is a lot more obvious when you 
explain it like you have, that really all it is, is beats over frames, poses over frames.  
And in this case, notes over frames and how it affects the dance moves and tempo of 
ǇŜǊŦƻǊƳŀƴŎŜΦ  {ƻ L ǘƘƛƴƪ ǿƘŀǘΩǎ ƎƻƻŘ ŀōƻǳǘ ƛǘ ƛǎ ǘƘŀǘ ƛǘ ƳŀƪŜǎ ŀ ǇƻǘŜƴǘƛŀƭƭȅ ǊŜŀƭƭȅ 
frightening, scary, strange subject a little more approachable for animators. 

CJ aƘƳΦ  ¢ƘŀǘΩǎ ƎǊŜŀǘΦ  ²Ŝƭƭ ǘƘŀǘ ǿŀǎ ǊŜŀƭƭȅΣ ǊŜŀƭƭȅ ƘŜƭǇŦǳƭΦ  ¢Ƙŀƴƪ ȅƻǳ ǎƻ ƳǳŎƘΦ  ¸ƻǳΩǊŜ 
more than welcome to keep this as well. 

ML CŀƴǘŀǎǘƛŎΦ  LΩƳ ƎƻƛƴƎ ǘƻ ǎƘƻǿ Ƴȅ ŘŀŘ ōŜŎŀǳǎŜ ƘŜ ŀƴŘ ƳȅǎŜƭŦ ŎƻƭƭŜŎǘ ƳǳǎƛŎŀƭ 
memorabilia. 
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CJ Oh, really? 

ML And on top of that, animation memorabilia.  So this is like a nice combination of both. 

CJ WŀΦ  {ƻ ȅƻǳΩǊŜ ƳƻǊŜ ǘƘŀƴ ǿŜƭŎƻƳŜ ǘƻ ƪŜŜǇ ǘƘŀǘ ŀƴŘ ǇƭŜŀǎŜ ŜƳŀƛƭ ƳŜ ƛŦ ȅƻǳ ǘƘƛƴƪ ƻŦ 
anything or any insight that you might have or any suggestions. 

 

[END OF RECORDING] 

 

INTERVIEW 2: 

Interview with Nadia Darries (ND) an animator at Triggerfish Animation Studio. She was not involved 

in the animated feature film Khumba, but is currently working on Revolting Rhymes (which also 

includes dance scenes).  

Date: 29 August 2016 

Length: 23:31 Minutes 

Place:  Blue Route Mall, Cape Town 

CJ  Have you ever animated a dance sequence, or a musical scene?  

ND  In college. 

CJ  Can you describe the scene? 

ND With this little boy dancing on a wall, like on the side of a bridge, this little vicious 
state side camera, and he was just dancing from scene to scene. 

CJ  Was it a long scene? 

ND  LΩƳ ƴƻǘ ǎǳǊŜΣ ƛǘ ǿŀǎ ƭƛƪŜ ǘƘǊŜŜ ǎŜŎƻƴŘǎΦ 

CJ  ²ŀǎ ǘƘŜ ǿƘƻƭŜ ǎŎŜƴŜ ǿǊƛǘǘŜƴ ƛƴǘƻ ǘƘŜ ǎǘƻǊȅƭƛƴŜ ƻŦ ǘƘŜ Χ Κ 

ND  Ja, well, it was planned. 

CJ Was it planned beforehand?  And did you plan it out on an animatic, or was it in a 
storyboard-like plan? 

ND  Animatic. 

CJ And how detailed were the movements, like the specific dance movements in the 
animatic?   

ND Well, actually, that was completely based on like recorded reference. So we just 
recorded reference of us dancing, really at this particular beat, particular tempo, and 
then just use that reference then. 

CJ  Mm. 

ND  LΩƳ ŀŎǘǳŀƭƭȅ ŀƴƛƳŀǘƛƴƎ ǎƳŀƭƭ ƭƛǘǘƭŜ ŘŀƴŎŜǎ ǊƛƎƘǘ ƴƻǿΦ L ŦƻǊƎƻǘ ŀōƻǳǘ ƛǘΦΧ 

CJ  Is it?   

ND  Χ ŀǘ ǘƘŜ ƳƻƳŜƴǘΣ ƧŀΦ 
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CJ  What, what does it entail? 

ND  LǘΩǎ Ƨǳǎǘ ǘǿƻ ǎƳŀƭƭ ƭƛǘǘƭŜ ƎǳȅǎΣ ƭƛƪŜ L ŘƻƴΩǘ ƪƴƻǿΣ ǾŜǊȅ ΧΣ ǎƻǊǘ ƻŦ ƭƛƪŜ ŘŀŘΣ ŘŀŘ ŘŀƴŎŜǎΦ 

CJ  Oh ja, awkward sort dancing? 

ND WŀΣ ǎƻ ƛǘΩǎΣ ƛǘΩǎ ƭƛƪŜΣ ƛǘ ŘƻŜǎƴΩǘ ǊŜŀƭƭȅ ƴŜŜŘ ǘƻ ōŜ ƛƴΣ ȅƻǳ know, in tune with any music, or 
whatever, you know. 

CJ Did you choose to animate those scenes, or were they given to you?  Is it?  Did you 
choose to do them? 

ND  Ja, I also decided to make them dance. 

CJ  Oh, so it was a choice? 

ND  Ja. 

CJ ¢ƘŀǘΩǎ ƛƴǘŜǊŜǎting.  Did you, because some people say that animating dance scenes 
are harder than just normal animation scenes. 

ND  Why do they say that?   

CJ ¢ƘŀǘΩǎ ǿƘȅ LΩƳ ŀǎƪƛƴƎ ȅƻǳΦ  !ƴŘ ǎƻƳŜΣ ǘƘŜȅ ǎŀȅ ǘƘŀǘ ƛǘ Ƴŀȅ ōŜ ŎƘŀƭƭŜƴƎƛƴƎ ōŜŎŀǳǎŜ ǘƻ 
get the rhythm right, and ǘƘŜ ƭŜƎǎ ƳƻǾŜ ŀǘ ŀ ŎŜǊǘŀƛƴ ǘŜƳǇƻΣ ŀƴŘ ǘƘŜ ŀǊƳǎ ŘƻƴΩǘ ŀƭǿŀȅǎ 
move together, so to offset that? 

ND I think maybe why, I would imagine it, the reason why I think it would be hard, is like, 
ŀǎ ƻǇǇƻǎŜŘ ǘƻ ŀƴȅ ƻǘƘŜǊ ǇƘȅǎƛŎŀƭ ƭƛƪŜΣ ōŜŎŀǳǎŜ ƛƴ ŘŀƴŎƛƴƎΣ ƛǘΩǎ ǇǊŜǘǘȅ physical. So like 
ƛŦ ȅƻǳΩǊŜ ƎƻƛƴƎ ǘƻΣ L ƳŜŀƴΣ ǘƘŜ ǊǳƴƴƛƴƎ Χ  LŦ ȅƻǳΩǊŜ ƭƛƪŜ ŀƴƛƳŀǘƛƴƎ ŀ Ǝǳȅ ŘƻƛƴƎ ǇŀǊƪƻǳǊΣ 
ŦƻǊ ƛƴǎǘŀƴŎŜΣ L ǘƘƛƴƪ ŘŀƴŎƛƴƎ ƛǎ ŘƛŦŦŜǊŜƴǘ ōŜŎŀǳǎŜ ƛŦ ǘƘŜȅΣ ǳǎǳŀƭƭȅ ƛǘΩǎ ōŀǎŜŘ ƻƴ ŀ 
particular style of dancing that exists in your life, and you knƻǿΣ ȅƻǳΩǊŜ ƴƻǘ Ƨǳǎǘ ǘǊȅƛƴƎ 
ǘƻ ŎƻƴǾŜȅΣ ƻǊ ǘǊȅƛƴƎ ǘƻ ŀŎƘƛŜǾŜ ƭƛƪŜ ǇƘȅǎƛŎǎ ǘƘŀǘ ƳŀƪŜǎ ǎŜƴǎŜΣ ōǳǘ ȅƻǳΩǊŜ ŀƭǎƻ ǘǊȅƛƴƎ ǘƻ 
achieve that style of dance, and you know, you need to keep that particular kind of 
ŘŀƴŎŜΦ  {ƻ ƛǘΩǎ ƭƛƪŜ ŀ ŘƛŦŦŜǊŜƴǘ ŀǎǇŜŎǘ ǘƘŀǘ ȅƻǳ ƴŜŜŘ ǘƻ ŎƻƴǎƛŘŜǊΣ ƭƛƪŜ ƛŦ ȅƻǳ ŘƻƴΩǘ Řƻ 
ǘƘŀǘ ŘŀƴŎŜ ȅƻǳǊǎŜƭŦΣ ƛǘΩǎ Ƨǳǎǘ ƭƛƪŜ ŀƴƻǘƘŜǊ ǘƘƛƴƎ ǘƘŀǘ ȅƻǳ ƴŜŜŘ ǘƻ ƛƳŀƎƛƴŜ ǘƘŀǘΣ ȅƻǳ 
know, as like an extra challenge.   

CJ  Ja. 

ND  L ǘƘƛƴƪΣ ǘƻ ƳŜΣ ǘƘŀǘ ǿƻǳƭŘΣ ǘƘŀǘΩǎ ǿƘȅΣ ǿƘȅ ƛǘ ǿƻǳƭŘ ōŜ ƳƻǊŜ ŘƛŦŦƛŎǳƭǘΦ   

CJ Okay.  And what did you use, to animate the dance scenes?  Did you get like, for 
instance, I propose that you have a pre-recorded, well, you need the music obviously, 
to animate a dance scene, did you have the music for that dance scene with the little 
boy on the wall?   

ND L ŘƛŘƴΩǘΣ ōǳǘ ΧΣ ōŜŎŀǳǎŜ L ŜƴŘŜŘ ǳǇ ƳŀƪƛƴƎ ǘƘŜ ƳǳǎƛŎ ƳȅǎŜƭŦΣ ǎƻ L Ƨǳǎǘ ƪŜǇǘ ǘƻ ŀ ŎŜǊǘŀƛƴ 
tempo, so that it would fit, you know, there would be animation with the music was 
at that tempo, so that it kind of fits, you know?   

CJ  Ja, ja.  So you turned the process around?   

ND  Ja, ja, yes. 

CJ ²ƘƛŎƘ ŀƭǎƻ ǿƻǊƪǎΦ  {ƻ ŘƛŘ ȅƻǳ ǳǎŜ ƭƛƪŜ ŀ ŎƭƛŎƪ ǘǊŀŎƪΚ  .ŀǎƛŎŀƭƭȅ ǘƘŜȅ Řƻ ƳŀƪŜ ǎǳǊŜ ΧǘƘŀǘ 
ǘƘŜ ǘƘƛƴƎΩǎ ƻƴ ŀ ǎŜǘ ōŜŀǘΦ ¢ƘŜƴ Ƨǳǎǘ ŀƴ ƛƴǘŜǊŜǎǘƛƴƎ ǉǳŜǎǘƛƻƴΦ  5ƻ ȅƻǳ ǘƘƛƴƪ ƛǘ ǿƻǳƭŘ ōŜ 
harder to animate quadrupeds, as opposed to humans? 
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ND 5ŀƴŎƛƴƎΚ  WŀΦ ¸ƻǳ ƪƴƻǿΣ ōŜŎŀǳǎŜ ǿƘŜƴ ȅƻǳΩǊŜ ŀƴƛƳŀǘƛƴƎΣ ȅƻǳΩǊŜ ōŀǎƛŎŀƭƭȅ ƛƳŀƎƛƴƛƴƎ 
ǿƘŀǘ ȅƻǳΩǊŜ ŘƻƛƴƎΣ ȅƻǳ ƪƴƻǿΦ  LǘΩǎ Ƨǳǎǘ ƭƛƪŜ ȅƻǳΩǊŜ ǘǊȅƛƴƎ ǘƻ ƛƳŀƎƛƴŜ Ƙƻǿ ǘƘƛǎ ǇŜǊǎƻƴ 
or character would move, you know, in order to like act out this particular action.  And 
ƻōǾƛƻǳǎƭȅΣ ǿŜ ŀǊŜƴΩǘ ŀƴƛƳŀƭǎΣ ǎƻ L ǘƘƛƴƪ ƛǘΩǎ ƘŀǊŘŜǊ ǘƻ ǊŜƭŀǘŜ ǘƻ ŀƴ ŀƴƛƳŀƭ ŀƴŘ ǘƘŀǘΣ ǘƻ 
ƛƳŀƎƛƴŜ ǿƘŀǘ ǘƘŜȅ ǿƻǳƭŘ ŘƻΦ  {ƻ L ŘŜŦƛƴƛǘŜƭȅ ǘƘƛƴƪ ƛǘΩǎ ƳƻǊŜ ŎƘŀƭƭŜƴƎƛƴƎΦ 

CJ Ja.  And do you know of any specific method that animators use to animate to music? 

ND ¸ƻǳ ƳŜŀƴΣ ōŜǎƛŘŜǎ ǇǳǘǘƛƴƎ ƛǘ ƛƴ ȅƻǳǊ ǎŎŜƴŜ ŀƴŘ ΧΚ  L ǘƘƛƴƪ ǎƻƳŜ ǇŜƻǇƭŜ ǿƻǳƭŘ Ǉƭŀȅ ƛǘ 
by ear, by like listening to, you know, when the, sort of the crescendos and whatever 
else, is.  If I, for me personally, I would, it would be very visual for me.  I would listen 
to the song, get a feel of the sound.  But it would be sort of more visual for me.  I 
ǿƻǳƭŘ ƭƻƻƪ ŀǘ ǘƘŜΣ ǘƘŜ ǿŀŦǎΧ ȅƻǳ ƪƴƻǿΣ Χ ƻƴ ǘƘŜ Řƻǿƴ ƭƛƴŜΦ  L ƳŜŀƴΣ ǘƘŀǘΩǎ ǿƘŀǘ 
ƛƴŘƛŎŀǘŜǎ ǿƘŀǘŜǾŜǊ L ŘƻΦ  ¸ƻǳ ƪƴƻǿΣ ƛŦ ƛǘΩǎ ƴƻǘ ƭƛƪŜ ŀ ǎǳǇŜǊ-crazy, messy song, with lots 
ƻŦ ŘƛŦŦŜǊŜƴǘ ǎƻǳƴŘǎ ǘƘŀǘ ƭƛƪŜ ƛƴŘƛŎŀǘŜ ǿƘŜǘƘŜǊ ƛǘΩǎ ŀ ƘƛǘǎΣ ōŜŀǘǎ ŀǊŜ ŀƴŘ ǎǘǳŦŦΦ  {ƻ L ƳŜŀƴΣ 
L ƎǳŜǎǎ ǘƘŀǘΩǎ ŀƭƭ L Ŏŀƴ ǎŀȅΦ   

CJ {ƻΣ ȅƻǳ ƭƻƻƪ ŀǘ ǘƘŜΣ ƭƛƪŜ ǘƘŜ ǿŀŦǎΣ ƭƛƪŜ ȅƻǳ ǎŀƛŘΣ ǿƛƭƭ ȅƻǳ ƭƻƻƪ ŀǘ ǘƘŜ ǎƘŜŜǘ ƳǳǎƛŎΧ ǘƻ 
indicate that?  hǊ ǿƻǳƭŘ ȅƻǳ Ƨǳǎǘ ΧΚ 

ND bƻΦ L ƳŜŀƴΣ L ƎǳŜǎǎ ōŜŎŀǳǎŜ ȅƻǳ ƪƴƻǿΣ ŜǾŜƴ ƛŦ L ŎƻǳƭŘ ǊŜŀŘ ǎƘŜŜǘ ƳǳǎƛŎΣ ƛǘΩǎ ƴƻǘ ƭƛƪŜ 
we receive it in that format, you know what I mean?  We just get the track. 

CJ  Ja, ja, ja.  

ND So, ja, I mean, also, like you know, if you do get the track, you just need to, once you 
know what the tempo is, and you know which moments are like the crescendos, and 
ǘƘŀǘΣ L ŘƻƴΩǘ ƪƴƻǿ ǿƘŀǘ ǘƘŜ ƻǇǇƻǎƛǘŜ ŎǊŜǎŎŜƴŘƻǎ ƛǎΦ   

CJ  The decrescendo. 

ND ¢ƘŜ ŘŜŎǊŜǎŎŜƴŘƻΣ ǎƻ ΧΣ ǿƘŜǊŜ ǘƘƻǎŜ ƳƻƳŜƴǘǎ ŀǊŜΦ  ¢ƘŜƴΣ ȅƻǳ ƪƴƻǿΣ ƛǘΩǎ ƎƻƻŘ ŜƴƻǳƎƘΣ 
well for me. 

CJ  Do you have any musical knowledge, or skills? 

ND WŀΣ ƳǳǎƛŎ ƛǎ ƻƴŜ ƻŦ Ƴȅ ǇŀǎǎƛƻƴǎΣ ōǳǘ L ƳŜŀƴΣ LΩƳ ƴƻǘ ŀ ƭŜŀǊƴǘ ƳǳǎƛŎƛŀƴΣ ȅƻǳ ƪƴƻǿΣ 
ǘŀǳƎƘǘ ƳǳǎƛŎƛŀƴΣ ǿƘŀǘŜǾŜǊΦ  LΩƳ Ƨǳǎǘ ŀ ōŜŘǊƻƻƳ ƳǳǎƛŎƛŀƴΣ ǎƻ ƛǘΩǎ ŀ ōƛƎ ǇŀǊǘ ƻŦ Ƴȅ ƭƛfe, 
always been there.   

No, I do think that it has benefited me in animation.  When I started out at the 
beginning, my first supervisor, he said, that he picked up that I was quite sort of 
atuned to timing, and like natural, like affinity, or natural sort of feel for timing in 
itself.  And I think it might be due to like, you know, musical passions, etc., whatever, 
Χ 

CJ  Ja. 

ND Χ ǿƘƛŎƘ Ƙŀǎ ΧΣ L ƳŜŀƴΣ ǘƘŀǘ ǎƻǊǘ ƻŦΣ ǘƘŀǘ ŦŜŜƭ ŦƻǊ ǿƘŜƴ ǘƘƛƴƎǎ ΧΣ ōŜŎŀǳǎŜ ŀƴƛƳŀǘƛƻƴ ƛǎΣ 
sort of is like, you know, these dips and these highs, and it is quite beat-based, 
ŜƳƻǘƛƻƴǎ ŀǊŜ ƘŀǇǇŜƴƛƴƎ ōŜŀǘǎΣ ŀƴŘ ŀŎǘƛƻƴǎ ƘŀǇǇŜƴΦ  ¸ƻǳ ƪƴƻǿΣ ƛǘΩǎ ƭƛƪŜ ŀ ǎǘŀǊǘƛƴƎ ŀƴŘ 
end point, and music was that as well, and music like, you know, the starting and end 
point in music, and the highs and the low, ǎŀƛŘ άhƻƘΣ ƭƛƪŜ ƛǘΩǎ ŀƭƭ ǘƻƻ ǎƻǊǘ ƻŦ ΧΣ ȅƻǳ 
ƪƴƻǿΣ ȅƻǳ ƎŜǘ ŀ ŦŜŜƭƛƴƎΦέ  !ƴŘ ƛǘΩǎ ǘƘŜ ǎŀƳŜ ǿƛǘƘ ŀƴƛƳŀǘƛƻƴΣ ȅƻǳ ƪƴƻǿΣ ŘƛŦŦŜǊŜƴǘ 
actions exist together, to convey a feeling.  And I think in that way, you kind of, there 
is a relationship that exists, ja. 
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CJ What instruments do you play?  I am taking it that you sing?  Then, do you play any 
instrument with this?   

ND  DǳƛǘŀǊΦ LǘΩǎ ŀ ƭƛǘǘƭŜ ŀǊƻǳƴŘ ŜǾŜǊȅǘƘƛƴƎΣ ōǳǘ L Ƴƻǎǘƭȅ Ǉƭŀȅ ƎǳƛǘŀǊΦ   

CJ  Is it?  And was it self-taught?   

ND  WŀΦ !ƴŘ LΩƳ ƴƻǘ ǾŜǊȅ ƎƻƻŘΣ ōǳǘ Χ 

CJ  Ja, no, but that convinces me you still love music, you love it. 

ND  Ja. 

CJ  Do you understand basic musical concepts? 

ND  [ƛƪŜ ΧΣ ǿƘŀǘ Řƻ ȅƻǳ ƳŜŀƴΚ 

CJ  Like, for instance, you said crescendos, stuff like that, basic terms and stuff. 

ND  Maybe, ja, like basic, basic stuff. 

CJ  Basic, basic? 

ND I probably, I did my Grade One piano or you know, Grade One guitar, so I can sort of 
do the basics, you know. 

CJ WŀΣ ȅƻǳ Ƨǳǎǘ ƴŜŜŘ ΧΣ ƻƪŀȅΣ ǿŜƭƭΣ L ƘŀǾŜ ǘƘƛǎ ǎƘŜŜǘ ŦƻǊ ȅƻǳΣ ǿƘƛŎƘ Ƙŀǎ ŀ ŦŜǿ ƛƴǘŜǊŜǎǘƛƴƎ 
terms that relaǘŜ ΧΣ LΩƭƭ ǘŀƭƪ ǘƻ ȅƻǳ ǘƘǊƻǳƎƘ ǘƘƛǎ ƴƻǿΦ   

ND  Mm. 

CJ LǘΩǎ ΧΣ L Ƨǳǎǘ ǿŀƴǘ ǘƻ ǘŜƭƭ ȅƻǳ ŀōƻǳǘ ŀ ŦŜǿ ŎƻƴŎŜǇǘǎ ǘƘŀǘ ŀǊŜ ǎƛƳƛƭŀǊ ƛƴ ŀƴƛƳŀǘƛƻƴ ƳǳǎƛŎΣ 
ǘƘŀǘ ǿŜ ŘƻƴΩǘ ŀƭǿŀȅǎ ǘƘƛƴƪ ŀōƻǳǘΣ ōǳǘ ƛǘΩǎ ŀŎǘǳŀƭƭȅ ǉǳƛǘŜ ƻōǾƛƻǳǎΦ  {ƻΣ ǘƛƳƛƴƎΦ  LǘΩǎ 
obviously the first one.  aǳǎƛŎŀƭ ǘƛƳƛƴƎΩǎ ǊŜŀƭƭȅ ǘƘŜ ǎŀƳŜ ŀǎ ǇŜǊŦƻǊƳŀƴŎŜ ǘƛƳƛƴƎΣ ŀƴŘ 
everything. Then, tempo, which can be seen in animation as pacing the animation, 
ŀƴŘ ǘƻ ǿƘŀǘ ōŜŀǘǎ ǇŜǊ ƳƛƴǳǘŜ ȅƻǳΩǊŜ ŘƻƛƴƎ ƛǘ ǘƻΦ  !ƴŘ ǘƘŜƴ ǊƘȅǘƘƳΣ ǿƘƛŎƘ ǊŜƭŀǘŜǎ ǘƻ 
your timing, and stuff, and which can be worked out in frames per beat. 

ND  Mm. 

CJ So, there is a method of working out frames per beat, which are indicated there, as 
well.   

ND  Interesting. 

CJ LǘΩǎ Ƨǳǎǘ ōȅΣ ƧŀΣ ƛƴŘƛŎŀǘƛƴƎΣ ǳǎƛƴƎ ǘƘŜ ŦǊŀƳŜǎ ǇŜǊ ǎŜŎƻƴŘΣ ǿƘƛŎƘ ƛǎ ƻōǾƛƻǳǎƭȅ нп ŦƻǊ ǳǎΣ ƛƴ 
South Africa, by 60 seconds, which gives you the frames per minute then, but to get 
the frames per beat, you have to divide it by the tempo, which is the beat per frames, 
ŀƴŘ ōŜŀǘ ΧΣ ƧŀΦ 

ND  Oh, the tempo of the music track? 

CJ  The music, ja. 

ND  Oh, thatΩǎ ŎƻƻƭΦ   

CJ WŀΣ ŀƴŘ ǘƘŜƴ ȅƻǳ Ŏŀƴ ƎŜǘ ǘƘŜ ǘǿŜƭǾŜ ŦǊŀƳŜǎ ǇŜǊ ōŜŀǘΣ ǿƘƛŎƘ ƛǎΣ ƧŀΣ ǎƻƳŜǘƘƛƴƎ ŜƭǎŜΦ  LΩƭƭ 
demonstrate now how that fits into my whole thing.   

ND  Okay.   
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CJ So, do you think that you use your musical knowledge, conscious or unconsciously, to 
animate your characters? 

ND  hƘΣ L ǘƘƛƴƪ ƛǘΩǎ ǳƴŎƻƴǎŎƛƻǳǎΦ   

CJ And so, you said you used the knowledge of like timing and such.  If not the musical 
skills, what other skills do you think you use?  Like I know for instance, Samantha uses 
her skill of ballet and dance, to animate her musical scenes. 

CJ  ²Ƙŀǘ ƻǘƘŜǊ ǎƪƛƭƭǎ ΧΚ 

ND  {ƘŜ ŀƴƛƳŀǘŜŘ ƘŜǊ ƻǎǘǊƛŎƘ ŘƻƛƴƎ ōŀƭƭŜǘǎΣ ǎƻ Χ 

L ŘƻƴΩǘ ƪƴƻǿΦ  L ƎǳŜǎǎΣ L ƳŜŀƴΣ ƛǘΩǎ ƴƻǘ ŀōƻǳǘ ǘƘƻǎŜ ƻǿƴ ǎƪƛƭƭǎΦ  ¸ƻǳ ǳǎǳŀƭƭȅ ŘǊŀǿ ƻƴ 
ȅƻǳǊ ŜȄǇŜǊƛŜƴŎŜǎΦ  L ŎŀƴΩǘ Ŏŀƭƭ ƻƴ ŀƴȅ ǎƪƛƭƭǎΣ ǘƻ ōŜ honest.  I just, you know, draw from 
ŜȄǇŜǊƛŜƴŎŜǎΦ  L ǿƻƴΩǘ ǎŀȅ LΩƳ ŀ ǎƪŀǘŜōƻŀǊŘŜǊΣ ōǳǘ ōŜŎŀǳǎŜ L ƭƛƪŜ ōŜƛƴƎ ƻƴ ŀ ōƻŀǊŘΣ ōǳǘ 
LΩƳ ƴƻǘ ŀ ǎƪŀǘŜōƻŀǊŘŜǊΣ L ǿƻǳƭŘ ǿŀƴǘ ǘƘŜ ǎƪƛƭƭΦ   

CJ  Ja. 

ND But I can draw from being an introvert, you know, I could draw from being being 
awkward, you know, draw from those sort of qualities. 

CJ  Ja, ja, ja. 

ND  [ƛƪŜΣ L ŘƻƴΩǘΣ L ŎŀƴΩǘ ŘǊŀǿ ŦǊƻƳ ŀƴȅ ǎƪƛƭƭǎΣ ǊŜŀƭƭȅΣ ǘƘŀǘ L ƪƴƻǿΦ   

CJ  Okay.  And have you ever used or heard of the bar sheets, to animate music?   

ND  To animate music?   

CJ No?  And, okay.  So now, so let me tell you a bit about animating to music in the earlier 
Disney days. 

ND  Mm. 

CJ So, obviously Disney had a big influence, especially on the music side, as, in before 
synchronised sound.  The sound was only done after the animation.  But then they 
ŦƛƎǳǊŜŘ ƻǳǘΣ ά[ƛǎǘŜƴΣ ǘƘƛǎ ƛǎ ƴƻǘ ǿƻǊƪƛƴƎ ƴƛŎŜƭȅΣ ƛǘΩǎ ƴƻǘ ŎƻǊǊŜƭŀǘƛƴƎΦέ  !ƴŘ ǘƘŜȅ ǎǘŀǊǘŜŘ 
ǘƻ Řƻ ǎȅƴŎƘǊƻƴƛǎŜŘ ǎƻǳƴŘΣ ǿƘƛŎƘ Ŏŀƴƴƻǘ ΧΣ ǿƛǘƘ ά{ǘŜŀƳōƻŀǘ ²ƛƭƭȅέ ŀƴŘ ǿƘŀǘŜǾŜǊΦ  
And then, but then Disney and the animators felt that there must be a more 
productive way of animating to music, where the musicians and the animators can 
ǿƻǊƪ ǘƻƎŜǘƘŜǊΦ  {ƻ ²ƛƭŦǊŜŘ WŀŎƪǎƻƴ ǎǇŜŎƛŦƛŎŀƭƭȅ ŘŜŎƛŘŜŘ ά.ǳǘ ƭŜǘΩǎ ǳǎŜ ǘƘŜ ƳŜǘǊƻƴƻƳŜΦέ  
The metronome is a constant beat.  The musicians can work to it, like you said, and 
then the animators can also work to this constant beat.  So they drew up a bar sheet, 
ǿƘƛŎƘ ǿŀǎ ŀŎǘǳŀƭƭȅ ŘƻƴŜ ƻƴ ƳǳǎƛŎ ǇŀǇŜǊ ŀǎ ǿŜƭƭΣ Χ ǿƘƛŎƘ ǘƘŜȅ ƛƴŘƛŎŀǘŜŘ ŀƭƭ ǘƘŜ ōŜŀǘǎΣ 
and then the animators would write on what happened, in each beat.  And for 
ƛƴǎǘŀƴŎŜΣ ƛŦ ǘƘŜǊŜ ŀǊŜ ƭƛƪŜ ǾƻŎŀƭǎ ŀƴŘ ǎǘǳŦŦΣ ǘƘŀǘ ǿƛƭƭ ōŜ ƛƴŘƛŎŀǘŜŘ ƻƴ ΧΣ Ƙƻǿ Ƴŀƴȅ 
frames will be indicated, ja, on the beat.  And they will then both work from this 
central point.  So the musicians will, when they edited something, they will add it on 
to here, and then the animators will only work from here, so they have a set piece to 
ǊŜŦŜǊ ōŀŎƪ ǘƻΦ  ¢ƘŜƴ ƻōǾƛƻǳǎƭȅΣ ƧŀΣ ƛǘ ŎƘŀƴƎŜŘ ǘƻ ΧΣ ǘƘŜȅ ōŜƎŀƴ ǿǊƛǘƛƴƎ ƛǘ Řƻǿƴ ƻƴ ƳǳǎƛŎ 
paper.  So when the musicians wrote down their like scores they coming up, came up 
with, the animators will write down what should happen, and they used these bars 
and measures kind of, as a reference for how to, ja, go about animating.  It then later 
changed to more, ja, a formal sideways layout.  The music was still there, more 
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detailed, but more compact, and more details were added about like the camera, and 
ǘƘŜ ŀŎǘƛƻƴǎΣ ŀƴŘ Ƙƻǿ ŜǾŜǊȅǘƘƛƴƎ ǿƻǳƭŘ ƘŀǇǇŜƴΣ Χ 

ND  Mm, mm. 

CJ Χ ƛƴ ǘƘŜ ŎŜǊǘŀƛƴ ŀƳƻǳƴǘ ƻŦ ōŀǊǎΦ  !ƴŘ ǘƘŜƴ ƴƻǿ ƭŀǘŜƭȅΣ ǘƘŜȅΩǾŜ ŎƻƳŜ ǳǇ ǿƛǘƘ ǘƘƛǎ ǘȅǇŜ 
of system.  But as you Ŏŀƴ ǎŜŜΣ ǘƘŜ ƳǳǎƛŎ ƛǎƴΩǘ ǎƘƻǿƛƴƎ ŀƴȅ ƳƻǊŜΣ ŀƴŘ ǘƘŜȅΣ ōǳǘ ǘƘŜȅ 
ǎǘƛƭƭ ǳǎŜ ǘƘŜƴ ŎǳǊǊŜƴǘ ƭƛƪŜ ǎŎǊŜŜƴ ώƛƴŀǳŘƛōƭŜϐ ƻǊ Ƨǳǎǘ ǎǘƻǊȅōƻŀǊŘ ƛƳŀƎŜǎ ŦƻǊ ǿƘŀǘΩǎ ŦǊŀ 
ΧΣ ŀŎǘƛƻƴǎ ǎƘƻǳƭŘ ƘŀǇǇŜƴ ǿƘŜǊŜΣ ŀƴŘ ǘƘŜƴ ǎǘƛƭƭ ǳǎƛƴƎ ǘƘƛǎ ōŀǊ ŀǎ ƻǳǘƭƛƴŜΦ  .ǳǘ ƴƻǿ 
ǿŜΩǊŜ ǎƛǘǘƛƴƎ ǿƛǘƘ ŀ ǇǊƻōƭŜƳ ǘƻŘŀȅΣ ǿƛǘƘ ǘƻŘŀȅΩǎ ŀƴƛƳŀǘƻǊǎΣ ŀǎ ǘƘŜȅ ǳǎŜ ƻƴƭȅ ǘƘƛǎΦ  {ƻ 
you can see the music, musical bar stops, fallen away completely.  And for me this is 
ŀ ōƛǘ ǇǊƻōƭŜƳŀǘƛŎΦ  .ǳǘ ƧŀΣ ȅƻǳΩƭƭ ǳƴŘŜǊǎǘŀƴŘ ǿƘȅΦ  {ƻ ǘƘƛǎ ƛǎ ǿƘŜǊŜ ǿŜΩǊŜ ŎǳǊǊŜƴǘƭȅ ŀǘΦ  
{ƻ LΩƳ ǇǊƻǇƻǎƛƴƎ ǘƻ Ǝƻ ōŀŎƪ ǘƻ 5ƛǎƴŜȅΩǎ ǿŀȅΣ ōǳǘ ǿƛǘƘ ƛƴŎƻǊǇƻǊŀǘƛƴƎ ƴŜǿΣ ƴŜǿ 
methods.  In those times, animators did have a basic sense of music, which was quite 
ƛƴǘŜǊŜǎǘƛƴƎ ŦƻǊ ƳŜ ǘƻ ǇƛŎƪ ǳǇΣ ŀƴŘ ǎƻ ƧŀΣ LΩƳ ǎǳƎƎŜǎǘƛƴƎ ǘƘŀǘ ŀƴƛƳŀǘƻǊǎ Ƴǳǎǘ ƘŀǾŜ ŀ 
basic musicality.  Okay, sorry. 

ND  I mean, like sound and music, is like half, 50% of the film. 

CJ  Mm, no, definitely. 

ND  Makes sense. 

CJ {ƻΣ ǘƘƛǎ ƛǎ ΧΣ ƻƪŀȅΣ LΩƳ ǎǇŜŎƛŦƛŎŀƭƭȅ ŘŜƳƻƴǎǘǊŀǘƛƴƎ ǘƘƛǎ ǿƛǘƘΣ ōȅ ŀŎǘǳŀƭƭȅ ǳǎƛƴƎ ǘƘŜ ǎŎŜƴŜ 
ƻŦ ά{ǿŀƴ [ŀƪŜΣέ ǿƘŜǊŜ .ǊŀŘƭŜȅ ŘŀƴŎŜǎ Ƨǳǎǘ ǘƘŜ ōŀƭƭet.  And okay, so this is the original 
ǎŎƻǊŜ ŦƻǊ ǘƘŜ ά{ǿŀƴ [ŀƪŜΦέ  .ǳǘ LΩƳ ƴƻǘ ǎǳƎƎŜǎǘƛƴƎ ǘƘŀǘ ȅƻǳ ƪƴƻǿ Ƙƻǿ ǘƻ ǊŜŀŘ 
orchestration, or anything.  So this is 12 pages, and it ends in a very difficult, confusing, 
high note.  But then obviously, we only know tƘŜ ǘƘŜƳŜΣ ǿƘŜƴ ȅƻǳ ǘƘƛƴƪ ƻŦ ά{ǿŀƴ 
[ŀƪŜΣέ ȅƻǳ ǘƘƛƴƪ ƻŦ ǘƘŜ ǘƘŜƳŜ ǘƘŀǘΩǎ άŘŀΣ Řŀ Řŀ Řŀ Řŀ ŘŀΦέ   

ND  Mm. 

CJ So then that will be like the main concept, which is then extracted into smaller 
versions.  But we only need this one page, which has the main instrument that plays 
ǘƘŜ ǘƘŜƳŜΣ ŀƴŘ ǘƘŀǘ ǿƛƭƭ ōŜ ƻōǾƛƻǳǎƭȅ ǿƘŀǘ ǿŜ ƭƛǎǘŜƴ ǘƻΣ ǿƘŜƴ ǿŜ ŀƴƛƳŀǘŜΦ  {ƻ LΩƳ 
suggesting that you have to have a basic sense of terminology, just terms such as 
άŀƴŘŀƴǘŜΣέ ǿƘƛŎƘ ƛǎ ŀ ǘŜƳǇƻ ǘƘŀǘ ƛǘ ǎƘƻǳƭŘ ōŜ ǇƭŀȅŜŘ ŀǘΦ  ¢ƘŜ ŘȅƴŀƳƛŎǎΣ ǿƘƛŎƘ is like 
ǘƘŜǊŜΣ ȅƻǳ ƪƴƻǿΣ ƛǘΩǎ ǎƻŦǘΣ ŀƴŘ ƳŀȅōŜ ƛǘ ǎƘƻǳƭŘ ōǳƛƭŘ ǳǇ ǘƻ ǘƘŜǊŜΣ ōŜŎŀǳǎŜ ǘƘŜǊŜ ƛǘΩǎ 
ƭƻǳŘŜǊΣ ŀƴŘ ǿƘƛŎƘ ƛǎ άŦƻǊǘŜΦέ  !ƴŘ ǘƘŜƴ ƧŀΣ ƳŀȅōŜ ǘƘŜ ǘŜǊƳƛƴƻƭƻƎȅ ƻŦ ƳƻƻŘΣ ǿƘƛŎƘ ǘƘƛǎ 
ƛǎΣ ǎŀȅǎΣ ƛǘ ǎŀȅǎ ƛǘ ǎƘƻǳƭŘ ōŜ άǎǿƛŦǘƭȅ ōǳǘ ŜȄǇǊŜǎǎƛǾŜΦέ  {ƻ ǘƘŀǘ ƛǘ ŀƭǎƻ Ǝives a indication, 
to the animators as to how to portray the movements.  So I drew up this bar sheet 
specifically for this animating, ja, for this piece.  And then, so what will happen is, you 
will write down the title, you will work out the tempo and frames per beat.  I know 
some music sheets even have the tempo on the thing.  Otherwise, you can just listen 
to the music with the, the click track and everything, and you can just indicate it, by 
working out how many beats are there in 6 seconds, and then multiplying it by 10 to 
get the tempo.  And then, ja, you can work out the frames that will go into each beat, 
and then the beats per bar, obviously. 

ND  Mm, mm, mm. 

CJ So then, with this, you will get the full music track obviously, and then the click track, 
which indicates the beats, and this.   

ND  WŀΣ ǘƘŀǘΩǎ ƛǘΦ   
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CJ {ƻ ǘƘŜƴΣ ȅƻǳ ŀǊŜ ΧΣ ǘƘŜ ŀƴƛƳŀǘƻǊ Ŏŀƴ Ǉǳǘ ƛƴ ǘƘŜ ǎŎǊŜŜƴ ǎƘƻǘǎΣ ƻǊ ǘƘŜ ŀŎǘƛƻƴǎ ǘƘŀǘ ǘƘŜȅ 
propose, that should happen here.  And they can write down the actions, maybe 
elaborating on what, you know, what happens where, and such.  And the reason why 
I say that everything should be at, like this, is because you have everything together 
ƛƴ ƻƴŜ ǇƭŀŎŜΦ  L ƪƴƻǿ ŀǎ ŀƴƛƳŀǘƻǊǎΣ ǿŜ ΧΣ ƭƛƪŜ L ƘŀǾŜ ŀ ōƛƎ ǘƛƴ ƻŦ ƴƻǘŜǎΣ ǿƘŜǊŜ ŜǾŜǊȅǘƘƛƴƎ 
ΧΣ ƳŀȅōŜ L ǎƘƻǳƭŘ Ƨǳǎǘ ǿork out this on here, or I should just write down here, maybe 
L ǎƘƻǳƭŘ Řƻ ǘƘƛǎΦ  !ƴŘ ƘŜǊŜ ȅƻǳ ƘŀǾŜ ŜǾŜǊȅǘƘƛƴƎ ǘƻƎŜǘƘŜǊΣ ŀƴŘ ƛǘΩǎ ōŀǎƛŎŀƭƭȅ ǘƘŜ ǿƘƻƭŜ 
ŘŀƴŎŜ ǎŎŜƴŜ ƛƴ ƻƴŜ ǇŀƎŜΦ  !ƴŘ LΩƳ ǾŜǊȅ ǿŜƭƭ ŀǿŀǊŜ ǘƘŀǘ ǿŜΩǊŜ ƭƛǾƛƴƎ ƛƴ ŀ ŘƛƎƛǘŀƭ ŀƎŜΣ ǎƻ 
this will be obviously, maybe digitised, so that it can be updated by the musicians as 
well as like the animators working on it, or from it, so changes can be made.  And then 
maybe it can even be shown alongside the reference video, which is also something 
we use a lot.  And then, ja, this will, I hope, help animators animate more proficient 
ΧΣ ǿŜƭƭΣ ŜŦŦŜŎǘƛǾŜƭȅΣ ŀƴŘ ŜǾŜƴ ƳƻǊŜ ōŜƭƛŜǾŀōƭȅ ōȅ ǘƘŜ ƘŜƭǇ ƻŦ ƭƛƪŜ ƳǳǎƛŎŀƭ 
competencies.  So, yes. 

ND  WŀΣ L ǘƘƛƴƪ ƛǘΩǎ ŎƻƻƭΦ  

CJ  How do you feel about the idea? 

ND L ǘƘƛƴƪ ƛǘΩǎ ǊŜŀƭƭȅ cool, like, I mean, it makes so much sense.  I think it might not work 
ŦƻǊ ŜǾŜǊȅ ǘȅǇŜ ƻŦ ǇǊƻŘǳŎǘƛƻƴΣ ƭƛƪŜ ȅƻǳ ƪƴƻǿΣ ƛǘΩǎ ǎƳŀƭƭ ŀƴŘ ǘƛƎƘǘΣ ŀƴŘ ǇŜƻǇƭŜ Ƨǳǎǘ ŘƻƴΩǘ 
pay attention to these things unfortunately, but like, for instance, in this film on which 
we arŜ ǿƻǊƪƛƴƎ ƴƻǿΣ ǿƘƛŎƘ L ǘƘƛƴƪ ƛǘΩǎ ǘƘŜ ǎŀƳŜ ŀǎ ǘƘŜ ǇǊƻŎŜǎǎ ŦǊƻƳ {ǘƛŎƪƳŀƴΣ ƛǘΩǎ ƭƛƪŜ 
the make music sort of after the animation, you know what I mean? 

CJ  Ja.   

ND And which I think is silly, because you know, like say the music is like half the film, so 
nowΣ ŀƴŘ ƭƛƪŜ ȅƻǳ ǎŀȅΣ ǘƘŜ ƳǳǎƛŎƛŀƴǎ ŀƴŘ ǘƘŜ ŀƴƛƳŀǘƻǊǎ ŘƻƴΩǘ ǿƻǊƪ ǘƻƎŜǘƘŜǊ ŀǘ ŀƭƭΣ ƭƛƪŜ 
zero.  But you know, I mean it would be cool to have this, because like you say, 
ōŜŎŀǳǎŜ ȅƻǳΩŘ ǎŜŜ ǿƘŜǊŜ ǘƘŜ ǎƘƛŦǘ ƛƴ ŜƴŜǊƎȅ ƘŀǇǇŜƴǎ ƛƴ ǘƘŜ ƳǳǎƛŎΦ 

CJ  Mm, exactly. 

ND And you can design your animation according to the shift of energy in the music, 
instead of like you having your own, your own flow of energy, and the music having 
its own flow of energy.  And usually the case is that the musicians have to run 
afterwards, go back, and try and change things to work, which seems like extra work 
ƧŀΣ ƛǘΩǎ ǿŜƛǊŘΦ 

CJ  So much extra work. 

ND !ƴŘ L ǘƘƛƴƪ ŀƭǎƻΣ ƛǘ ƳƛƎƘǘ ōŜΣ L ŘƻƴΩǘ ƪƴƻǿΣ L ǘƘƛƴƪΣ ǿƘŜƴ ǘƘŜȅ ƎŜǘ ƭƛƪŜ ǘŜƴ ƳǳǎƛŎƛŀƴǎ ǘƻΣ 
you know, and compose this, to compose the music beforŜΣ ƭƛƪŜ ΧΣ ŀƴŘ L ŦŜŜƭ ƭƛƪŜ ǘƘŜǊŜ 
ǿƻǳƭŘ ōŜ ΧΣ ōŜŎŀǳǎŜ ƳǳǎƛŎΣ ǿŜ ƪƴƻǿ ƛǘ ƎƻŜǎ ŀŎǊƻǎǎ ǎƘƻǘǎΦ  ¢ƘŜǊŜ ŀǊŜ ƴƻ Ŏǳǘǎ ƛƴ ǘƘŜ 
ƳǳǎƛŎΣ ƭƛƪŜ ƛǘΩǎ ƻƴŜ Ŏƻƴǘƛƴǳƻǳǎ ΧΣ ȅƻǳ ƪƴƻǿΦ  Lǘ ŎƻǾŜǊǎ ǘƘŜ ǿƘƻƭŜ ƳƻƳŜƴǘΣ ŀƴŘ 
describes the whole mood and tells the whole like sequence or the whole scene, or 
whatever.  I feel like it would make so much sense to first have that, and then start 
animating, because that sort of helps bring everything together.  You know, when 
ȅƻǳΩǊŜ ǿƻǊƪƛƴƎ ǿƛǘƘ ǎƘƻǘǎΣ ŜǾŜǊȅƻƴŜΩǎ ǿƻǊƪƛƴƎ ƻƴ ŘƛŦŦŜǊŜƴǘ ǎƘƻǘǎΣ ŀƴŘ ƛǘΩǎ ƭƛƪŜΣ ƛǘ Ŏŀƴ 
ōŜΣ ƛǘΩǎ ŀƭǿŀȅǎ ǉǳƛǘŜ ŘƛŦŦƛŎǳƭǘ ŦƻǊ ŜǾŜǊȅƻƴŜ ǘƻ ŎƻƳŜ ǿƛǘƘ ƭƛƪŜΣ ȅƻǳ ƪƴƻǿΣ ƻǊ Ǉǳǘ 
together, whereas if you had the music in the background, which Lee does, I think, 
ǿƘƻ ŘƻŜǎ ƻǳǊΣ ƭƛƪŜ ǿƘŜƴ ȅƻǳΩǊŜ ǿƻǊƪƛƴƎ ǘƻƎŜǘƘŜǊΣ ŀƴŘ ŜǾŜǊȅƻƴŜΩǎ ƛƴ ǎŜŀǊŎƘ ΧΣ ƛǘ ǎƻǊǘ 
of helps bring people onto the same page. 

CJ  aƳΣ ƧŀΣ ƛǘΩǎ ǘƘŀǘ ƎƻƭŘŜƴ ǘƘǊŜŀŘ ǘƘŀǘ ƪŜŜǇǎ ŜǾŜǊȅǘƘƛƴƎ ǘƻƎŜǘƘŜǊΦ 
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ND WŀΣ ƧŀΣ ƧŀΦ  {ƻ L Řƻ ǘƘƛƴƪ ƛǘΩǎ ŀ ƎǊŜŀǘ ƛŘŜŀΣ ƭƛƪŜ L ŘƻƴΩǘ ƪƴƻǿ ǿƘȅ ǘƘŜȅ ǿƻǳƭŘ ƘŀǾŜ Ǝƻǘ ǊƛŘ 
of it in the first place. 

CJ  Ja.   

ND L ƳŜŀƴΣ L Řƻ tƛȄŀǊΣ ŀƴŘ ȅƻǳ ƪƴƻǿΣ 5ƛǎƴŜȅ ǎǘǳŘƛƻǎ Řƻ ƛǘ ǊƛƎƘǘ ƴƻǿΦ  [ƛƪŜ L ŘƛŘƴΩǘ Řƻ ƛǘ 
right now.  Do they, because this makes sense. 

CJ  Ja, no, I agree, this does make sense.  Why would they leave this? 

ND Ja.  I would imagine that they would still, you know, do something like this ς do you 
know?   

CJ bƻΣ LΩǾŜ ŘƻƴŜ ŀ ƭƻǘ ƻŦ ǊŜǎŜŀǊŎƘ ƻƴ ƛǘΣ ōǳǘ ǘƘŜ ǘƘƛƴƎ ƛǎΣ ǘƘŜȅ ŘƻƴΩǘ ǿǊƛǘŜ ŀ ƭƻǘ ŀōƻǳǘ ǘƘŜƛǊ 
specific production processes, you know about the production line and you know, pre-
production, and stuff like thatΣ ōǳǘ ƴƻǘ ŀōƻǳǘ Χ 

ND  ¸ƻǳΩǊŜ ŦǊŜŜ ǘƻ ŀǎƪ ǎƻƳŜƻƴŜΣ ƻǊ ƳŀȅōŜ ȅƻǳΩǊŜ ƴƻǘΦ   

CJ  To get hold of them is also a mission,.   

ND ¢ƘŜǊŜΩǎ ŀŎǘǳŀƭƭȅ ŀ Ǝǳȅ ŀǘ ǘƘŜ ǎǘǳŘƛƻΣ ŀǘ ¢ǊƛƎƎŜǊŦƛǎƘ {ǘǳŘƛƻ ǊƛƎƘǘ ƴƻǿΣ ƘŜΣ ƘŜΩǎ ŀ ǿǊƛǘŜǊΣ 
and he worked on like, he worked at Pixar a couple of times I think.   

L ǘƘƛƴƪ ǘƘŜ ƛŘŜŀ ǎƘƻǳƭŘ ōŜ ǇǳǎƘŜŘ ŦǳǊǘƘŜǊΧ ¢ƘŜ ŀƴƛƳŀǘƻǊǎ ŀƴŘ ŎǊŜŀǘƛǾŜǎ ƳƛƎƘǘ ƘŀǾŜ 
to push for it though because the directors might not want to implement it because 
of the extra costs involved. 

 

[END OF RECORDING] 
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INTERVIEW 3: 

Interview with Daniel Snaddon (DS), animator at Triggerfish Animation Studio, who acted as Lead 

Animator in the animation feature film Khumba. 

Date: 30 August 2016 

Length: 55:41 Minutes 

Place:  Triggerfish Animation Studio, Cape Town 

CJ hƪŀȅΣ ǎƻ LΩƳ Ǝƻƛƴg to ask you a few questions. What were your responsibilities on the 

film Khumba? 

DS {ƻ Ƴȅ ǊŜǎǇƻƴǎƛōƛƭƛǘƛŜǎ ǿŜǊŜ ǾŜǊȅ ƳǳŎƘ ƭƛƪŜ aŀǘǘΩǎΣ L ǿŀǎ ŀƴƛƳŀǘƛƻƴ ƭŜŀŘΦ  {ƻ L ƘŀŘ ŀ 

team, or I had two teams of three animators, and each team would tackle sequences 

in the film, and my job was kind of sort of to keep them basically going.  So if they had 

any technical questions or any creative questions, I could help them with those, I was 

also there to kind of keep them on style and up to standard in terms of the quality of 

the animation.  And then I was also there to kind of help production and sort of keep 

people on their schedules, make them aware of their schedules. 

CJ What particular characters did your team and you work on? 

DS I think we worked on pretty much all the characters, so even though there were six of 

us in the team, or seven including myself, there were only twenty... say twenty one 

animators including the crowd team in Khumba, so we did a third of the animation 

movie, so which means we did almost every character. 

CJ Basically everyone? 

DS Basically everyone.  I think there may have been a couple of the endangered animals 

ǘƘŀǘ ǿŜ ŘƛŘƴΩǘ ǿƻǊƪ ƻƴΣ L ŘƻƴΩǘ ƪƴƻǿ ƛŦ ŀƴȅ ƻŦ Ƴȅ Ǝǳȅǎ ǿƻǊƪŜŘ ƻƴ ǘƘŜ ǇŜƴƎǳƛƴΣ ōǳǘ ǿŜ 

definitely worked on the meercats and we may have worked on the springboks near 

ǘƘŜ ŜƴŘΣ ōǳǘ ǿŜ ŘƛŘƴΩǘ Řƻ ǘƘŜ ƎǊŜŀǘ ōƛƎ ǎǇǊƛƴƎōƻƪ ǎŎŜƴŜΣ ǘƘŀǘ ǿŀǎ ŀŎǘǳŀƭƭȅ WŀŎƻΩǎ 

teams.   

CJ Ja. 

DS .ǳǘ ǿŜ ŘƛŘ ŀ ƭƻǘ ƻŦ YƘǳƳōŀΩǎ ǎǘǳŦŦΦ  [ƛƪŜ ƻǳǊ ǘŜŀƳ ŘƛŘ ŀ ƭƻǘ ƻŦ tƘŀƴƎƻ ŀƴŘ YƘǳƳōŀ 

stuff, like we did the big fight scene in the ŎŀǾŜΦ [ƛƪŜ ǿŜ ŘƛŘ YƘǳƳōŀΩǎ ōƛǊǘƘ ŀƴŘ ŀƭƭ 

ǎƻǊǘǎ ƻŦ ŜƳƻǘƛƻƴŀƭ ǎǘǳŦŦΦ ²Ŝ ŘƛŘƴΩǘ Řƻ ŀ ƭƻǘ ƻŦ ǘƘŜ Ŧǳƴƴȅ ǎǘǳŦŦΣ ǿŜ ŘƛŘ ŀ ƭƻǘ ƻŦ ǘƘŜ 

emotional stuff.  

CJ Did you choose to animate those particular scenes or were they assigned to you? 

DS They were assigned to us.  ²Ŝ ŎƻǳƭŘ Ǉǳǘ ƛƴ ŀ ǊŜǉǳŜǎǘ ŀƴŘ ǘƘŜȅΩŘ ǘǊȅ ǘƻ ŀŎŎƻƳƳƻŘŀǘŜ 

us, but they were assigned to us. 

CJ Okay. Did you animate any dancing in Khumba? 

DS Not personally, no. 

CJ  And your team? 
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DS LΩƳ ǘǊȅƛƴƎ ǘƻ ǘƘƛƴƪΣ L ŘƻƴΩǘ ǘƘƛƴƪ ǎƻΣ L ǘƘƛƴƪ ǘƘŜȅ ǿŜǊŜ ŀƭƭ ƘŀƴŘƭŜŘ ōȅ aŀǘǘΩǎ ǘŜŀƳΦ 

Because Sam was in the team and they wanted to give that to her.   

CJ (laughter) And have you ever animated a dance scene on your own, in your personal 

background? 

DS LΩƳ ǘǊȅƛƴƎ ǘƻ ǘƘƛƴƪ ƴƻǿΣ όƭŀǳƎƘǘŜǊύ ȅŜǎ L ƘŀǾŜΣ ƛǘ ǿŀǎ ŦƻǊ ŀ /ƻŎƻ-Pops advert.  And it 

ǿŀǎ ƻƴŜ ƻŦ ǘƘƻǎŜ ǘƘƛƴƎǎ ǿƘŜǊŜ ȅƻǳ ƪƛƴŘ ƻŦ ŦŜŜƭΣ ƭƛƪŜ ƛǘΩǎ ǘƘŜ ƭŀǎǘ /ƻŎƻ-Pops advert I 

worked on, and the agency brought in a video clip of a Macarena, it was (laughter) 

άƎǳȅǎΣ ƭƛƪŜ ƎǳŜǎǎ ǿƘŀǘΣ ǿŜΩǊŜ ƎƻƛƴƎ ǘƻ ƳŀƪŜ ƭƛƪŜ ŀ /ƻŎƻ-Pops dance and all the kids 

are going to go and do the Coco-tƻǇǎ ŘŀƴŎŜ ŀǘ ǎŎƘƻƻƭέΦ  !ƴŘ L ǘƘƛƴƪ ǿŜΩǊŜ ƭƛƪŜ ŀƭǎƻ 

thinking maybe they will, but probably not (laughter) 

CJ Shame.   

DS That was their reference, and they had like a very specific idea about, like they 

basically made up these lyrics, and we had to make up like dance moves to go with 

the lyrics.  It was extremely lame. (laughter)   

CJ  Haha  

DS [ŜǘΩǎ Ƨǳǎǘ ς LΩƳ Ƨǳǎǘ ǇǳǘǘƛƴƎ ƻǳǘ ǘƘŜǊŜΣ ƛǘ ǿŀǎ ŜȄǘǊŜƳŜƭȅ ƭŀƳŜΣ ƛǘΩǎ ƴƻǘ ǘƘŜ ƳƻǎǘΦΦΦ Ƴȅ 

proudest work (laughter)  I just feeƭ ƭƛƪŜΣ ƛǘΩǎ ǘƘŜ ƪƛƴŘ ƻŦ ŀŘǾŜǊǘ ǘƘŀǘ ǿƻǳƭŘ ƘŀǾŜ ƳŀŘŜ 

ƳŜ ǾŜǊȅ ŀƴƎǊȅ ŀǎ ŀ ȅƻǳƴƎ ŎƘƛƭŘΦ LǘΩǎ ƭƛƪŜΣ άǘƘŀǘ ƛǎ ǎƻ ǇŀǘǊƻƴƛǎƛƴƎΦ  Iƻǿ Ŏŀƴ ǘƘŜȅ ǎŜƭƭ ǘƘƛǎ 

ǘƻ ǳǎΚέ  .ǳǘ ƳŀȅōŜΣ LΩƳ ƴƻǘ ǘƘŜ ǘŀǊƎŜǘ ƳŀǊƪŜǘΣ L ŘƻƴΩǘ ƪƴƻǿΦ  .ǳǘ ƧŀΦ  

CJ Wŀ L ŘƻƴΩǘ ƪƴƻǿΦ  {ƻ ǘƘŀǘ ǿŀǎ ǘƘŜ ƻƴƭy dance scene that you can think of? 

DS That is the only one that ς ƻƘ ǘƘŜǊŜΩǎ ŀƴƻǘƘŜǊ ƻƴŜΦ L ŘƛŘ ŀ ƭƛǘǘƭŜ ŘŀƴŎŜ ǎŎŜƴŜ ŦƻǊ L ǘƘƛƴƪ 

aƛƴŘΩǎ 9ȅŜΣ L ŘƻƴΩǘ ƪƴƻǿ ƛŦ ȅƻǳ ƪƴƻǿ aƛƴŘΩǎ 9ȅŜΣ ǘƘŜȅΩǊŜ ƭƛƪŜ ŀ ¢± ǎƘƻǿΚ 

CJ Huh-uh. 

DS But we did a sequence, well I did ς I kind of did the storyboards for a long explaining 

ǾƛŘŜƻ ŦƻǊ ǘƘŜ ǇǳōƭƛŎΣ ŦƻǊ ǘƘŜ ŘŜǇŀǊǘƳŜƴǘ ƻŦ ōŀǎƛŎ ŜŘǳŎŀǘƛƻƴΦ !ƴŘ ƛǘΩǎ ŀ ƭƻƴƎ ŜȄǇƭŀƛƴƛƴƎ 

ǾƛŘŜƻ ǿƘŜǊŜ ǘƘŜǊŜΩǎ ƭƛƪŜ ŀ ǎŜǉǳŜƴŎŜ ǿƘŜǊŜ ǘƘŜ ǘŜŜƴŀƎŜǊǎΣ ǿƘŜǊŜ ǘƘŜȅ ŘŜŎƛŘŜ ǘƻ ǎǘƻǇ 

working and they start partying, so I did some dance scenes there.  

CJ Cool.  Please explain the process which was followed to develop and incorporate 

music into Khumba.   

DS Well in Khumba we had Scratch Tracks, and we knew they were going to be replaced, 

ǎƻ ǿŜ ǿŜǊŜƴΩǘ ǎƻ ǎǘƛŎƪƛƴƎ ǘƻƻ Ŏƭƻǎely most of the time to what the music kind of gives 

ȅƻǳΦ  .ǳǘ L ƳŜŀƴ ǘƘŀǘΩǎ ƴƻǘ ǘƘŜ ƛŘŜŀƭ ǿŀȅ ǘƻ ǿƻǊƪ L ƘŀǾŜ ǘƻ ǎŀȅΣ L ƳŜŀƴ ǿŜΩǾŜ Ǝƻǘ ǘƘŜ 

ǎŀƳŜ ǎƛǘǳŀǘƛƻƴ ƴƻǿ ƛƴ wŜǾƻƭǘƛƴƎ wŀƳǎ ǿƘŜǊŜ ǘƘŜ ƳǳǎƛŎ ƛǎƴΩǘ ŘƻƴŜ ȅŜǘΣ ǎƻ ǿŜΩǊŜ ǎƻǊǘ 

of having to work with the scratch and hope that the musicians and the directors also, 

you know... 

CJ Fit it in? 

DS ²Ŝƭƭ ǿŜΩƭƭ Řƻ ǘƘŜ ǊŜǎǘΦ  .ǳǘ L ǘƘƛƴƪ ŀƴƛƳŀǘƛƻƴ ǿƻǊƪǎ ŀ ƭƻǘ ƭƛƪŜ ǘƘŀǘ ǳƴƭŜǎǎ ȅƻǳΩǊŜ ŘƻƛƴƎ 

ŀ ōƛƎ ƳǳǎƛŎŀƭ ǇǊƻŘǳŎǘƛƻƴ ǿƛǘƘ ŀ ōƛƎ ōǳŘƎŜǘΣ ȅƻǳΩƭƭ ǾŜǊȅ ǊŀǊŜƭȅ ƎŜǘΣ ƻǊ ȅƻǳΩǊŜ ŘƻƛƴƎ ŀ 

ƳǳǎƛŎ ǾƛŘŜƻΣ ȅƻǳΩƭƭ ǾŜǊȅ ǊŀǊŜƭȅ ƎŜǘ ǘƻ ǿƻǊƪ ǿƛǘƘ ǘƘŜ ǎƻǳƴŘΣ ƛǘΩǎ ƎƻƛƴƎ ǘƻ ŜƴŘ ǳǇ ōŜƛƴƎΣ 

well, you know... 
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CJ Ja. 

DS So I can tell you like about the processes there is and the processes there should be? 

(laughter) 

CJ Yes please.  

DS The processes there should be is that like every time you are thinking about animating 

anything, you need to be thinking about the story.  What is the moral of the story?  

!ƴŘ L ǘƘƛƴƪ ǘƘŜ ǘƘƛƴƎ ƛǎΣ ƭƛƪŜ ƛǘΩǎ ōŜŜƴ ƛƴǘŜǊŜǎǘƛƴƎ ǿƻǊƪƛƴƎ ǿƛǘƘ {ŀƳ ŀƴŘ ƳŀȅōŜ ǎƘŜΩƭƭ 

talk about this witƘ ȅƻǳΣ ōǳǘ ǘƘŜ ŘŀƴŎŜ ǎŜǉǳŜƴŎŜǎ ǿŜΩǊŜ ŘƻƛƴƎ ǊƛƎƘǘ ƴƻǿ ƛƴ wŜǾƻƭǘƛƴƎΣ 

ƛǘΩǎ ŀ ǎƻǊǘ ƻŦ ŜǎŎŀƭŀǘƛƻƴ ƛƴ ƛƴ ǘƘƛǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ /ƛƴŘŜǊŜƭƭŀ ŀƴŘ tǊƛƴŎŜ /ƘŀǊƳƛƴƎΣ 

ŀƴŘ ōŜŎŀǳǎŜ ƛǘΩǎ wƻŀƭŘ 5ŀƘƭΣ ŀƴŘ ŜǾŜǊȅƻƴŜ ǿƘƻΩǎ ǊŜŀŘ ǘƘŜ ōƻƻƪǎ ƪƴƻǿǎΣ ƘŜΩǎ ŀŎǘǳŀƭƭȅ 

a bit of a villŀƛƴΣ ŀƴŘ ǎƻ ȅƻǳ ǎƻǊǘ ƻŦ ƘŀǾŜ ǘƘƛǎ ōƛǘ ƻŦ ŀ ǘƘƛƴƎ ǿƘŜǊŜ ǎƘŜΩǎ ƭƛƪŜ ǘƘƛǎ ƛƴƴƻŎŜƴǘ 

girl, and then she sort of becomes corrupted through this ς you know, this dancing 

with this sleazy guy.  And at some point she takes over, you know, and she kind of lets 

her hŀƛǊ Řƻǿƴ ǎƻ ǘƻ ǎǇŜŀƪΦ  !ƴŘ ȅƻǳΩǾŜ Ǝƻǘ ǘƻ ƪƛƴŘ ƻŦ ŦƛƴŘ ǿŀȅǎ ǘƻ ǿƻǊƪ ǿƛǘƘ ǘƘŜ ƳǳǎƛŎΣ 

to hit the story beats, to sort of show the change in attitude and through the dance 

thing, show that this relationship is progressing.  Which is a lot of fun.  And I think you 

ƪƴƻǿ ǘƘŀǘ ǘƘŀǘΩǎ ǘƘŜ ǿŀȅ ƛǘ ǎƘƻǳƭŘ ōŜΣ ƛǘΩǎ ŀ ǎǘƻǊȅ ǿƛǘƘ ŘŀƴŎŜΣ ŀƴŘ ƛŦ ȅƻǳ ǿŀǘŎƘŜŘ ǎƻƳŜ 

ƻŦ ǘƘŜ ƎǊŜŀǘ ƳǳǎƛŎŀƭǎΣ ƭƛƪŜ ǎƻƳŜ ƻŦ ƛǘΩǎ ǎǇŜŎǘŀŎƭŜΣ ōǳǘ ŀ ƭƻǘ ƻŦ ƛǘ ƛǎ ŀōƻǳǘ ǘǊȅƛƴƎ ǘƻ ǎŀȅ 

ǎƻƳŜǘƘƛƴƎ ŜƭǎŜ ŀōƻǳǘ ǘƘŜ ŎƘŀǊŀŎǘŜǊΣ ŀƴŘ ƛǘΩǎ ŀōǎǘǊŀŎǘΣ ȅƻǳ ƪƴƻǿΣ ƛǘΩǎ ŎŀǊicatured, you 

kind of think about West Side Story, and like the Jets and the Sharks, and like how the 

WŜǘǎ ŘŀƴŎŜ ŀƴŘ Ƙƻǿ ǘƘŜ {ƘŀǊƪǎ ŘŀƴŎŜΣ ŀƴŘ ǘƘŜȅΩǊŜ ǘǊȅƛƴƎ ǘƻ ƎŜǘ ǎƻƳŜ ǘƘƛƴƎǎ ƛƴǘƻ ǘƘŜ 

ŎƘƻǊŜƻƎǊŀǇƘȅ ŀōƻǳǘ ǘƘŜƛǊ ŀǘǘƛǘǳŘŜΣ ŀƴŘ ǘƘŜ ƻƴŜΩǎ ƳƻǊŜ [ŀǘƛƴ ŀƴŘ ƳƻǊŜ ƻf a flourish 

όƭŀǳƎƘǘŜǊύ ŀƴŘ ǘƘŜ ƻǘƘŜǊǎ ŀǊŜ ƳƻǊŜ ƭƛƪŜΣ ǘƘŜȅΩǊŜ ƳƻǊŜ ƪƛƴŘ ƻŦ ǎǘǊŜŜǘΣ ȅƻǳ ƪƴƻǿΣ ǘƘǳƎǎΦ  

(laughter) 

CJ WŀΣ ōǳǘ ŘƻƴΩǘ ȅƻǳ ǘƘƛƴƪ ǘƘŀǘ ǘƻ ǇƻǊǘǊŀȅ ǘƘŀǘ ǎǘȅƭŜ ǎǇŜŎƛŦƛŎŀƭƭȅΣ ȅƻǳ ƴŜŜŘ ǘƘŜ ƳǳǎƛŎΚ   

DS ¸ƻǳ ŀōǎƻƭǳǘŜƭȅ ǎƘƻǳƭŘΣ ȅƻǳ ǊŜŀƭƭȅ ǎƘƻǳƭŘΣ ǎƻ ǿŜΩǊŜ working with like a scratch track 

ǘƘŀǘ ǘƘŜ Ǝǳȅǎ ǊŜŀƭƭȅ ƭƛƪŜΣ ŀƴŘ ŀǇǇŀǊŜƴǘƭȅ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ǘǊȅƛƴƎ ƘŀǊŘ ǘƻ ƎŜǘ ƛǘΦΦΦ 

CJ Is it, ja.  

DS {ƻ ƛǘ ǿƛƭƭ ƘƻǇŜŦǳƭƭȅ ƘŀǾŜ ŀ ƭƻǘ ƻŦ ǘƘŜ ǎŀƳŜ ƳǳǎƛŎŀƭ ŎǳŜǎΦ .ǳǘ ǿƘŀǘ ǘƘŜȅΩǾŜ ƪƛƴŘ ƻŦ ŘƻƴŜΣ 

ǘƘŜȅΩǾŜ ƪƛƴŘ ƻŦ Ǝƻǘ ŀ ƭƻǘ ƻŦ ǾŜǊȅ ǎǇŜŎƛŦƛŎ ŎǳŜǎ ƛƴ ǘƘŜƛǊ ƳǳǎƛŎΣ ǎƻ ǘƘŜǊŜΩǊŜ ƪƛƴŘ ƻŦ ōǊŜŀƪǎΣ 

you know, when like you hold this, and you hold the pose, or you go back into it and 

Ƨǳǎǘ ƭƛƪŜ ƭƛǘǘƭŜ ŦƭƻǳǊƛǎƘŜǎ ƻǊ ƭƛǘǘƭŜΦΦΦ ȅƻǳ ƪƴƻǿΣ ǘƘŀǘ ƎƛǾŜǎ ȅƻǳ ƛŘŜŀǎΦ  ²ŜΩǊŜ Ƨǳǎǘ ƘƻǇƛƴƎ 

that all that is mixŜŘ ƛƴǘƻ ƛǘΣ ǎǳǊŜΣ ōŜŎŀǳǎŜ ǘƘŀǘΩǎ ǿƘŀǘ {ŀƳΩǎ ōŜŜƴ ŎƻƴŎŜƴǘǊŀǘƛƴƎ ƻƴΦ 

CJ Oh, great.  

DS ¸ŜŀƘΣ ƛƴ YƘǳƳōŀ L ǘƘƛƴƪ ǘƘŜ ƻƴƭȅ ŘŀƴŎŜ ǎŜǉǳŜƴŎŜǎ ŀǊŜ .ǊŀŘƭŜȅΩǎ ŘŀƴŎŜΣ ŀƴŘ ǘƘŜ 

ŘŀǎǎƛŜΩǎ ŘŀƴŎŜΣ L ƳŜŀƴ ǘƘƻǎŜ ŀǊŜ ǘƘŜ ǘǿƻ ƻƴŜǎ ǘƘŀǘ ǎǇǊƛƴƎ ǘƻ ƳƛƴŘΦ  

CJ Ja, Bradley has the one where he sings ostracised and then... 

DS WŀΣ LΩƳ ǎǳǊŜ {ŀƳ ǿƛƭƭ ǘŜƭƭ ȅƻǳ ǘƘŀǘ ǘƘŀǘ ǿŀǎ Ŏǳǘ ŘǊŀǎǘƛŎŀƭƭȅΦ  

CJ I heard Matthew said something like that.  

DS aŀȅōŜ {ŀƳΩǎ Ǝƻǘ ǘƘŜ ǿƘƻƭŜ ǘƘƛƴƎ ŦƻǊ ȅƻǳΣ ƳŀȅōŜ ǎƘŜ Ŏŀƴ ǎƘƻǿ ȅƻǳ ǿƘŀǘ ƛǘ ǿŀǎ 

supposed to be like, ja.   
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CJ That would be nice.  Was there sound incorporated into the animatics that you 

worked on for Khumba? 

DS Very little hey, very little.  I mean there was, but it was on a kind of need basis you 

know.  So you had the dialogue, and then any kind of big punŎǘǳŀǘƛƻƴ ǘƘƛƴƎΣ ȅƻǳΩŘ 

ƘŀǾŜ ƛǘ ǘƘŜǊŜΣ ōǳǘ ŀ ƭƻǘ ƻŦ ǘƘŜ ǘƛƳŜ ƛǘ ǿŀǎ ƪƛƴŘ ƻŦ ƳƛǎǎƛƴƎΣ ŀƴŘ ǘƘŜȅ ǿƻǳƭŘ ǎŀȅ άƻƘ Řƻ 

ƛǘ ƭŀǘŜǊέΦ  !ƴŘ L ǘƘƛƴƪ ǘƘŀǘ ƛǘΩǎ ƴƻǘ ŀ ōŀŘΦΦΦ L ƳŜŀƴ ƛǘΩǎ ƛƴ ŀƴƛƳŀǘƛƻƴ ȅƻǳ Ŏŀƴ ŀŎǘǳŀƭƭȅ ǿƻǊƪ 

around that kind of thing.  And I think you know if you have ideas about retiming 

things, like oh you know I think that hit should come earlier, it would be more of a 

ǎǳǊǇǊƛǎŜΣ ŦƻǊ ŜȄŀƳǇƭŜΦ hǊ L ǘƘƛƴƪ ǘƘŀǘ L ƴŜŜŘ ŀ ƭƻƴƎŜǊ ǇŀǳǎŜ ƘŜǊŜΣ ōŜŎŀǳǎŜ L ŘƻƴΩǘ ǘƘƛƴƪ 

ǘƘŀǘ ŀƴȅƻƴŜΩǎ ƎƻƛƴƎ ǘƻ ǊŜŀŘ ǿƘŀǘ ǘƘŜ ŎƘŀǊŀŎǘŜǊΩǎ ŜȄǇǊession is, so how can they know 

ǿƘŀǘ ǘƘŜȅΩǊŜ ǘƘƛƴƪƛƴƎΚ  LŦ ȅƻǳ ƘŀǾŜ ǎƻǳƴŘ ƛƴ ǘƘŜǊŜ ƛǘ Ŏŀƴ ōŜ ƳƻǊŜ ŘƛŦŦƛŎǳƭǘ ǘƻ ǎŜƭƭ ǘƘŀǘ 

idea, or it just takes a process between you and the editor.  But for the most part the 

difficult thing about not working with sound is ǘƘŀǘ ƛǘΩǎ ŘƛŦŦƛŎǳƭǘ ǘƻ ǘŜƭƭ ǿƘŀǘ ȅƻǳ ƘŀǾŜΦ  

LǘΩǎ ƭƛƪŜΦΦΦ ƛǘ ƭƻƻƪǎ ŦƛƴŜΣ ōǳǘ ƛǎ ƛǘ ŦƛƴŜΣ ȅƻǳ ŘƻƴΩǘ ƪƴƻǿΦ  

CJ WŀΣ ȅƻǳ ŎŀƴΩǘ ǎŜŜ ǘƘŜ ōƛƎƎŜǊ ǇƛŎǘǳǊŜΦ  

DS ¸ƻǳ ŎŀƴΩǘΣ ŀƴŘ ȅƻǳ ŎŀƴΩǘ ŦŜŜƭ ǘƘŜ Ŏƻƴǘƛƴǳƛǘȅ ŀƴŘ ȅƻǳ ŎŀƴΩǘ ŦŜŜƭ ǘƘŜ ŘǊŀƳŀΣ ȅƻǳ ŜǊΦΦΦ ƛǘ 

looks like somethƛƴƎΩǎ ƘŀǇǇŜƴƛƴƎΣ ȅƻǳ ƪƴƻǿΚ 

CJ Ja, ja.  

DS LǘΩǎ ƭƛƪŜΦΦΦ ǿŀǘŎƘƛƴƎ ŀ ƳƻǾƛŜ ǿƛǘƘ ȅƻǳǊ ŜŀǊǎΦΦΦ ǿƛǘƘ ǘƘŜ ǎƻǳƴŘ ƻŦŦΣ ȅƻǳ ƪƴƻǿΣ ƛǘΩǎ Ƨǳǎǘ ƭƛƪŜ 

ƴƻǘ ǎŎŀǊȅ ƻǊ ƛǘΩǎ Ƨǳǎǘ ǇƛŎǘǳǊŜǎΣ ȅƻǳ ƪƴƻǿΦ  {ƻ ƛǘΩǎ ƳƻǊŜ ŘƛŦŦƛŎǳƭǘ ǘƻ ǎŜƭƭ ƛŘŜŀǎΦ  όƭŀǳƎƘǘŜǊύ  

LǘΩǎ ƭƛƪŜΣ ǘƘƛǎ ƛǎ ŘŜŦƛƴƛǘŜƭȅ ǿƻǊƪƛƴƎΣ ǘƘŜȅΩǊŜ ŘŜŦƛƴƛǘŜƭȅ ǎŀŘΣ ōǳǘ ƛǘΩǎ ƭƛƪŜΣ L ŘƻƴΩǘ ŦŜŜƭ ǎŀŘΦ  

.ǳǘ ƛǘΩǎ ƻƴƭȅ н ǎŜŎƻƴŘǎ ƭƻƴƎΣ ȅƻǳ ƪƴƻǿΚ ό[ŀǳƎƘǘŜǊύ 

CJ Ja.  Do you think they worked from the animatic when animating the dance scenes? 

DS Er... no. I think that they pretty much ς it was, the animation on Khumba only had like 

ŀ ŎƻǳǇƭŜ ƻŦ ƛǘŜǊŀǘƛƻƴǎ ŀƴŘ ǿŀǎƴΩǘ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ǘƘŜȅ ƘŀŘ ŀ ƭƻǘ ƻŦ ǘƛƳŜ ǘƻ ǇƻƭƛǎƘΦ  {ƻ L 

ŘƻƴΩǘ ǘƘƛƴƪ ŀƴȅ ƻŦ ǘƘŜ ǇƻǎƛƴƎ ƛŘŜŀǎ ƻǊ ŀƴȅǘƘƛƴƎ ƭƛƪŜ ǘƘŀǘ ŎŀƳŜ ŦǊƻƳ ǘƘŜ ŀƴƛƳŀǘƛŎΦ  

And actually on Khumba what ended up happenƛƴƎ ƳƻǊŜ ƻŦǘŜƴ ǘƘŀƴ ƴƻǘ ƛǎ ǘƘŀǘ ǿŜΩŘ 

have to re-ōƻŀǊŘ ǎƻƳŜǘƘƛƴƎΣ ƛǘ ǿŀǎ ŀ ƳŜǎǎ ōȅ ǘƘŜ ǘƛƳŜ ƛǘ Ǝƻǘ Řƻǿƴ ǘƻ ǳǎΦ  {ƻ ǘƘŀǘΩǎ 

not, I would not recommend that, make sure that you guys have your boards locked 

down. 

 WǳǎǘΦΦΦ Ƨǳǎǘ ŦŜŜƭ ƭƛƪŜ ȅƻǳΩǾŜ Ǝƻǘ ǎƻƳŜǘƘƛƴƎ ǎǘǊong to start with.  Do you know what it is?  

LǘΩǎ ŀ ƭŜŀǊƴƛƴƎ ǇǊƻŎŜǎǎΣ ȅƻǳ ƪƴƻǿΣ ǎƻ ȅƻǳ ƪƴƻǿ ƛǘΩǎ ŘƛŦŦƛŎǳƭǘ ǘƻ ŎƻƳŜ ǳǇ ǿƛǘƘ ǿƘŜƴ ȅƻǳ 

ǎǘŀǊǘ ǘƻ ŀƴƛƳŀǘŜ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘΩǎ ƎƻƛƴƎ ǘƻ ŀƴƛƳŀǘŜ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘΩǎ ǊŜŀƭƭȅ ŎƭŜŀǊ ŦƻǊ 

ȅƻǳǊ ǎǘƻǊȅΦ  .ŜŎŀǳǎŜ ȅƻǳΩǊŜ ǘƘƛƴƪƛƴƎ ŀōƻǳǘ ȅƻǳǊ ǎƘƻǘǎΣ ȅƻǳΩǊŜ ƴƻǘ ǘƘƛƴƪƛƴƎ ŀōƻǳǘ ǘƘŜ 

ǿƘƻƭŜ ǇƛŎǘǳǊŜ ƘŜǊŜΣ ȅƻǳΩǊŜ ƴƻǘ ǘƘƛƴƪƛƴƎ ŀōƻǳǘ ǘƘŜ ǿƘƻƭŜ ǘƘƛƴƎΦ  {ƻ ǿƘŜƴ ȅƻǳ Řƻ ȅƻǳǊ 

ǎǘƻǊȅōƻŀǊŘǎΣ ȅƻǳΩǾŜ Ǝƻǘ ǊŜŀƭƭȅ ƎƻƻŘ ƛƴŦƻǊƳŀǘƛƻƴ ƛƴ ǘƘŜǊŜΣ ǘƘŜƴ ȅƻǳΩǾŜ Ǝƻǘ ŀ ƎƻƻŘ 

ŦƻǳƴŘŀǘƛƻƴ ǘƻ ǎǘŀǊǘ ǿƛǘƘΦ !ƴŘ ǿƘŀǘ ȅƻǳΩǊŜ Ǝƻƛng to try to do is, from storyboards 

ŀƴƛƳŀǘƛŎ ǘƻ ŀƴƛƳŀǘƛƻƴΣ ȅƻǳΩǊŜ ƎƻƛƴƎ ǘƻ ǘǊȅ ŀƴŘ ƳŀƪŜ ǎǳǊŜ ǘƘŜǊŜΩǎ ƳƻǊŜ ƛƴŦƻǊƳŀǘƛƻƴ ŀǘ 

ŜŀŎƘ ǎǘŀƎŜΦ  {ƻ ƘŜǊŜ ƛƴ ǘƘŜ ŘǊŀǿƴ ŀƴƛƳŀǘƛŎ ǘƘŜǊŜΩǎ ƛƴŦƻǊƳŀǘƛƻƴ ŀōƻǳǘ ǘƘŜ ǇƻǎƛƴƎ ŀƴŘ 

the timing.  But then the layout, there should be that plus camera and you know, 

ǿƘŀǘŜǾŜǊ ŜƭǎŜ ȅƻǳΩǊŜ ƎƻƛƴƎ ǘƻ ƴŜŜŘΦ 

CJ Oh, ja.  



Carelize Jacobs | 131 

 

DS Then in the animation it should be everything that was in there should be in there but 

ōŜǘǘŜǊΣ ȅƻǳ ƪƴƻǿΚ  Lǘ ǎƘƻǳƭŘƴΩǘ ōŜ ƭƛƪŜ ǘƘŀǘ ǎǳŎƪǎΣ ȅƻǳ ƪƴƻǿΣ L ƘŀǾŜ ǘƻ ǊŜǘƘƛƴƪ ƛǘΦ  ²Ƙat 

could we do, you know? 

CJ Ja, come up with new ideas.  

DS Because it takes a lot of time, yeah. 

CJ Ja because I think it could have saved time to have everything properly planned out.  

DS And also, every decision you make then is relevant to all the other shots.  And if they 

ƘŀǾŜƴΩǘ ǘƘƻǳƎƘǘ ŀōƻǳǘ ǘƘŀǘΣ ŀōƻǳǘ Ƙƻǿ ƛǘΩǎ ƎƻƛƴƎ ǘƻ ōŜ ǿƘŜƴ ǘƘŜ ŀƴƛƳŀǘƛƻƴ ƛǎ ǇƭŀƴƴŜŘΣ 

ƛǘΩǎ ƭƛƪŜ ȅƻǳ ƎŜǘ ǘƻ ǘƘŀǘ ǘƘŜƴΣ ƻƪŀȅ ǿƘȅ ŘƻƴΩǘ ǿŜ ƳŀƪŜ ŀ ƎǊŜŀǘ ōƛƎ ǘƘƛƴƎ ƘŜǊŜΣ ŀƴŘ ƘŜ 

Ŏŀƴ ōŜ ƭƛƪŜ ƭƻƻƪƛƴƎΣ ƭƛƪŜ ƘŜΩǎ ƻƴŜΣ ŀƴŘ ƛǘΩǎ ƭƛƪŜ ǘƘŀǘ ōŜŎƻƳŜǎ ŦƻǳǊ ǎƘƻǘǎ ƭŀǘŜǊΣ ǎƻ ƛǘΩǎ ƭƛƪŜ 

oh damn, what are we going to do? (Laugher)  

CJ Ja, shame.  

DS ¸ƻǳ ƪƴƻǿΣ ǎƻ ǘƘŜǊŜΩǎ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘΩǎ ǊŜŀƭƭȅ ƛƳǇƻǊǘŀƴǘΣ ǘƻ ƘŀǾŜ ŀ ƎƻƻŘ ōƭǳŜǇǊƛƴǘΦ  !ƴŘ 

ǘƘŀǘΩǎ ǎƻƳŜǘƘƛƴƎ ǿŜ ŘƛŘ ƻƴ ƻǳǊ ƭŀǎǘ ƳƻǾƛŜΣ {ǘƛŎƪƳŀƴΣ ǿŜ ƘŀŘ ŀƴ ŀƴƛƳŀǘƛŎ ǘhat was 

extremely solid.  And if you look at the drawn animatic and you look at the finished 

animation, most of the vital animation is in the drawing, you know.  So it means that 

ŀǘ ŜŀŎƘΦΦΦ ƛǘ ǿŀǎƴΩǘ ŀ ǎƳƻƻǘƘ ǇǊƻŎŜǎǎΣ L ǿƻǳƭŘƴΩǘ ǎŀȅ ǘƘŀǘ ōŜŎŀǳǎŜ ǿŜ ǎǘǊǳƎƎƭed to kind 

of hit the quality and the style, but what was good was that each of those different 

layers, gave you the right information to do your next job. And you could always point 

ōŀŎƪ ǘƻ ǘƘƛǎΣ ƛǘΩǎ ƭƛƪŜ ǿŜƭƭ ǘƘƛǎ ƛǎ ǘƘŜ ǎǘƻǊȅΦ  ¢ƘŀǘΩǎ ƴƻǘ ŎƭŜŀǊΣ ȅƻǳ ƘŀǾŜƴΩǘ ƎƻǘΣ ȅƻǳ ƪƴƻǿΣ 

ǿƘŀǘ ǿŜΩǾŜ Ǝƻǘ ƛƴ ǘƘŜǊŜΦ 

CJ WŀΣ ƧŀΣ ƛǘΩǎ ƴƻǘ ŎƻƳƳǳƴƛŎŀǘŜŘΦ  

DS LǘΩǎ ƴƻǘ ŎƻƳƳǳƴƛŎŀǘŜŘΣ ȅŜŀƘΦ   

CJ What did you think the the animators who animated the dancing, received to animate 

the dancing? Obviously they received the the animation, and the animatic.  

DS ²ƛǘƘ .ǊŀŘƭŜȅΣ {ŀƳ ǿƻǳƭŘ ƘŀǾŜ Ǝƻǘ ǘƘŜ ǾŜǊǎƛƻƴ ƻŦ ǘƘŜ ǎƻƴƎΣ ŀƴŘ L ŘƻƴΩǘ ƪƴƻǿ ƛŦ ƛǘ ǿŀǎ 

ǘƘŜ Ŧƛƴŀƭ ǾŜǊǎƛƻƴΣ ǎƘŜΩƭƭ ƘŀǾŜ ǘƻ ǘŜƭƭ ȅƻǳΦ  .ǳǘ ƛǘ ǿŀǎ L ǘƘƛƴƪ ƛǘ ǿŀǎΣ ƛǘ ƳƛƎƘǘ ƘŀǾŜ ōŜŜƴ ŀ 

scratch version of the song that was composed by Bruce and performed by Richard E 

Grant, and then she would have been kind of briefed on, you know... 

CJ What needs to happen.   

DS What needs to happen, and then she would have collected reference videos and 

started from what happened there, or she would have shot some reference videos.  

CJ How would she have gone about to use these tools to animate, to go about the 

process of animating then? 

DS You know, I think dance sequences are not that different to how you would do any 

piece of animation. And I think that wƘŀǘΩǎ ƛƴǘŜǊŜǎǘƛƴƎ ŦƻǊ ƳŜΣ ƘŀǾƛƴƎ ǿƻǊƪŜŘ ŀ ƭƛǘǘƭŜ 

bit with Sam, was that like, to choreograph something, is a lot like planning a piece of 

ŀƴƛƳŀǘƛƻƴΦ  {ƻ ƛǘΩǎ ǎƻǊǘ ƻŦ ōŜŀǘ ōȅ ōŜŀǘ ȅƻǳ ƪƴƻǿΣ ŀƴŘ ƛǘΩǎ ŀ ǘƛƳŜ ōŀǎŜŘ ƳŜŘƛǳƳΣ ǎƻ ƛƴ 

ŘŀƴŎŜ ƛǘΩǎ ǘƻ ǘƘŜ ƳǳǎƛŎΣ ƳǳǎƛŎΣ ŀƴŘ ƛǘΩǎ ŀ ǘƛƳŜ ǎƛƎƴŀǘǳǊŜΣ ȅƻǳ ƪƴƻǿΣ ŀƴŘ ƛǘΩǎ ǎƻǊǘ ƻŦ ǘƻ 

ŀ ǇƛŜŎŜ ƻŦ ǘƛƳŜΣ ŀƴŘ ƛǘΩǎ ŜȄŀŎǘƭȅ ǘƘŜ ǎŀƳŜΦ  {ƻ ƛƴ ŦŀŎǘ ǘƘƛƴƪƛƴƎ ŀōƻǳǘ ŘŀƴŎƛƴƎ ŀǎ ŀƴ 
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ŀƴƛƳŀǘƻǊΣ ǘƘŜȅΩǊŜ ǾŜǊȅ ŎƭƻǎŜƭȅ ǊŜƭŀǘŜŘΦ  !ƴŘ ȅƻǳΩƭƭ ǎŜŜΣ ƛŦ ȅƻǳ Ǝƻ ǘƻ ǿŀǘŎƘ ƎƻƻŘ ŘŀƴŎƛƴƎΣ 

is like they also sort of pick up on some similar ideas around what looks good, and 

ŜǎǇŜŎƛŀƭƭȅ ǎƻǊǘ ƻŦ ǘŜƭƭƛƴƎΣ ƛŦ ȅƻǳ Ǝƻ ǘƻ ǎŜŜ ŀ ƳǳǎƛŎŀƭΣ ǘƘŜȅ ǿƛƭƭΣ ȅƻǳ ƪƴƻǿΣ ǘƘŜȅΩƭƭ ƘƻƭŘ 

ǇƻǎŜǎ ŀƴŘ ǘƘŜȅ ǿƛƭƭ ŜȄŀƎƎŜǊŀǘŜ ŀǊŎǎ ŀƴŘ ǘƘŜȅΩƭƭ Řƻ ōƛƎ ŀƴǘƛŎƛǇŀǘƛƻƴǎΣ ǎƻ ǘƘŀǘ ȅƻǳ Ŏŀƴ 

ǎŜŜ ǿƘŀǘ ǘƘŜȅΩǊŜ ƎƻƛƴƎ ǘƻ Řƻ ƴŜȄǘΦ  L ƳŜŀƴ ƛǘΩǎ ǾŜǊȅ ŎƭƻǎŜƭȅ ǊŜƭŀǘŜŘΣ ǎƻ ƛǘΩǎ ƴƻǘ 

something that is difficult to translate. And I think the thing that Sam has that most of 

ǳǎ ŘƻƴΩǘ ƘŀǾŜ ƛǎ ǘƘŀǘ ǎƘŜ Ƙŀǎ ǘƘŜ ǾƻŎŀōǳƭŀǊȅ ƻŦ ŀ ŘŀƴŎŜǊΣ ŀƴŘ ǎƘŜ Ƙŀǎ ǘƘƛǎ ǿƘƻƭŜ ǎƻǊǘ 

of a library that ŜȄƛǎǘǎ ƛƴ ƘŜǊ ƘŜŀŘΦ  !ƴŘ ǎƘŜΩƭƭ ƪƴƻǿ ǿƘŀǘ ƭƻƻƪǎ ŎƻƴǾƛƴŎƛƴƎΣ ȅƻǳ ƪƴƻǿΦ  

L ǘƘƛƴƪ ǿƛǘƘ ǳǎ ƛǘΩǎ ǘŜƳǇǘƛƴƎ ǘƻ Řƻ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘΩǎ ŎŀǊǘƻƻƴȅ ŀƴŘ ǿƘŀŎƪ ŀƴŘ ƻǳǘ ǘƘŜǊŜΣ 

ǿƛǘƘ ƘŜǊ ǎƘŜΩƭƭ ƪƴƻǿ ǿƘŜǊŜ ǘƘŜ ǿŜƛƎƘǘΩǎ ǎǳǇǇƻǎŜŘ ǘƻ ǿƘŜǊŜ ǘƘŜ ǿŜƛƎƘǘ ƛǎ ǎǳǇǇƻǎŜŘ 

to be and what yƻǳ ƘŀǾŜ ǘƻ ōŜ ŀōƭŜ ǘƻ Řƻ ǘƻ ǇǊŜǇ ŀ ƳƻǾŜΣ ȅƻǳ ƪƴƻǿΣ ǎƘŜΩƭƭ ƳŀƪŜ ǎǳǊŜ 

ŀƭƭ ǘƘŀǘ ƪƛƴŘ ƻŦ ŘŜǘŀƛƭ ƛǎ ƛƴ ǘƘŜǊŜΣ ŀǎ ǎƻƳŜƻƴŜ ǿƘƻ Ŏŀƴ Řƻ ƛǘΣ ŀƴŘ ǘƘŀǘΩǎ ǎƻǊǘ ƻŦ ǉǳƛǘŜ 

ǊƛŎƘΦ  !ƴŘ ǘƘŜƴ ȅƻǳΩǾŜ ƎƻǘΣ ŀǎ ŀƴ ŀƴƛƳŀǘƻǊ ȅƻǳ Ŏŀƴ ǎƻǊǘ ƻŦ Ǝƻ ǇǳǎƘ ǘƘŀǘΣ ǘƘƻǎŜ ƛŘŜŀǎΦ  L 

think in KhǳƳōŀΣ ƛǘΩǎ ƛƴǘŜǊŜǎǘƛƴƎ ǿŀǘŎƘƛƴƎ ƛǘ ŀƎŀƛƴΣ ƘŀǾƛƴƎ ōŜŜƴ ǘƘǊƻǳƎƘ ǘƘŜǎŜ ƭŀǎǘ ǘǿƻ 

projects, because our styles in animation have changed so much.  Revolting Rams is ς 

ƛǘΩǎ ŀƭƳƻǎǘ ƭƛƪŜΣ ƛǘΩǎ ōƛƎΣ ƛǘ ŦŜŜƭǎ ƭƛƪŜ ǎƻƳŜ ƻŦ ǘƘŜ ǎƘƻǘǎΣ ŎƻǳƭŘ ōŜ ƻǳǘ ƻŦ ŀ όLƴŘƛǎǘƛƴŎǘύ  ȅou 

ƪƴƻǿΣ ƛǘΩǎ ƘǳƎŜΣ ƛǘΩǎ ƭƛƪŜ ǎǳǇŜǊ ŜȄŀƎƎŜǊŀǘŜŘΣ ǎƻƳŜ ƻŦ ƛǘΩǎ ƳƻǊŜ ǎǳōǘƭŜΣ {ǘƛŎƪƳŀƴ ƛǎ ǾŜǊȅ 

ǎǳōǘƭŜΣ ƛǘΩǎ ƭƛƪŜ ŀ ǾŜǊȅ ǎƘƻǊǘ ǎǘƻǇ Ƴƻǘƛƻƴ ŦƛƭƳ ŦƻǊ ǾŜǊȅ ȅƻǳƴƎ ŎƘƛƭŘǊŜƴΣ ȅƻǳ ƪƴƻǿΦ  

Khumba, funny enough started off, the brief was at the beginning, can we make it feel 

like stop motion.  When we started working with the characters we found that that 

was not going to be right for the story, because the story was more dramatic than a 

comedy, it was a drama.  

CJ Ja it was.  

DS And it was these big vistas, and these quite naturalistic characters with real hair and 

like that, so as soon as we started doing all these little stop motion tricks, it just felt 

weird, it felt like not finished.  Everything else was finished but the animation, you 

know, so we abandoned that ideŀ ŀƴŘ ǿŜ ǿŜƴǘ ŦƻǊ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘΩǎ ǾŜǊȅ ƴŀǘǳǊŀƭΦ  {ƻ 

ǘƘŜ ŘŀƴŎƛƴƎ ƛǎ ǾŜǊȅ ƴŀǘǳǊŀƭΦ  ¢ƘŜ ŘŀƴŎƛƴƎ ǘƘŀǘ ǿŜΩǊŜ ŘƻƛƴƎ ǿŜΩǊŜ ŘƻƛƴƎ ƴƻǿ ƛƴ 

wŜǾƻƭǘƛƴƎΣ ƛǘΩǎ ǾŜǊȅ ǇǳǎƘŜŘΣ ȅƻǳ ƪƴƻǿΣ ǎƻ ƛǘΩǎ Ǝƻǘ ǘƘŜ ōŀǎƛǎ ƻŦ ǘƘŜ ŘŀƴŎŜ ŀƴŘ ƛǘΩǎ Ǝƻǘ ǘƘŜ 

ς these little cartoon lines where we hold things for longer than is physically possible, 

ŀƴŘ ǘƘŜ ŎƘŀǊŀŎǘŜǊǎ ƻŦ ŎƻǳǊǎŜΣ ƛǘΩǎ ƭƛƪŜ 5ŜǎǇƛŎŀōƭŜΣ ǎƻ ǿŜ ƳŀƪŜΣ ǿŜ ǘǳǊƴ ǘƘŜƳ ƛƴǘƻ ǊŜŀƭΣ 

you know, we turn them into real slime balls.  (laughter)  At points, ja.  

CJ ²ƘŜǊŜ ƛǘΩǎ ƴŜŜŘŜŘ όƭŀǳƎƘǘŜǊύΦ 

DS WƘŜǊŜ ƛǘΩǎ ƴŜŜŘŜŘ ƧŀΣ ǿƘƛŎƘ ƛǎ ŦǳƴΦ  όƭŀǳƎƘǘŜǊύ 

CJ Ja.  Do you think she would have received the sheet music or just the track, like the 

audio track? 

DS bƻΣ Ƨǳǎǘ ǘƘŜ ǘǊŀŎƪΦ  !ƴŘ L ŘƻƴΩǘ ƪƴƻǿ ǘƻƻ Ƴŀƴȅ ŎƛǊŎǳƳǎǘŀƴŎŜǎ ǳƴŘŜǊ ǿƘƛŎƘ ǘƘŀǘ ǿƻǳƭŘ 

be useful or necessaǊȅ ǘƻ ǘƘŜ ŀƴƛƳŀǘƻǊΦ  !ƭǎƻ ōŜŎŀǳǎŜ ǘƻ ǘƘŜ ŀƴƛƳŀǘƻǊΣ ƭƛƪŜ ǎǘǳŦŦ ƛǎƴΩǘ 

usually till at the end.  But also because I think, I think in terms of the kind of things 

ǿŜΩǊŜ ƭƻƻƪƛƴƎ ŦƻǊΣ ƛǎ ǿŜΩǊŜ ƭƻƻƪƛƴƎ ŦƻǊ ƴƻǘ ŀ ǘŜŎƘƴƛŎŀƭ ƭƛƪŜ ǿƘŀǘ Řƻ ȅƻǳ Ŏŀƭƭ ƛǘΣ 

specificity?  WŜΩǊŜ ƭƻƻƪƛƴƎ ŦƻǊ ǿƘŀǘ ƭƻƻƪǎ ƎƻƻŘ ŦƻǊ ǿƘŀǘ ǿŜΩǊŜ ƘŜŀǊƛƴƎΣ ǎƻ ƛŦ ǿŜ ƘŀŘ 

ǘƻ ǎƛǘ Řƻǿƴ ŀƴŘ ƭƻƻƪ ŀǘ ƭƛƪŜ ǘƘŜ ōŀǊǎ ŦƻǊ ŜȄŀƳǇƭŜΣ ȅƻǳ ƪƴƻǿΣ ƛǘΩǎ ƛƴŦƻǊƳŀǘƛƻƴ ǘƘŀǘ ǿŜ 

ŘƻƴΩǘ ǊŜŀƭƭȅ ƴŜŜŘ ōŜŎŀǳǎŜ ǿŜ Ŏŀƴ ƘŜŀǊ ƛǘ ŀƭǊŜŀŘȅΦ  IŀǾƛƴƎ ǎŀƛŘ ǘƘŀǘΣ {ŀƳ ǿƛƭƭ ōǊŜŀƪ ƛǘ 

down, and say like that this is ς ƘŜǊŜΩǎ ŀ ōŀǊΣ ƘŜǊŜΩǎ ŀΦΦΦ ȅƻǳ ƪƴƻǿΣ ŀƴŘ ƛǘ Ŏǳǘǎ ƘŀƭŦ ƻŦ 
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ƛǘΣ ǿŜ ŘƻƴΩǘ ƎŜǘ ǘƻ ǘƘŜ ŜƴŘ ƻŦ ǘƘƛǎ ǘƘƛƴƎΣ ǎƻ ǿŜ ƴŜŜŘ ǘƻΦΦΦ ōǳǘ ǎƘŜ Ǉƭŀƴǎ ǘƘŀǘ ƛƴ ƘŜǊ 

ŎƘƻǊŜƻƎǊŀǇƘȅΣ ŀƴŘ ǎƘŜ ƎŜǘǎ ǘƘŀǘ ŦǊƻƳ Ƨǳǎǘ ƭƛǎǘŜƴƛƴƎ ǘƻ ǘƘŜ ǘǊŀŎƪΣ ǎƘŜ ŘƻŜǎƴΩǘ ƎŜǘ ƛǘ ƛƴ 

a... 

DS Lƴ ŀ ōǊƛŜŦΣ ȅŜŀƘ όǾƛǎǳŀƭ ƳŀƴƴŜǊύ ǎƘŜ ŘƻŜǎƴΩǘ ƎŜǘ ƛǘ ƛƴ ŀ ǇŀŎƪΣ ȅƻǳ ƪƴƻǿΦ  

CJ So the musical timing, is it worked out by just listening to the music, and like as you 

ǎŀȅΣ ǎƘŜΩǎ ǇƭŀƴƴƛƴƎ ƛǘ ƻǳǘΣ ƛǘΩǎ ƴƻǘ ǳƘƳΦΦΦ Ƨŀ ŀƴŘ ǿƻǊƪƛƴƎ ƛǘ ƻǳǘΣ ǘƘŀǘϥǎ ōŀǎƛŎŀƭƭȅ ǿƘŀǘ LΩƳ 

asking.  

DS Yeah, yeah.  

CJ What did you think was animating about, or is challenging about animating a dance 

theme? 

DS I think that it will be the same that makes, just thinking about my other, experiences, 

ƛǘΩǎ ǘƘŜ ǎŀƳŜ ǘƘƛƴƎǎ ǘƘŀǘ ƳŀƪŜǎ ŀƴƛƳŀǘƛƴƎ ŀnything challenging, are you telling the 

ǎǘƻǊȅ ŀƴŘ ŀǊŜ ǘƘŜ ŎƘŀǊŀŎǘŜǊǎ ŎƻƳƛƴƎ ŀŎǊƻǎǎ ƛƴ ǘƘŜ ƛŘŜŀǎ ǘƘŀǘ ȅƻǳΩǊŜ ǇǳǘǘƛƴƎ ŦƻǊǿŀǊŘ ƛƴ 

the dance?  So in a dance you have like the opportunity to do something larger than 

life in quite fun ... and a good piece of dancing can kind of create a very emotional 

ŜȄǇŜǊƛŜƴŎŜΦ L ŘƻƴΩǘ ƪƴƻǿ ƛŦ ȅƻǳΩǾŜ ǎŜŜƴ ǎŜŜƴ ǘƘŀǘ ŎƭƛǇΣ ¢ƘƻǳƎƘǘ ƻŦ ¸ƻǳΣ ōȅ wȅŀƴ 

Woodwurn, have you seen that?  Oh I must show you this thing.  

CJ L ŘƻƴΩǘ ǘƘƛƴƪ ǎƻΦ 

DS ¢Ƙƛǎ ǘƘƛƴƎΣ ƛǘΩǎ ƭƛƪŜ ŀƴ ŀƴƛƳŀǘŜŘ ŘŀƴŎŜ ǘƻ ǘƘŜ ǘƘŜƳŜΣ ŀƴŘ ǘƘŜƴ ƛǘΩǎ ǘƘƛǎ Ǝǳȅ ŀƴŘ ǘƘƛǎ ƎƛǊƭΣ 

ŀƴŘ ƛǘΩǎ ǘƘŜ ǎǘƻǊȅ ƻŦ ǘƘŜƛǊ ǊŜƭŀǘƛƻƴǎƘƛǇΣ ŀƴŘ ǘƘŜƴ ǘƘŜȅ ƭƛƪŜ ς he uses the two in 

animation to kind of show like the ideas that come through in the dance, and at one 

point she does this, and then he like draws wings to show like .. you know.  

CJ Ja, it sounds beautiful. 

DS You should, for your stuff, you should see it and you should try to get hold of that guy, 

because I think he would have so much to show you and to tell you about what 

animation and dance can do together, you know? 

CJ Ja, ja.  

DS !ƴŘ ǿŜ ƘŀǾŜƴΩǘ ƘŀŘ ƭƛƪŜ ƳǳŎƘ ƻŦ ŀ ŎƘŀƴŎŜ ǘƻ Řƻ ǘƘŀǘΦ  

CJ Ja that's true.  

DS But I think like maybe that's a good point, like what can animation bring to dance?  

Because dance is already a form of expression, you know, lƛƪŜ ƛǘ Ƙŀǎ ƛǘΩǎ ƻǿƴ ǘƘƛƴƎ ȅƻǳ 

know, so what can animation add to that?  We talked about like there are similar 

principles going on, how can we describe them in animation terms?  So animation can 

ǇǳǎƘ ǘƘƻǎŜ ƛŘŜŀǎΦ  !ƴŘ ƳŀȅōŜ ƛǘΩǎ ŀōƻǳǘ ǎƻǊǘ ƻŦ ŀ ƭŀȅŜǊΣ Ǉǳǘǘing a layer of information 

onto the story.   

CJ Oh, ja.  

DS Oh you know it might be good for you to chat to Michael and Joe as well, because 

ǘƘŜȅΩǾŜ ŀƭǎƻ ōŜŜƴ ǿƻǊƪƛƴƎ ƻƴ ŀ ŘŀƴŎŜΣ ƭƛƪŜ ŀ ōŀƭƭŜǘΣ ŘƻƛƴƎ ǾƛǎǳŀƭǎΣ ŘƻƛƴƎ ƭƛƪŜ 

...(Indistinct) style visuals for thƛǎ ōŀƭƭŜǘ ŎŀƭƭŜŘ CƛǊŜōƛǊŘΣ ŀƴŘ ƛǘΩǎ Ƨǳǎǘ ǇƭŀȅŜŘ ƛƴ ǘƘŜ ¦{!Σ 
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ƛǘΩǎ ōŜŜƴ ƻƴ ǘƻǳǊ ǘƘŜǊŜΣ ŀƴŘ ƛǘΩǎ ƭƛƪŜ ǎƻƳŜ ƻŦ ǘƘŜ Ǝǳȅǎ ŦǊƻƳ IŀƴŘǎǇǊƛƴƎΣ ǳǎŜŘ ǘƻ ōŜ 

Handspring Public Company, and they made this giant, giant creature on stage and 

ǎǘǳŦŦΣ ǎƻ ǘƘŀǘΩǎ ŀƴƻǘƘŜǊΣ ǘƘŀǘΩǎ ŘƛŦŦŜǊŜƴǘ ǘƻ ŀƴƛƳŀǘƛƻƴΣ ǘƘŜȅΩǊŜ ƴƻǘ ƻƴƭȅ ŀƴƛƳŀǘƛƴƎ ǘƻ 

ŘŀƴŎƛƴƎΣ ǘƘŜȅΩǊŜ ŀƴƛƳŀǘƛƴƎ ǘƻ ǿƻǊƪ ǿƛǘƘ ŘŀƴŎŜǊǎ ŀƴŘ ǘƻ ǿƻǊƪ ǿƛǘƘ ƳǳǎƛŎΣ ǎƻ ǘƘŀǘΩǎ 

ŀƴƻǘƘŜǊΦΦΦ .ǳǘ L ǘƘƛƴƪ ƛǘΩǎ ŀōƻǳǘ ŀŘŘƛƴƎ ƭŀȅŜǊǎ ŀƴŘ ƳŜŀƴƛƴƎΦ  ¸ƻǳ ƪƴƻǿΣ ƭŀȅŜǊǎ ƻŦ 

interpretation.  As an animator you ƘŀǾŜ ȅƻǳǊ ǘƻƻƭǎΣ ōȅ ǎŀȅƛƴƎ ǘƘŀǘΩǎ ǎƻƳŜǘƘƛƴƎΣ ǿƘŀǘ 

Ŏŀƴ L ōǊƛƴƎ ǘƻ ƛǘΣ ȅƻǳ ƪƴƻǿΣ Ƙƻǿ Řƻ L ƳŀƪŜ ƛǘ ƳƻǊŜΧ ƻǊ ŎƘŀƴƎŜ ƛǘΦ  

CJ 5ƻ ȅƻǳ ǘƘƛƴƪ ƛǘΩǎ ƳƻǊŜ ŘƛŦŦƛŎǳƭǘ ǘƻ ŀƴƛƳŀǘŜ ǉǳŀŘǊǳǇŜŘǎ ǾŜǊǎǳǎ ƘǳƳŀƴǎΣ ƻǊ ƘǳƳŀƴƻƛŘ 

characters? 

DS Humans are difficult because we expect a lot from them, we know what they look like, 

ǿŜ ŀǊŜ ǘƘƻǎŜ ƎǳȅǎΦ  {ƻ ŜǎǇŜŎƛŀƭƭȅ ƛŦ ȅƻǳΩǊŜ ǘǊȅƛƴƎ ǘƻ ƳŀƪŜ ǾŜǊȅ ŜƳƻǘƛƻƴŀƭ ƘǳƳŀƴ 

characters, like the more natural they look, especially, the more creepy they feel 

because of the uncanny value and all that kind of stuff.  Quadrupled were surprisingly, 

ǿŜǊŜ ŜŀǎƛŜǊ ǘƘŀƴ L ǘƘƻǳƎƘǘΣ L ƘŀŘƴΩǘ ŘƻƴŜ ŀ ƭƻǘ ƻŦ ǉǳŀŘǊǳǇŜŘ ǎǘǳŦŦΣ ōǳǘ ōŀǎƛŎŀƭƭȅ ƛŦ ȅƻǳ 

ǘƘƛƴƪ ƻŦ ƭƛƪŜ ǘƘŜ ȊŜōǊŀ ƛƴ YƘǳƳōŀΣ ȅƻǳΩǾŜ ōŀǎƛŎŀƭƭȅ Ǝƻǘ ŀ Ǝǳȅ ǿƛǘƘƻǳǘ ŀƴȅ ŀǊƳǎΣ 

ǎǘŀƴŘƛƴƎ ƛƴ ŦǊƻƴǘ ƻŦ ȅƻǳ ǘŀƭƪƛƴƎΣ ŀƴŘ ǘƘŜƴ ƘŜΩs got these hind legs that sit behind him. 

CJ Ja (laughter) 

DS ¸ƻǳ ƪƴƻǿΣ Ƨǳǎǘ ǎƻ ǘƘŜȅΩƭƭ Řƻ ǿƘŀǘŜǾŜǊ ǘƘŜ ǊŜǎǘ ƻŦ ƘƛƳ ǿŀƴǘǎ ǘƻ ŘƻΣ ōǳǘ ƛƴ ǘŜǊƳǎ ƻŦ ƭƛƪŜ 

your acting and all that kind of stuff, that usually happens... and Khumba is quite a 

talky kind of movieΣ ǎƻ ǘƘŜǊŜΩǎ ŀ ƭƻǘ ƻŦ ƭƛƪŜ ǘƘŜǎŜ Ǝǳȅǎ Ƨǳǎǘ ƭƛƪŜ ǘŀƭƪƛƴƎΦ  !ƴŘ ǿƘŜƴ ǿŜ 

show reference, we were just like talking. 

CJ Ja, not... (laughter) 

DS So we were trying to get everything in like, the head and the back, you know.  So I 

think like the difficult thing is trying to find enough interesting business for them, you 

ƪƴƻǿΦ  !ƴŘ L ǘƘƛƴƪ ǎƻƳŜǘƘƛƴƎ ǿŜ ŘƛŘƴΩǘ Řƻ ŜƴƻǳƎƘ ƻŦ ƛƴ YƘǳƳōŀ ǿƘƛŎƘ ǿŀǎƴΩǘ ŎŀƭƭŜŘ 

for, but I mean if you look at a show like Bambi, most of them are like, you know, I 

ǘƘƛƴƪ ƛǘΩǎ Ǝƻǘ ŀ ōƛǘ ƻŦ ŀ ƭƛƪe... but if you look at a movie like Bambi, there are these 

ƳƻƳŜƴǘǎ ƛƴ .ŀƳōƛ ǘƘŀǘ ŀǊŜ ǉǳƛǘŜ ǉǳƛŜǘΣ ŀƴŘ ǘƘŜȅΩǊŜ ǊŜŀƭƭȅ Ƨǳǎǘ ƭƛƪŜ ƻōǎŜǊǾŜ ƳƻƳŜƴǘǎΣ 

ŀōƻǳǘ Ƙƻǿ ŀƴƛƳŀƭǎ ŀǊŜΦ ²Ŝ ŘƻƴΩǘ ǊŜŀƭƭȅ ƘŀǾŜ ŀ ƭƻǘ ƻŦ ǘƘŀǘ ƛƴ YƘǳƳōŀΣ ǿŜ ƘŀŘ ǘƘƛǎ 

dramatic sort of African folk tale that we wanted to tell, and we just kind of got down 

ǘƻ ƛǘΣ ōǳǘ ǘƘŜǊŜΩǎ ƪƛƴŘ ƻŦ ƭƛƪŜ ŀ ƭƻǘ ƻŦ ōŜŀǳǘƛŦǳƭ ƭƛƪŜ ƻōǎŜǊǾŜŘ ǘƘƛƴƎǎΣ ƭƛƪŜ ƛƴ ǿƛǘƘ 

ǉǳŀŘǊǳǇŜŘǎΣ ŘŜǇŜƴŘƛƴƎΣ ŀƴŘ L ƳŜŀƴ ǘƘŜǊŜΩǎ ŀƭǎƻ ǘƘƛǎ ǉǳŜǎǘƛƻƴΣ ƭƛƪŜ Ƙƻǿ ƘǳƳŀƴ ŀǊŜ 

they, how much like the animal ǘƘŜȅΩǊŜ ǇƻǊǘǊŀȅƛƴƎ ŀǊŜ ǘƘŜȅΣ ŀƴŘ ǘƘŜƴ Ƙƻǿ ƳǳŎƘ ƭƛƪŜΦΦΦ 

or is it just an actor without any arms? 

CJ Ja, so... 

DS So you want to try to ... every movie is different, they treat it differently, and you get 

more natural and you get more abstract.  You kind of find your place on the scale.   

CJ Ja, ja, make sure you know where you fit in. (laughter) Do you know of any specific 

methods that animators might use to animate to music? 

DS I would say people looking to animate to music should do some research depending 

ƻƴ ǿƘŀǘ ǘƘŜȅΩǊŜ ǎǳǇǇƻǎŜŘ ǘƻ ōŜ ƛƴ ǘƘŜƛǊ ŀƴƛƳŀǘƛƻƴΦ  ¢ƘŜƴ ȅƻǳ Řƻ ƭƛƪŜ ŀ ƭƻǘ ƻŦ ǊŜǎŜŀǊŎƘΦ  

{ƻ ƛŦ ȅƻǳΩǾŜ Ǝƻǘ ŀ ŘŀƴŎŜ ǘƻ ŘƻΣ ȅƻǳ ŎŀƴΩǘ Ƨǳǎǘ ǎŀȅ ƛǘΩǎ ŀ ŘŀƴŎŜΦ  ¢ƘŜǊŜΩǎ ŀǎ Ƴŀƴȅ ŘƛŦŦŜǊŜƴǘ 
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types of dances as there are people.  I mean like each one has its own specific 

ŎƘŀǊŀŎǘŜǊΦ  [ƛƪŜ ŀ ǘŀƴƎƻ ƛǎ ƴƻǘ ŀ ǿŀƭǘȊΣ ƛǘΩǎ ƴƻǘ ŀ ς ȅƻǳ ƪƴƻǿΣ ƛǘΩǎ ƴƻǘ ŀ ŦƻȄǘǊƻǘΣ ȅƻǳ 

ƪƴƻǿΣ ŀƴŘ ȅƻǳϥǾŜ Ǝƻǘ ǘƻ ŦƛƎǳǊŜ ƻǳǘ ǿƘŀǘΩǎ ǊƛƎƘǘ ŦƻǊ ǘƘŜ ƳǳǎƛŎΦ  ²Ƙŀǘ ȅƻǳ ǿŀƴǘ ǘƻ 

ŜȄǇǊŜǎǎΣ ŀƴŘ ǿƘŀǘ ǘƘŜΦΦΦ ȅƻǳ ƪƴƻǿΣ ŀƴŘ L ǘƘƛƴƪ ƛǘΩǎ ǾŜǊȅ ǳǎŜŦǳƭ ƛŦ ȅƻǳΩǊŜ ŘƻƛƴƎ Řancing 

to get a little bit familiar with that language.  My wife and I do Lindy Hop and 

Charleston and stuff, just for fun. !ƴŘ ƛǘΩǎ ōŜŜƴ ŀƳŀȊƛƴƎΣ ƛǘΩǎ ōŜŜƴ ŀƴ ŀƳŀȊƛƴƎ ǇǊƻŎŜǎǎ 

for me, kind of learning, you know, how it all works.  That you have a basic step that 

you always go back to, and that things, and variations you know, like things, like these 

ŘƛŦŦŜǊŜƴǘ ƪƛƴŘǎ ƻŦ ƳƻǾŜǎ ǘƘŀǘ ȅƻǳ ƭŜŀǊƴΣ ōǳǘ ǘƘŜƴ ȅƻǳ ŎƻƳōƛƴŜ ǘƘŜƳΦ  !ƴŘ ǎƘŜΩǎΣ ȅƻǳ 

ƪƴƻǿΣ ǎƘŜ ǳǎŜŘ ǘƻ Řƻ ƪŀǊŀǘŜΣ ǎƻ ŦƻǊ ƘŜǊ ƛǘΩǎ ŀƭǎƻ ƭƛƪŜ ǎƻƳŜǘƘƛƴƎ ƪƛƴŘ ƻŦ ǎƛƳilar, you 

ƪƴƻǿΣ ȅƻǳ ƪƛƴŘ ƻŦ ƘŀǾŜ ǘƘŜǎŜ ǘƘƛƴƎǎ ǘƘŀǘ ȅƻǳ ƭŜŀǊƴ ōǳǘ ǘƘŜƴ ƛǘΩǎ ŀōƻǳǘ Ƙƻǿ ȅƻǳ 

combine them, and how they work together like you know, to make something.  So 

yeah.  

CJ Ja I know, that does make sense.  

DS Yeah, I would also say that people animatƛƴƎ ǘƻ ƳǳǎƛŎΣ ƛŦ ǘƘŜȅΩǊŜ ΦΦΦ ƛŦ ǘƘŜȅΩǊŜ ǎƘƻǿƛƴƎ 

ŀ ŎƘŀǊŀŎǘŜǊ ǇƭŀȅƛƴƎ ǘƘŜ ƳǳǎƛŎΣ ƭƛƪŜ ƛŦ ǘƘŜȅΩǊŜ ǇŜǊŦƻǊƳƛƴƎ ǘƘŜ ƳǳǎƛŎΣ ǘƘŜȅ ǊŜŀƭƭȅ ƴŜŜŘ ǘƻ 

ƪƴƻǿ Ƙƻǿ ǘƘŀǘ ƳǳǎƛŎŀƭ ƛƴǎǘǊǳƳŜƴǘ ǿƻǊƪǎΦ  [ƛƪŜ ǘƘŜȅ ŘƻƴΩǘ ƴŜŜŘ ǘƻ ōŜ ŀōƭŜ ǘƻ Ǉƭŀȅ ƛǘ 

like a maestro, but they should be able to identify what is going on.   

CJ Ja definitely.  

DS You know, and to be able to convey that with sincerity, you know.  

CJ Wŀ ŘŜŦƛƴƛǘŜƭȅΣ ƛǘΩǎ ǾŜǊȅ ƻōǾƛƻǳǎ ƛŦ ǎƻƳŜƻƴŜΩǎ ŦƻǊ ƛƴǎǘŀƴŎŜ ǇƭŀȅƛƴƎ ŀ Ǉƛŀƴƻ ŀƴŘ ȅƻǳ Ŏŀƴ 

see that's not how you play a piano. 

DS Exactly, you know, yeah.   

CJ Do you personally have any musical skills? 

DS L Ǉƭŀȅ ƎǳƛǘŀǊΣ ŀƴŘ ŀ ōƛǘ ƻŦ ǇƛŀƴƻΣ L ŎŀƴΩǘ ǊŜŀŘ ǎƘŜŜǘ ƳǳǎƛŎΣ ōǳǘ ȅŜǎΦΦΦ 

CJ {ƻ ƛǘΩǎ ǎŜƭŦ ǘŀǳƎƘǘΚ 

DS {ŜƭŦ ǘŀǳƎƘǘ ȅŜŀƘΦ  L ŘƛŘ ǘŀƪŜ Ǉƛŀƴƻ ƭŜǎǎƻƴǎ ŦƻǊ ŀ ƭƻƴƎ ǘƛƳŜΣ ƛǘΩǎ ŀ ōƛǘ ŜƳōŀǊǊŀǎǎing, but 

yes.  

CJ But then you can read sheet music? 

DS YƛƴŘ ƻŦΣ ōǳǘ ƴƻǘ ǊŜŀƭƭȅΣ ƛǘΩǎ ƭƛƪŜ L Ŏŀƴ ǿƻǊƪ ƛǘ ƻǳǘΣ ōǳǘ ƭƛƪŜ ǾŜǊȅ ǎƭƻǿƭȅΣ ȅƻǳ ƪƴƻǿΣ ōǳǘ 

very slowly.  If I look at it I can find C.  

CJ Find C, yes.  (Laughter) Okay, and so do you think you have an innate musical talent 

or an exceptional love for music? 

DS L ǿƻǳƭŘ ǎŀȅ L ƘŀǾŜ ŀ ƭƻǾŜ ŦƻǊ ƳǳǎƛŎΣ ȅŜǎΦ  {ƻ L ŘƻƴΩǘ ƪƴƻǿ ƛŦ L Ŏŀƴ ǇƭŀŎŜ ǘƘŀǘ ŀōƻǾŜ ƻǊ 

ōŜƭƻǿ ǘƘŜ !ǾŜǊŀƎŜ WƻŜΣ ōǳǘ L Řƻ ƭƻǾŜ ƳǳǎƛŎ ŀƴŘ L ǘƘƛƴƪ ƛǘΩǎ ƛƳǇƻǊǘŀƴǘΦ  !ƴŘ L ǘƘƛƴƪ ƛǘΩǎ 

as an animator I thƛƴƪ ƛǘΩǎ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘϥǎ ǾŜǊȅ ŜƴǊƛŎƘƛƴƎΣ ȅƻǳ ƪƴƻǿΣ ǎƻ L ǘƘƛƴƪ ƛǘΩǎ ŀ 

good thing to know about and to kind of dive into. 

CJ Ja it is. 
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DS L ƳŜŀƴ ƛǘΩǎ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘϥǎ ǾŜǊȅ ƘǳƳōƭƛƴƎ ŦƻǊ ƳŜΣ ǎƻ L Ǝƻǘ ǘƻ Ǝƻ ǘƻ ǘƘŜ ƳǳǎƛŎ ǘƻ 

{ǘƛŎƪƳŀƴΣ ŀƴŘ ƛǘΩǎ ŀ ǎƻǳƴŘ ǊŜŎƻǊŘƛƴƎΣ in London, and the studio that we recorded the 

ƳǳǎƛŎ ǿƛǘƘΣ ƛǘΩǎ ŎŀƭƭŜŘ !ƛǊ {ǘǳŘƛƻǎΣ ƛǘΩǎ ŀƴ ƻƭŘ ŎƘǳǊŎƘΣ ŀƴŘ ƛǘΩǎ ŀ ǎǘǳŘƛƻ ǘƘŀǘ ǳǎŜŘ ǘƻ 

belong to George Mahn who produced the Beatles. 

CJ Wow! 

DS Yeah and these guys like they do, Abbey Road is them, and theǊŜΩǎ ƳŀȅōŜ ƻƴŜ ƻǊ ǘǿƻ 

other places, but they do almost all the TV and film scoring there.  So like our engineer 

ŎŀƳŜ ǳǇ ǘƻ ǳǎ ōŜŦƻǊŜ ǿŜ ǎǘŀǊǘŜŘΣ Ƙƛǎ ƴŀƳŜ ǿŀǎ WŀȅΣ ŀƴŘ ƘŜ ǎŀȅǎΣ LΩƳ ǊŜŀƭƭȅ ƛƴ ǘƘŜ ƎƻƻŘ 

ōƻƻƪǎ ǿƛǘƘ Ƴȅ ǎƻƴΣ Ƙƛǎ ƪƛŘΣ ƘŜΩǎ ƭƛƪŜ п ȅŜŀǊǎ ƻƭŘΦ  ²Ƙȅ ƛs that?  No he says well last 

ǿŜŜƪ L ǿŀǎ ǊŜŎƻǊŘƛƴƎ ǘƘŜ ƳǳǎƛŎ ŦƻǊ ǘƘŜ {ǘŀǊ ²ŀǊǎ ǘǊŀƛƭŜǊΣ ŀƴŘ ƭƛƪŜ ǘƘƛǎ ǿŜŜƪ LΩƳ ŘƻƛƴƎ 

{ǘƛŎƪƳŀƴΣ ǎƻ L ƳŜŀƴ LΩƳ ƭƛƪŜΣ ŀ ƘŜǊƻ ǘƻ Ƴȅ ǎƻƴ ǊƛƎƘǘ ƴƻǿΣ ǎƻ ǘƘŀǘ ǿŀǎ ǾŜǊȅΦΦΦ ŀƴŘ ǘƘŜȅ 

had about thirty something musicians come in and ... on the day, only one day to 

record 25 minutes of music, they sit down, they've never seen the music before in 

ǘƘŜƛǊ ƭƛǾŜǎΣ ǘƘŜȅ ƭƛƪŜ ƎŜǘ ǘƘŜ ǇŀŎƪΣ ǘƘŜȅ ƻǇŜƴ ƛǘ ǳǇ ŀƴŘ ǎŀȅ ƛǎ ǘƘƛǎ ǿƘŀǘ ǿŜΩǊŜ ŘƻƛƴƎΣ 

Chris will take it from page 1  and I will take it from paƎŜ нр ŀƴŘ ǿŜΩƭƭ Ƨǳǎǘ Řƻ ŀ ŎƻǳǇƭŜ 

ƻŦ ƭƛƪŜ ŘǊȅ ǊǳƴǎΣ  ŀƴŘ ǘƘŜȅ ǎƛǘ Řƻǿƴ ŀƴŘ ǘƘŜȅ ǎǘŀǊǘ ǇƭŀȅƛƴƎ ǘƘƛǎ ǘƘƛƴƎΣ ŀƴŘ ƛǘΩǎ ƭƛƪŜ ǘƘŜȅϥǾŜ 

played it for years, like they've always known it, you know? 

CJ Yes.   

DS ²ƛǘƘ ŀ ŎƻǳǇƭŜ ƻŦ ƭƛǘǘƭŜ ŦǳŘƎŜǎ ƘŜǊŜ ŀƴŘ ǘƘŜǊŜΣ ōǳǘ ƛǘΩǎ unbelievable, like thirty people 

Ƨǳǎǘ ǎƛǘ Řƻǿƴ ŀƴŘ Ƨǳǎǘ ǇƭŀȅΦ  !ƴŘ ǿŜΩǾŜ ōŜŜƴ ǿƻǊƪƛƴƎ ƻƴ ǘƘŜ ǘƘƛƴƎ ŦƻǊ ƭƛƪŜ ŀ ȅŜŀǊ ŀƴŘ ŀ 

ƘŀƭŦ ό[ŀǳƎƘǘŜǊύ ƛǘΩǎ ǾŜǊȅ ƘǳƳōƭƛƴƎ ǘƻ ƪƛƴŘ ƻŦΣ ǘƻ ƘŀǾŜ ǘƘŀǘ ŜȄǇŜǊƛŜƴŎŜΦ  ¸ƻǳ ƪƴƻǿΣ ŀƴŘ 

ǘƘŜ ƳǳǎƛŎ ƛǎ ǎǳǇŜǊōΣ ǘƘŜ ƳƻǾƛŜΣ L ŘƻƴΩǘ ƪƴƻǿ ƛŦ you've seen it yet? 

CJ ²ƘŀǘΣ {ǘƛŎƪƳŀƴΚ ¸ŜǎΣ ƛǘΩǎ ƎǊŜŀǘΦ  

DS ¢ƘŜ ƳǳǎƛŎ ƛǎ ǊŜŀƭƭȅΣ ǊŜŀƭƭȅ ƎƻƻŘΣ ŀƴŘ ƛǘΩǎ ƘŀƭŦ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜΦ  ¸ƻǳ ƪƴƻǿΣ L ǘƘƛƴƪ ǘƘŜ 

music is half the film.  You have great actors giving great performances, you have great 

animation with really original ideas, but the thing there, if people are going to feel 

ƪƛƴŘ ƻŦ ƭƛƪŜ ǿŜŜǇȅΣ ƛǘΩǎ ǇǊƻōŀōƭȅ ƎƻƛƴƎ ǘƻ ōŜ ōŜŎŀǳǎŜ ƻŦ ǘƘŀǘΣ ōǳǘ ƛǘΩǎ Ƴƻǎǘƭȅ ōŜŎŀǳǎŜ 

of the music.  

CJ No, that's true.  

DS LǘΩǎ ƭƛƪŜ Ƙƻǿ ƛǘΩǎ ǎƻǊǘ ƻŦ ΦΦΦ ȅƻǳ ƪƴƻǿΦΦΦ hƘ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ȅou might find interesting as 

ǿŜƭƭΣ ǿŜ ŦƛƴŘ ǘƘŀǘ ƳǳǎƛŎ ƪƛƭƭǎ ŎƻƳŜŘȅΦ  ¢Ƙŀǘϥǎ ƻƴŜ ǘƘƛƴƎ ǘƘŀǘ ƛǘ ŘƻŜǎƴΩǘ Řƻ ǿŜƭƭΣ ƛǘΩǎ ƭƛƪŜ 

there were some parts that we always got laughs in the acting and in the animation, 

ŀƴŘ ǘƘŜȅ ǿŜǊŜƴΩǘ ōŜƛƴƎ Ŧǳƴƴȅ ŀƴȅ ƳƻǊŜΣ ŀƴŘ ǿŜ ŜƴŘŜŘ up in stripping the music out 

and just having that.  

CJ Ja just silence.  

DS Wǳǎǘ ǎƛƭŜƴŎŜ ǿƛǘƘ ǎƻǳƴŘ ŜŦŦŜŎǘΣ ŀƴŘ ƛǘ Ǝƻǘ ƛǘ ōŀŎƪΦ  !ƴŘ ƛǘΩǎ ƛƴǘŜǊŜǎǘƛƴƎΣ ōŜŎŀǳǎŜ ƳǳǎƛŎ 

ōŀǎƛŎŀƭƭȅ ŎǊŜŀǘŜǎ ǘƘŜ ǘƻƴŜ ƻŦ ǘƘŜ ǘƘƛƴƎΣ ŀƴŘ ƛǘ ŎǊŜŀǘŜǎ ŜȄǇŜŎǘŀǘƛƻƴΣ ǎƻ ȅƻǳ ƪƴƻǿ ƛŦ ƛǘΩǎ 

ǎŀŘ ƻǊ ƛŦ ƛǘΩǎ ŜƴŜǊƎŜǘƛŎΣ ȅƻǳ Ƨǳǎǘ ŦŜŜƭ ƭƛƪŜ ȅƻǳ ƪƴƻǿΣ ƭƛƪŜ ǘƘŜǊŜΩǎ ŀ ƭƛƴƪ ōŜǘǿŜŜƴ ǘƘŜǎŜ 

ǘƘƛƴƎǎΣ ƘŜΩǎ ǊǳƴƴƛƴƎ ŀǊƻǳƴŘ ǿƛǘƘ ǘƘŜ ǇƛǇŜ ŀƴŘ ǘƘŜ ŘƻƎ ŀƴŘ ƛǘΩǎ ƭƛƪŜ ǘƛŎ ǘƛŎ ǘƛŎ ǘƛŎ ŀƴŘ ƛŦ 

ȅƻǳ ƘŀǾŜ ǘƘŀǘΣ ŀƴŘ ǎƻƳŜǘƘƛƴƎΩǎ ƘŀǇǇŜƴƛƴƎΣ ȅƻǳ ƪƛƴŘ ƻŦ ƭƛƪŜ Ƨǳǎǘ ƪŜŜǇΣ ŀƴŘ ƛǘΩǎ Ƨǳǎǘ 

ƎƻƛƴƎ ǘƻ ƪŜŜǇ ƎƻƛƴƎΣ ŀƴŘ ȅƻǳ Ƨǳǎǘ ŦŜŜƭ ƭƛƪŜ ƛǘΩǎ Ƨǳǎǘ ƎƻƛƴƎ ǘƻ ƪŜŜǇ ƎƻƛƴƎΣ ōŜŎŀǳǎŜ ǘƘŀǘϥǎ 

ǿƘŀǘ ǘƘŜ ƳǳǎƛŎ ƛǎ ǎǳƎƎŜǎǘƛƴƎΣ ƛǘ Ƨǳǎǘ ŦŜŜƭǎ ƭƛƪŜ ƛǘΩǎ Ƨǳǎǘ ƎƻƛƴƎ ǘƻ ƪŜŜǇ ƻƴ ƎƻƛƴƎΣ ǘƛŎΣ ǘƛŎΣ 
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ǘƛŎΣ ǘƛŎΣ ǎƻ ƛǘΩǎ ƴƻǘ ŀ ǇǊƻōƭŜƳΦ  .ǳǘ ƛŦ ȅƻǳ Ŏǳǘ ǘƘŜ ƳǳǎƛŎ ŀƴŘ ǘƘŜǊŜΩǎ Ƨǳǎǘ ƭƛƪŜ ǎƛƭŜƴŎŜΣ ǘƘŜƴ 

ǘƘŜ ŀǳŘƛŜƴŎŜ ŘƻŜǎƴΩǘ ƪƴƻǿ ǿƘŀǘ ǘƻ ŜȄǇŜŎǘΣ ŀƴŘ ǘƘŀǘϥǎ ǿƘŜǊŜ ȅƻǳ ƴŜŜŘ ƛƴ ŎƻƳŜŘȅΦ  

¸ƻǳ ƪƴƻǿΣ ȅƻǳ ŎŀƴΩǘ ǘŜƭƭ ǘƘŜƳ ǿƘŀǘ ǘƻ ŜȄǇŜŎǘΣ ǘƘŜȅ ƘŀǾŜ ǘƻ ōŜ ƭƛƪŜ ƻƘΣ ǿƘŀǘΣ ǿƘŀǘΩǎ 

going on, and that's what creates. Yeah.  

CJ Ja that's very interesting.  Do you understand basic musical concepts and how they 

relate to animation? 

DS Er... more or less, but I have a suspicion that if you were to grill me on my musical 

theory... but I mean I'm like, you know, we often talk about, something in animation 

we ς more like staccato, you know, which mean more like you know, chop it  up a bit.   

!ƴŘ ƳŀƪŜ ƛǘ ŦŜŜƭ ƭƛƪŜ ǘƘƻǎŜ ǘƘƛƴƎǎΣ ȅŜŀƘ ōǳǘ ŀƭǎƻ ŦŜŜƭ ƭƛƪŜ ƭƛǘǘƭŜ ǇƻƛƴǘǎΣ ŀƴŘ ǿŜΩƭƭ ǘŀƭƪ 

ŀōƻǳǘ ƭƛƪŜΧ LΩƳ ǘǊȅƛƴƎ ǘƻ ǘƘƛƴƪ ƻŦ ƭƛƪŜ ǎƻƳŜ ƻǘƘŜǊ ƎƻƻŘ ŜȄŀƳǇƭŜǎΣ ōǳǘ L ǿƻuld say that 

ǿŜ ŘƻƴΩǘ ǳǎŜ ǘƘŜ ǎŀƳŜ ǘŜǊƳƛƴƻƭƻƎȅΣ L ŘƻƴΩǘ ǳǎŜ ǘƘŜ ǎŀƳŜ ƳǳǎƛŎŀƭ ǘŜǊƳƛƴƻƭƻƎȅ ƻŦǘŜƴΦ  

{ƻƳŜǘƘƛƴƎ ǿŜ Řƻ Řƻ ǘƘƻǳƎƘΣ ǿŜΩƭƭ ƳŀƪŜ ǎƻǳƴŘǎ ǘƻ ŘŜǎŎǊƛōŜ ƳƻǘƛƻƴΣ ǎƻ ǿŜΩƭƭ ǎŀȅ ƭƛƪŜ 

ƛŦ ǎƻƳŜƻƴŜΩǎ ƭƛƪŜ ŘƻƴŜ ǎƻƳŜǘƘƛƴƎ ǿƘŜǊŜ ǘƘŜ ŎƘŀǊŀŎǘŜǊ ƛǎ ǎƻǊǘ ƻŦ ƎƻƛƴƎ ŦǊƻƳ ƻne post 

ǘƻ ŀƴƻǘƘŜǊΣ ŀƴŘ LΩƭƭ ƻŦǘŜƴ ǎŀȅ ǎƻƳŜǘƘƛƴƎ ƭƛƪŜΣ ȅƻǳ ƪƴƻǿ ǿƘŀǘ ƛǘ ŦŜŜƭǎ ƭƛƪŜΣ ƛǘ ŦŜŜƭǎ ƭƛƪŜ 

ƘŜΩǎ ƎƻƛƴƎ aƳƳƳƳΦΦΦΦ όƭŀǳƎƘǘŜǊύ  !ƴŘ ǿŀǘŜǊ ƛǎ ƭƛƪŜ όŘǊƛǇǇƛƴƎ ǎƻǳƴŘύ ŀƴŘ ȅƻǳ ƪƴƻǿ ǎƻ 

that kind of stuff is like useful to describe what you want (laughter) 

CJ hƪŀȅ ǎƻ Řƻ ȅƻǳ ǘƘƛƴƪ ƛǘΩǎ ƛƴǘŜƴǘƛƻƴŀƭ ǘƘŀǘ ȅƻǳ ƭƛƪŜ ǎŀȅ ŦƻǊ ƛƴǎǘŀƴŎŜ ǎǘŀŎŎŀǘƻΣ ōŜŎŀǳǎŜ 

that's a very musical term. 

DS ¦ƘƳΦΦΦ ƛǘΩǎ ƭƛƪŜΣ ȅƻǳΩǊŜ ŀƭǿŀȅǎ ƭƻƻƪƛƴƎ ŦƻǊ ǿŀȅǎ ǘƻ ƎŜǘ ƻƴ ǘƘŜ ǎŀƳŜ ǇŀƎŜ ŀǎ ȅƻǳǊ ǘŜŀƳΦ  

So whatever is useful, you know, there are kind of very musical animators on this 

team, I think more than half of them play a musical instrument and then two or three 

of them actually perform, like quite regularly you know.  And sort of talk to them in 

ǘƘƻǎŜ ǘŜǊƳǎ ƛǎ ƭƛƪŜ ǳǎŜŦǳƭΣ ȅƻǳ ƪƴƻǿΣ ǎƻ ǘƘŜȅΩǊŜ ƭƛƪŜ ƻƘ L ƪƴƻǿ ǿƘŀǘ ȅƻǳΩǊŜ ǘŀƭƪƛƴƎ 

ŀōƻǳǘΣ ƭƛƪŜ ǎǘŀŎŎŀǘƻΣ ȅŜŀƘΣ ǎǘŀŎŎŀǘƻ ȅƻǳ ƪƴƻǿΦ  .ǳǘ ǿŜ ŘƻƴΩǘ Ǝƻ ƭƛƪŜ ƳŀƪŜ ƛǘ ǇƛŀƴƻΣ ƻǊ 

I need like whatever, you tend to use whatever you have, whatever is in your 

ǾƻŎŀōǳƭŀǊȅΣ ǎƻ ǘƘŀǘ ȅƻǳΩǊŜ ƻƴ ǘƘŜ ǎŀƳŜ ǇŀƎŜΦ  

CJ WŀΣ ƛǘΩǎ ǾŜǊy interesting that so many animators have musical backgrounds or play like 

musical instruments and such.  

DS LŦ ȅƻǳ ǘƘƛƴƪ ŀōƻǳǘ ƛǘ ǘƘƻǳƎƘΣ ŀƴŘ L ǎŀȅ ǘƘŀǘ ǘƘŜȅΩǊŜ ǎƛƳƛƭŀǊ ƛƴ ǘŜǊƳǎ ƻŦ ŀǎ ŀ ƳŜŘƛǳƳ 

ǘƘŜȅϥǊŜ ǎƛƳƛƭŀǊ ōŜŎŀǳǎŜ ǘƘŜȅΩǊŜ ǘƛƳŜ ōŀǎŜŘ ŀƴŘ ǇŜǊŦƻǊƳŀƴŎŜ ōŀǎed.  But they're also 

ǎƛƳƛƭŀǊ ƛƴ ǘƘŀǘ ǘƘŜȅϥǊŜ ǘŜŎƘƴƛŎŀƭΦ  [ƛƪŜ ȅƻǳ ŎŀƴΩǘ Ƨǳǎǘ ǇƛŎƪ ǳǇ ŀ Ǿƛƻƭƛƴ ŀƴŘ ǎǘŀǊǘ ǇƭŀȅƛƴƎΣ 

ȅƻǳ ƘŀǾŜ ǘƻ ƭŜŀǊƴ Ƙƻǿ ǘƻ Ǉƭŀȅ ǘƘŜ ǾƛƻƭƛƴΦ  LǘΩǎ ǘƘŜ ǎŀƳŜ ǿƛǘƘ ŀƴƛƳŀǘƛƻƴΣ ȅƻǳ ƘŀǾŜ ǘƻ 

learn how to draw, how to use the mire you know. And therŜΩǎ ǘƘƛǎ ǘŜŎƘƴƛŎŀƭ ōŀǊǊƛŜǊ 

between you and getting what you want, and people to get through that instrument, 

ƻǊ ƎŜǘ ǘƘŜ ŘƛǎŎƛǇƭƛƴŜ ǘƻ ƎŜǘ ǘƘǊƻǳƎƘ ǘƘŀǘΣ ŀƴŘ ƎŜǘ ŀ ƪƛŎƪ ƻǳǘ ƛŦ ȅƻǳ ƪƴƻǿΣ ǎƻǘƘŜǊŜΩǎ 

definitely coloration there.  

CJ LǘΩǎ ŀŎǘǳŀƭƭȅ ōŜŀǳǘƛŦǳƭΦ  {ƻ I just want to tell you about a few terms that you've 

mentioned, but that's actually relevant in animation and the same in music.  That's 

just for you, I will describe everything for you now.  

DS Yeah, yeah.  

CJ But the first is timing, obviously musical timing is very much like performance timing, 

ŀƴŘ ǘƘŜƴ ǘƘŜǊŜΩǎ ǘŜƳǇƻ ǿƘƛŎƘ ƛǎ ǘƘŜ ǎŀƳŜ ŀǎ ǇŀŎƛƴƎ ƛƴ ŀƴƛƳŀǘƛƻƴΣ ǿƘƛŎƘ ƛǎ ǿƻǊƪŜŘ 
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out in beats per minute, and in animation as well, and then rhythm which relates to 

ǘƛƳŜΦ  !ƴŘ ǘƘŜƴ LΩǾŜ Ƨǳǎǘ Ǉǳǘ ƛƴ ƭƛƪŜ ŀ ǿŀȅ ƻŦ working out the rhythm, which is frames 

per beat, which is obviously the 24 seconds per frame which we use in South Africa.  

And then by... which gives you that, and then you need the beats per minute which is 

the tempo, and then you just divide the frames per minute by the beats per minute 

which is then the beats per rhythm.   

DS Yeah yeah.  So that's like a marching beat, twelve frames is like doom, doom, doom.   

CJ Ja, so that's just actually like a few things which is relevant, that's actually like the 

same thing in music and in animation.  So did you think that you used your musical 

knowledge or use your musical knowledge to animate characters more believably? 

DS L ǿƻǳƭŘ ǎŀȅ ƛǘΩǎ ƳƻǊŜ ŀōƻǳǘ ȅƻǳǊ ǎŜƴǎŜ ƻŦ ŜƴǘŜǊǘŀƛƴƳŜƴǘΣ Ŧǳƴƴƛƭȅ ŜƴƻǳƎƘΣ ǘƘŀƴ ŀōƻǳǘ 

your ability to do something ς when you say believably, I think something that's more 

about mechanics, to do something that's convincing.  That you know, that that zebra 

ƛǎ ŀŎǘǳŀƭƭȅ ǎǘŀƴŘƛƴƎ ǘƘŜǊŜ ŀƴŘ ƘŜΩǎ ōǊŜŀǘƘƛƴƎΣ ȅƻǳ ƪƴƻǿΦ  L ǿƻǳƭŘ ǎŀȅ ǘƘŀǘ ǿƘŀǘ ƳǳǎƛŎŀƭ 

ς if ȅƻǳΩǊŜ ƳǳǎƛŎŀƭ ƛǎ ǘƘŀǘ ǿƘŀǘ ǊŜŀƭƭȅ ƘŜƭǇǎ ƛǎ ǘƘŀǘ ǎŜƴǎŜ ƻŦΦΦ ǿƘŀǘΩǎ ǘƘŜ ǿƻǊŘΣ ƭƛƪŜ ǿƘŀǘ 

works in a song, like lots of songs have different ways to do this, but they're trying to 

wring emotion out of you, you know, so what is it that attracts you to something and 

feels good and like certain things have like climaxes you know, and certain things 

ǘƘŜȅΩƭƭ ǳǎŜ ŎƻƴǘǊŀǎǘ ǘƻ ƳŀƪŜ ǎƻƳŜǘƘƛƴƎ ŦŜŜƭ ƳƻǊŜ ŜȄŎƛǘƛƴƎΣ ƻǊ ƳƻǊŜ ŜƴŜǊƎŜǘƛŎΦ  !ƴŘ L 

ǘƘƛƴƪ ŀƭƭ ƻŦ ǘƘŀǘ ƪƛƴŘ ƻŦ ƘŜƭǇǎ ȅƻǳ ǘƻ ƘŀǾŜ ŀ ǎŜƴǎŜ ƻŦ ǿƘŀǘΩǎ ŜƴǘŜǊǘŀƛƴƛƴƎ ƛƴ ŀ Ǉƛece of 

ŀƴƛƳŀǘƛƻƴΦ  .ŜŎŀǳǎŜ L ǘƘƛƴƪ ǘƘŜ ǘƘƛƴƎ ǿŜΩǊŜ ŀƭǿŀȅǎ ŦƛƎƘǘƛƴƎ ƛǎ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ Ƨǳǎǘ ŦŜŜƭǎ 

ǇǊŜŘƛŎǘŀōƭŜ ŀƴŘ ŦŜŜƭǎ ƭƛƪŜ ƛǘΩǎ ǇƭƻŘŘƛƴƎ ŀƭƻƴƎΣ ȅƻǳ ƪƴƻǿΣ ŦŜŜƭǎ ōƻǊƛƴƎΣ ƭƛƪŜ ŜǾŜƴ ŀ ς ƛǘΩǎ 

ǎƻǊǘ ƻŦ ŜǊΦΦΦ ƛǘ ŘƻŜǎƴΩǘ ƘŀǾŜ ŀƴȅ ǘŜȄǘǳǊŜΣ ƛǘ Ƨǳǎǘ ŦŜŜƭǎ ƭƛƪŜ ǘƘŀǘ Ǝǳy is going over there 

ŀƴŘ ƘŜΩǎ ŘƻƛƴƎ ǎƻƳŜǘƘƛƴƎΣ ŀƴŘ ǘƘŜƴ ƘŜΩǎ ŘƻƛƴƎ ǎƻƳŜǘƘƛƴƎ ŜƭǎŜΣ ȅƻǳ ƪƴƻǿΣ ȅƻǳΩǊŜ 

ŀƭǿŀȅǎ ƭƛƪŜ ǘǊȅƛƴƎ ǘƻ ƭƻƻƪ ŦƻǊ ǿŀȅǎ ǘƻ ƪƛƴŘ ƻŦ ƳŀƪŜ ƛǘ ŦŜŜƭ ƭƛƪŜ ƛǘΩǎ Ǝƻǘ ŎƘŀǊŀŎǘŜǊΦ  

{ƻƳŜǘƘƛƴƎ LΩǾŜ ŀƭǿŀȅǎ ǘƘƻǳƎƘǘ ƻŦ ƛǎ Ƙƻǿ ŘƛŦŦŜǊŜƴǘ ƻǊŎƘŜǎǘǊŀǘƛƻƴǎ ƻŦ ǘhe same piece of 

music can change like the feeling of the music, like enormously.  Or like you just hear 

people covering different kinds of songs, and you just hear what they do with the 

ǎƻƴƎǎΣ ǘƘŜ ǎŀƳŜ ǎǘǊǳŎǘǳǊŜΣ ōǳǘ ƛǘΩǎ ǘƘŀǘ ǇŜǊǎƻƴ ǿƘƻΩǎ ǇƭŀȅƛƴƎ ƛǘ ǘƻ ȅƻǳΣ ƛǘΩǎ ǘƘŜƛǊ ƪƛƴŘ 

ƻŦ ǎǘǊǳŎǘǳǊŜΣ ŀƴŘ ƛǘ ǘƘƛƴƪ ƛǘΩǎ ǘƘŜ ǎŀƳŜ ŦƻǊ ŀƴƛƳŀǘƛƻƴΦ L ǘƘƛƴƪ ǘƘŀǘ ōŜƛƴƎ ŀǿŀǊŜ ƻŦ ǘƘŀǘ 

ǎǘǳŦŦ ƛƴ ŀ ƳǳǎƛŎŀƭ ǎŜƴǎŜ ƛǎ ǿƘŀǘ ƳŀƪŜǎ ȅƻǳ ƳƻǊŜ ŀǿŀǊŜ ŀǎ ŀƴ ŀƴƛƳŀǘƻǊΦ ¢ƘŜǊŜΩǎ ƴƻ 

ǊƛƎƘǘ ǿŀȅ ǘƻ Řƻ ƛǘΣ ƛǘΩǎ ŀōƻǳǘ Ƙƻǿ ȅƻǳ ŎƻƴƴŜŎǘ ǿƛǘƘ ǘƘŜ ŀǳŘƛŜƴŎŜΣ you know.  

CJ Ja, ja.   

DS What are you putting in there, you know, and I think the big difference is that music 

you've got this wonderful, abstract, you know, thing where you put things in a certain 

sequence, you know, put notes in a certain sequence and ȅƻǳΩǊŜ ƎƻƛƴƎ ǘƻ ƎŜǘ ǎƻƳŜ 

kind of response, so you can play a piece of really good music kind of a bit shabbily or 

a little bit ordinary and people will still connect to it.  Because the music itself has a 

ǘƘƛƴƎ ƛƴ ƛǘ ǿƘŜǊŜŀǎ ƛƴ ŀƴƛƳŀǘƛƻƴ ǘƘŜǊŜΩǎ ŀ ƳŜǘŜǊΣ ƛǘΩǎ ŀōƻǳǘ Ƙƻǿ ƎƻƻŘ ŀǊŜ ȅƻǳ ŀǘ ǎŜŜƛƴƎ 

ǿƘŀǘΩǎ ƛƴǎƛŘŜ ǎƻƳŜōƻŘȅ ŀƴŘ ōǊƛƴƛƴƎ ǘƘŀǘ ƻǳǘ ŀƴŘ ǎƘƻǿƛƴƎ ƛǘΣ ȅƻǳ ƪƴƻǿΚ 

CJ Ja.   

DS How good are you at observing people, and noticing all the little beautiful things about 

them, in order to create something that's exciting that people will watch, you know?  

Yeah, so (laughter) 
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CJ Mmm.  What other skills or such do you think is necessary to or will help maybe to 

animate to music? 

DS LŦ ȅƻǳ ŘƻƴΩǘ ŦŜŜƭ ǘƘŀǘ ȅƻǳΩǊŜ ƳǳǎƛŎŀƭ ŀƴŘ ȅƻǳ ŦŜŜƭ ǘƘŀǘ ȅƻǳ ŘƻƴΩǘ ƘŀǾŜ ŀ ƎƻƻŘ ǎŜƴǎŜ ƻŦ 

that stuff, then I think the only real option for you is to study and to get the 

ƪƴƻǿƭŜŘƎŜΦ  {ƻ ƛŦ ƛǘΩǎ ƴƻǘ ŀ ŦŜŜƭƛƴƎ ǘƘŀǘ ȅƻǳ ƘŀǾŜ ǘƘŀǘϥǎ ŦǊƻƳ ŀ ōŀŎƪƎǊƻǳƴŘ ƻŦ 

musicality, you can go and you can break down a dance to like a thing like, you know, 

and then apply ƭŀȅŜǊǎ ƻŦ ƛƴŦƻǊƳŀǘƛƻƴ ǘƻ ƛǘΦ  LǘΩǎ ƳǳŎƘ ŘǊƛŜǊ ŀƴŘ ƛǘ ǘŀƪŜǎ ŀ ƭƻǘ ƳƻǊŜ ǘƛƳŜ 

ǘƻΣ ȅƻǳ ƪƴƻǿΦΦΦōǳǘ L ǘƘƛƴƪ ƻōǎŜǊǾŀǘƛƻƴΩǎ ǘƘŜ ōƛƎ ƻƴŜ ŀƴŘ ȅƻǳ ƘŀǾŜ ǘƻ ǘƘŜƴΣ ŀƴŘ ȅƻǳ Ƨǳǎǘ 

have to talk to people and get a sense of how they feel about your stuff, because if 

you canΩǘ ŦŜŜƭ ƛǘ ǘƘŀǘϥǎ ŀ ǇǊƻōƭŜƳΦ  LŦ ȅƻǳΩǊŜ ƴƻǘ ŦŜŜƭƛƴƎ ƛǘΣ ȅƻǳ ƪƴƻǿ ǿƘŀǘ L ƳŜŀƴΚ   

CJ Ja.  

DS Like then you need to really just show people things often and like just analyse things, 

you know? 

CJ Ja, definitely.  

DS Those are your choices,  

CJ My choices (Laughter) 

CJ Have you ever used the bar keys to animate to music? 

DS No but we do use things call x sheets, have you heard about those? 

CJ Ja.   

DS hƪŀȅ ǎƻ ƛǘΩǎ ǾŜǊȅ ǎƛƳƛƭŀǊΦ ! ǎƛƳƛƭŀǊ ƛŘŜŀΣ ŀƴŘ ƛǘΩǎ Ƨǳǎǘ ƳǳŎƘ ƳƻǊŜ ƎŜŀǊŜŘ ǘƻǿŀǊŘǎ ȅƻǳ 

know? 

CJ Vocals.  

DS Well ƛǘΩǎ ƴƻǘ Ƨǳǎǘ ŀōƻǳǘ ǾƻŎŀƭǎΣ ȅƻǳ Ŏŀƴ Ǉǳǘ ƳǳǎƛŎŀƭ Ƙƛǘǎ ŀƴŘ ǘƘŀǘ ƪƛƴŘ ƻŦ ǎǘǳŦŦ ƛƴ ŀŎǘƛƻƴ 

ŀǎ ǿŜƭƭΣ ōǳǘ ŀŎǘǳŀƭƭȅ ƛǘΩǎ Ƨǳǎǘ ŀ ǿŀȅ ƻŦ ōǊŜŀƪƛƴƎ Řƻǿƴ ȅƻǳǊ ŀǳŘƛƻ ǘǊŀŎƪΣ мнΣ нпΣ ŦǊŀƳŜǎ 

per second.  So I have done that, I used to use a piece of Thule software that you 

ŎƻǳƭŘƴΩǘ Ǉǳǘ ς ȅƻǳ ŎƻǳƭŘƴΩǘ ƭƻŀŘ ǘƘŜ ǎƻǳƴŘΣ ǎƻ ƛŦ ȅƻǳ ǿŀƴǘŜŘ ǘƻ Řƻ ŀ ƭƛǇ ǎȅƴŎƘ ǿƛǘƘ ƛǘΣ 

ȅƻǳ ŎƻǳƭŘƴΩǘ ΦΦΦ ȅƻǳ ƘŀŘ ǘƻ Řƻ ƛǘ ŀŎǘǳŀƭƭȅ ƻƴΦΦΦ 

CJ Oh ja, ja.  Okay, do you know how music was animated in earlier days? 

DS Mmm... I do have a sense, a little bit of a sense of it, I believe that they, especially on 

the old shorts, like say symphonies and Loony Toons, like that kind of stuff, actually 

the music was recorded before, and ς and was recorded with the animatic, and they 

used to ς they used to do them at the studios, and the studios all had big orchestras, 

and you could get time with the orchestras, so I mean if you go back to one of those 

ƻƭŘΣ ƭƛƪŜ ²ŀǊƴŜǊ .Ǌƻǎ .ǳƎǎ .ǳƴƴȅ ŎŀǊǘƻƻƴǎΣ ƭƛƪŜ ǘƘŀǘ ƪƛƴŘ ƻŦ ǎǘǳŦŦΣ ƛǘΩǎ ŀƳŀȊƛƴƎΣ ƭƛƪŜ ǘƘŜ 

orchestration is amazing, and ƛǘΩǎ ƭƛƪŜ ŜǾŜǊȅǘƘƛƴƎ ƛǎ ǘƻƭŘ ǘƘǊƻǳƎƘ ǘƘŜ ƳǳǎƛŎΣ ƭƛƪŜ 

ŜǾŜǊȅǘƘƛƴƎΦ  !ƴŘ ƛƴ ŦŀŎǘ ǘƘŜȅ ŘƻƴΩǘ ƘŀǾŜ ǘƘŀǘ Ƴŀƴȅ ǎƻǳƴŘ ŜŦŦŜŎǘǎΦ  

CJ No. 

DS ¢ƘŜȅ ƘŀǾŜ ƭƛƪŜ ǘƘŜǎŜ ǾŜǊȅ ǎǇŜŎƛŦƛŎ ǎƻǳƴŘ ŜŦŦŜŎǘǎ ŦƻǊ ǎǇŜŎƛŦƛŎ ƳƻƳŜƴǘǎΦ  ¢ƘŜȅ ŘƻƴΩǘ ƘŀǾŜ 

like all these layers of atmosphere like we do now, you know, so I believe they used 
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to record, they used to do the storyboards and they used to orchestrate to the 

storyboards, and I mean like ς incredible stuff.  I mean like if you think about it, like 

ǘƘŜǊŜΩǎ ǘƘŜǎŜ ǎŜǉǳŜƴŎŜǎ ƭƛƪŜ ǿƘŜǊŜ {ȅƭǾŜǎǘŜǊ ŀƴŘ ¢ǿŜŜǘȅΣ ŀƴŘ ƘŜΩǎ ǘǊȅƛƴƎ ǘƻ ƎƛǾŜ ƘŜǊ 

ŎǊŀǇΣ ŀƴŘ ƘŜ Ƨǳǎǘ ƪŜŜǇǎ ƎƻƛƴƎ ƛƴ ŀƴŘ ƻǳǘ ƻŦ ƘŜǊ ǊƻƻƳΣ ŀƴŘ ƘŜΩǎ ƭƛƪŜ ŘƻƛƴƎ ƳƻǊŜ ŀƴŘ 

ƳƻǊŜ ǎǘǳŦŦΣ ŀƴŘ ƛǘΩǎ ƭƛƪŜ ǘƘŜ ƻǊŎƘŜǎǘǊŀΩǎ ƎƻƛƴƎΣ ŘƻƻƳΣ ŘƻƻƳΣ ŘƻƻƳΣ ŘƻƻƳΣ ŘƻƻƳΣ όǘƻ ŀ 

tune) and they thought about all of that beforehand, and the animator would do that, 

and they would get the act sheet based on what the orchestra gave them.  You know? 

CJ Ja, no definitely.  

DS So there was more opportunity I think that came to play a role in telling a story 

upfront, you know, and ƛǘΩǎ ŀ ŘƛŦŦŜǊŜƴǘ ǿŀȅ ƻŦ ŘƻƛƴƎ ǘƘƛƴƎǎΣ ŀ ƳǳŎƘ ƳƻǊŜ ŜȄǇŜƴǎƛǾŜ 

way of doing things, yeah.   

CJ LΩƳ Ƨǳǎǘ ƎƻƛƴƎ ǘƻ ŜȄǇƭŀƛƴ ǘƻ ȅƻǳ ŀ ōƛǘ ŀōƻǳǘ 5ƛǎƴŜȅ ŀƴŘ ǎǘǳŦŦ ōŜŦƻǊŜ ǿŜ Ǝƻ ƻƴΦ {ƻ ƻƪŀȅ 

obviously you know that for Silly Symphonies and such the music was only done 

afterwards? 

DS That's right.  Yeah.  

CJ !ƴŘ ǘƘŜƴ ƛǘ ǿŀǎƴΩǘ ǘƘŀǘ ǎǳŎŎŜǎǎŦǳƭ ƛƴ ǘŜǊƳǎ ƻŦ ǇƻǊǘǊŀȅƛƴƎ ŦŜŜƭƛƴƎǎ ōŜŎŀǳǎŜ ǘƘŜ ƳǳǎƛŎ 

was only an afterthought.  Then came the first synchronised sound, with Steamboat 

Willy.  

DS Yes. 

CJ !ƴŘ ǘƘŀǘ ǿŀǎƴΩǘ ŀ ƘǳƎŜ ǎǳŎŎŜss, and the ς like you've just explained, the music was 

done before, with the animation.  And then there was a stage where the animators at 

5ƛǎƴŜȅ ǎŀƛŘ ƭƛǎǘŜƴΣ ǘƘŜǊŜ Ƙŀǎ ǘƻ ōŜ ŀƴ ŜŀǎƛŜǊ ǿŀȅ ǘƻ Řƻ ǘƘƛǎΣ ǿŜΩǊŜ ƎƻƛƴƎ ōŀŎƪ ŀƴŘ ŦƻǊǘƘ 

ǘƘŜ ǿƘƻƭŜ ǘƛƳŜ ŀƴŘ ƛǘΩǎ ƧŀΣ there has to be an easier way.  And then this one guy, 

specifically Wilfred Jackson, he had a basic musical knowledge, and he said but listen, 

we have timing in common with the musicians.  So what if we use the metronome and 

bar sheets, by the use of bar sheets, and then we can all work together in one central 

place, and we can work together in the music room as they called it, and they had one 

central place where the musicians and the animators worked, and if changes were 

made they were all aware of it where... 

DS And it was all on paper. 

CJ Ja, it was all on paper, where ja... and then they can change it and work from there. 

DS That's amazing hey? Very cool. 

CJ WŀΣ ƛǘΩǎ ǾŜǊȅ ŎƻƻƭΦ  {ƻ ǘƘƛǎ ƛǎ ǘƘŜ ōŀǊ ǎƘŜŜǘǎΣ ŀƭǎƻ ǿƘŜǊŜ ŜȄ ǎƘŜŜǘ ƭŀȅƻǳǘǎ ǘƘŀǘ ǘƘŜ ǾƻŎŀƭǎ 

and it indicates the certain beats and stuff along with a certain amount of bars. And 

then it was also done in earlier days on sheet music itself, where the musicians would 

have still been writing, like you can see his handwriting, and then the animators would 

write here, yes here he reaches up and says this, and this happens here.  So the actions 

were written along with the music in a certain amount of bars.   

DS Yeah, yeah.  

CJ {ƻ ƛǘΩǎ ŎƘŀƴƎŜŘ ǘƘŜƴ ǘƻ ƎŜǘ ǘƻ ƳƻǊŜ ŘŜǘŀƛƭΣ ǿƛǘƘ ǘƘŜ ƳǳǎƛŎƛŀƴ ǎǘƛƭƭ ǿǊƛǘƛƴƎ ǳǇ ǘƘe music, 

and then the animators and actions, having camera angles and... er... but still and er... 



Carelize Jacobs | 141 

 

this is very important obviously for timing, to work out the precise timing which they 

will work from.  Then in nowadays the people still using bar sheets, sŜŜƛƴƎ ƛǘΩǎ ƳƻǾŜŘ 

away from the music itself, and it will incorporate like storyboard frames or just screen 

shots for instance, with then writing down the actions and then working from this 

ǘƛƳƛƴƎ ǘƻ ŀƴƛƳŀǘŜŘ ǘƘƛƴƎǎΣ ōǳǘ ŀǘ ǘƘŜ ƳƻƳŜƴǘ ǿŜ ŘƻƴΩǘ ƘŀǾŜ ŀƴȅ Ƴǳǎƛcal cues any 

more.  This is more later bar sheet that they use. And I suggested that this is quite 

problematic (laughter) 

DJ Oh yeah? 

CS Lƴ ǘŜǊƳǎ ƻŦ ǘƘŜ ŀƴƛƳŀǘƻǊǎ ŘƻƴΩǘ ƎŜǘ ǘƘŜ ŦŜŜƭ ŦƻǊ ǘƘŜ ƳǳǎƛŎ ŀƴŘ ǿƘŀǘ ǘƻ ŀƴƛƳŀǘŜ ǘƻΣ ōǳǘ 

get ς LΩƭƭ ƎŜǘ ǘƻ ǘƘŀǘΦ  {ƻ L ǇǊopose that animators have a basic sense of musical 

ƪƴƻǿƭŜŘƎŜΣ ŀƴŘ ōȅ ǘƘŀǘ L ƳŜŀƴ ƛǘΩǎ ǎƻƳŜǘƘƛƴƎ ȅƻǳ ǇǊƻōŀōƭȅ ƘŀǾŜΣ ōǳǘ ȅƻǳ ŘƻƴΩǘ ǊŜŀƭƭȅ 

ƪƴƻǿ ŀōƻǳǘΦ LΩƳ ƎƻƛƴƎ ǘƻ ŘŜƳƻƴǎǘǊŀǘŜ ǘƘƛǎ ōȅ ǘƘŜ ǳǎŜ ƻŦ .ǊŀŘƭŜȅΩǎ ōŀƭƭŜǘ ǎŎŜƴŜ ƛƴ 

Swanlake. So this is the orchestration to the orchestra, written by Tchaikovsky, and as 

ȅƻǳ Ŏŀƴ ǎŜŜ ǘƘƛǎ ƛǎ ŀ ƭƻǘ ƻŦ ōŀǊǎ ǘƻ ǊŜŀŘΣ ŀƴŘ Ƴƻǎǘ ŀƴƛƳŀǘƻǊǎ ǿƻƴΩǘ ŜǾŜƴ ƪƴƻǿ ǿƘŀǘ ƛǘ 

ƛǎΣ L ŘƻƴΩǘ ōŜƭƛŜǾŜΦ  

DS No, good grief.  

CJ !ƴŘ ǘƘƛǎ ƛǎ ǘǿŜƭǾŜ ǇŀƎŜǎΣ ŀƴŘ ƛǘΩǎ ƭƛƪŜ ǘƘƛǎ όƭŀǳƎƘǘŜǊύ LΩƳ ƴƻǘ ƛƳǇƭȅƛƴƎ ǘƘat they should 

know how to read those and to like deconstruct everything, but obviously as 

ŜǾŜǊȅǘƘƛƴƎΣ ƳǳǎƛŎ Ƙŀǎ ŀ ŎŜƴǘǊŀƭ ǘƘŜƳŜΣ {ǿŀƴƭŀƪŜΩǎ ƛǎ ǘƘŀǘ όǎƛƴƎƛƴƎύΦ  ¸Ŝǎ ŀƴŘ ǘƘŀǘ Ŏŀƴ 

be broken down into smaller parts, such as this, but essentially then what we only 

need is the main theme, which I just sang.  And that's from twelve pages to one page, 

I suggested that they only have this one page.  

DS Right, right.  

CJ So with this animators will then receive obviously only the ς ja the sheet music, and a 

click track, which will only indicate certain beats and then the ς obviously the music 

itself, audio track.  And then they will receive one of these.  With these I suggest that 

the basic musical skills ς sorry, forgot to say that, I suggest that they should have is 

just to know basic terminology, like this indicates the type of tempo that should be 

played out, that whole shakes, so this tells you about the mood, swiftly but expressive.  

This could also be a very good indicator for the animators on how to animate this 

particular scene.  

DS Absolutely.  

CJ Then obviously the dynamics, here you can see it starts very softly, piano, but it goes 

to the forte, and that will be then the high points of the animation as well, if you want 

to convey it like that.  You will be able to hear this audibly as well I know, but I think 

ǘƻ ǎŜŜ ƛǘ Ǿƛǎǳŀƭƭȅ ŀǎ ǿŜƭƭΣ L ǘƘƛƴƪ ǿƛƭƭ ƘŜƭǇ ŀ ƭƻǘΦ  ¢ƘŜƴ L ŘƻƴΩǘ ǎǳƎƎŜǎǘ ȅƻǳ ƪƴƻǿ ǿƘŜǊŜ 

Middle C is like you said, (laughter) just basically know that this is higher than that 

notes, and like the music goes up and to... maybe you will be able to hear that as well, 

ŀƴŘ Ƨǳǎǘ ǘƛƳƛƴƎΣ ōŀǎƛŎ ǘƛƳƛƴƎΦ  Yƴƻǿ ǘƘŀǘ ǘƘŜǊŜΩǎ ŦƻǳǊΣ ǎǳǇǇƻǎŜŘ ǘƻ ōŜ ŦƻǳǊ ōŀǊǎ ƛƴ ŦƻǳǊ 

beats to each bar and then work accordingly to that.  So then my proposed bar sheet 

will look somethinƎ ƭƛƪŜ ǘƘŀǘΣ ƭƛƪŜ ǘƘƛǎΣ ƛǘ ǿƛƭƭ ǘƘŜƴ ƘŀǾŜ ǘƘŜ ǘƛǘƭŜ .ǊŀŘƭŜȅΩǎ .ŀƭƭŜǘΣ ŀƴŘ 

the tempo which will be given to you, or you can work it out, and then the frames per 

beat which will be, ja, worked out according to that, which will help the animator then 
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to know how many frames they will have to portray a certain action.  I suggest that 

the animators use one of these, because like you said, Samantha, like any animator 

actually, we plan out our scenes, like what we work on. 

DS Yes.  

CJ The thing is, we do it on all ŘƛŦŦŜǊŜƴǘ ǘȅǇŜǎ ƻŦ ǇŀǇŜǊǎΣ ŀƴŘ ǘƘŜǊŜΩǎ ŀ ǇŀƎŜ ǘƘŜǊŜ ǿƛǘƘ 

the right amount of timing, and there we write something else, and here you can 

basically see a whole scene on one page, and you can plan accordingly, and to write 

down like the action scenes, to seŜ ǿƘŀǘΩǎ ƘŀǇǇŜƴƛƴƎ ǿƛǘƘ ǘƘŜ Ǿƛǎǳŀƭ ƳǳǎƛŎ ƛǎΣ L ŘƻƴΩǘ 

know, just a compact and better way, well maybe more efficient way, I can say like 

that, to maybe animate.  So I know we are living in a digital age, so and paper-wise, 

say like type of recycling eco friendly age, so this maybe even digitised and then from 

there, maybe once the music is updated, the musicians can update what they have 

and you can work accordingly.  It can maybe even be shown at the bottom of 

reference footage which is as you said we work a lot from. 

DS Yes of course.  

CJ And then from there the animators can use this as a guide to animate their particular 

ǎŎŜƴŜǎΦ  {ƻ ǘƘŀǘϥǎ ǿƘŀǘ LΩƳ ǇǊƻǇƻǎƛƴƎΦ  

DS That's great.  I think that having a good sort of foundation knowledge of basic like 

music terminology like I think is a really good idea.  And then with regards to the what 

do you call it, the bar sheet? 

CJ The bar sheet. 

DS L ǘƘƛƴƪ ƛǘΩǎ ŀ ǊŜŀƭƭȅ ƴƛŎŜ ǎƻǊǘ ƻŦ ǘƻƻƭ ǘƻ ōŜ ŀōƭŜ ǘƻ Ǉƭŀƴ ǘƘƻǎŜ ƪƛƴŘǎ ƻŦ ǘƘƛƴƎǎ ƻǳǘΦ  !ƴŘ L 

ǘƘƛƴƪ ǿƘŀǘ ȅƻǳΩƭƭ ŦƛƴŘ ŦǊƻƳ ǘƘe animators is that some of them might be very excited 

ŀōƻǳǘ ǘƘŜ ƛŘŜŀΣ ƭƻƻƪ LΩƭƭ ōŜ ǾŜǊȅ ƪŜŜƴ ǘƻ ƘŜŀǊ ǿƘŀǘ {ŀƳ Ƙŀǎ ǘƻ ǎŀȅΣ ŀƴŘ ǘƘŜƴ {ŀƳ ǿƛƭƭ 

find this stuff quite intimidating.   

CJ Ja, ja.  

DS So if it can be something that almost is like a layer of information on a timeline, you 

know, that would be, that would probably be like a nice way to do it.  The other thing 

that I would say is that it would be probably be quite useful when doing something 

that's very heavily reliant on the composer and the music, and we can get that before 

they have to animate.  So I mean things like, if I could, like Fantasia and maybe the big 

musical sequences in some of the Disney films, that would be pretty cool, hey?  That 

ǿƻǳƭŘ ōŜ ǾŜǊȅ ŎƻƻƭΦ  LΩŘ ōŜ ƪŜŜƴ ǘƻ ǎŜŜ ǿƘŀǘ ǘƘŜȅΩǊŜ Řƻing now for these modern 

musicals, I mean like Tangled and Frozen, and to see what the conversation has 

ōŜŎƻƳŜ ƻǾŜǊ ǘƘŜǊŜΦ  .ŜŎŀǳǎŜ ǿŜ ŘƻƴΩǘ ǊŜŀƭƭȅ ƪƴƻǿΦ 

CJ Not at all.  

DS ¢ƘŜȅ ƘŀǾŜƴΩǘ ǊŜŀƭƭȅ ǊŜƭŜŀǎŜŘ ŀƴȅǘƘƛƴƎ ȅŜǘΦ 

CJ !ƴŘ ǘƘŜǊŜΩǎ ƴƻ ǊŜǎŜŀǊŎƘ ǘƻ ōŜ ŦƻǳƴŘ ƻn any of their current processes.  

DS L ŎƻǳƭŘ ƳŀȅōŜ Ǉǳǘ ȅƻǳ ƛƴ ǘƻǳŎƘ ǿƛǘƘ WŀŎƻō CǊȅŜΣ ǿƘƻΩǎ ǘƘŜ ŀƴƛƳŀǘƻǊ ǿƘƻΩǎ Ƨǳǎǘ ǿƻǊƪŜŘ 

at Pixar  
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CJ Is it?  That would be so great. 

DS Let me see if I can  

CJ tƭŜŀǎŜΣ ōŜŎŀǳǎŜ L ƪƴƻǿ ƴƻǘƘƛƴƎΣ ǘƘŜǊŜΩǎ ǊŜŀƭƭȅ ƴƻǘƘƛƴƎΦ  

DS Because I ς L ǘƘƛƴƪ ƘŜΩƭƭ ǇǊƻōŀōƭȅ ǘŜƭƭ ȅƻǳ ǘƘŀǘ ƛǘΩǎ ƳŀǎƘΣ ŀƴŘ ǘƘŀǘ ǿƘŀǘ ƘŀǇǇŜƴǎ ƛǎ ǘƘŀǘ 

they do all this research, and they do all this storyboarding and they keep ς keep 

working on the story, and the story and then finally they run out of time and they just 

have to do things as possible.  

CJ Ja.  

DS  !ƴŘ ƛǘ ǿƛƭƭ ōŜ ƛƴǘŜǊŜǎǘƛƴƎ ǘƻ ǎŜŜ ŀǘ ǿƘŀǘ Ǉƻƛƴǘ ƛǎ ǘƘŜ ǎƻƴƎ ǊŜŀŘȅ ǘƻ ǊƻŎƪ Ψƴ ǊƻƭƭΣ ŀƴŘ 

what version do they get, do they get a scratch that then becomes orchestrated later, 

or what? 

CJ Ja, what happens? No deŦƛƴƛǘŜƭȅΦ  {ƻ ǘƘŀǘϥǎ ǿƘŀǘ LΩƳ ǇǊƻǇƻǎƛƴƎΦ ¢Ƙŀƴƪ ȅƻǳ ŦƻǊ ȅƻǳǊ 

time. 

[END OF RECORDING] 
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INTERVIEW 4: 

Interview with Kane Croudace (KC), animator at Triggerfish Animation Studio, who acted as Shot 

Supervisor in the animation feature film Khumba. 

Date: 30 August 2016 

Length: 25:10 Minutes 

Place:  Triggerfish Animation Studio, Cape Town 

CJ What were your responsibilities in the film Khumba? 

KC I was shot supervisor which meant I saw all the shots through from storyboarding 

phase across to end of animation, looking for consistency, helping people with 

problems, helping to plan it out, which teams got what kind of work because certain 

people are better at certain things than other people. Making sure that all the 

technical deliveries from the other departments got to us in time and that all our work 

was done in time for the other departments to pick it up, uhm planning a lot of camera 

ǿƻǊƪ ŀƴŘ ǘƘŜƴ ŘƻƛƴƎ ǎƻƳŜ ŎƘŀǊŀŎǘŜǊ ŀƴƛƳŀǘƛƻƴ ŀƴŘ Ƨŀ L ǘƘƛƴƪ ǘƘŀǘΩǎ ŀōƻǳǘ ƛǘΦ  

CJ What particular characters did you work on with the animation? 

KC In animation I worked on the mantis in a few shots and I worked on the silly zebra, 

bƛƎŜƭ ƛƴ ŀ ŦŜǿ ǎƘƻǘǎ ŀƴŘ ǘƘŜƴ ƭƻǘΩǎ ŀƴŘ ƭƻǘΩǎ ƻŦ ŎƘŀǊŀŎǘŜǊǎ L ƪƛƴŘ ƻŦ ǘƻǳŎƘŜŘ ƻƴ ōǳǘ 

ŘƛŘƴΩǘ Řƻ ƭƛƪŜ ŀ Ŧǳƭƭ ǎƘƻǘΦ L Ƨǳǎǘ ŦƛȄŜŘ ǳǇ ǘƘŀǘ ƻǘƘŜǊ ǇŜƻǇƭŜ ǿŜǊŜ ǎǘǊuggling with. 

CJ Ja. Were those particular scenes that you did animate like the mantis, were they 

assigned to you or did you ask to animate it? 

KC Some of them I asked, some were just there was nobody else available. 

CJ Mm okay and have you ever animated a dance scene? 

KC Yes I have. 

CJ Please describe the dance scene. 

KC It was in a DVD thing for some company in the states with this frog that was having a 

kind of Las Vegas dream in his head and he was with the top hat and cane and walking 

around and then he did like dance with jazz hands and he had an infinite supply of 

newspapers that he threw out to make a spiral staircase that he climbed and he kind 

of danced as he climbed. 

CJ Was it a long scene? 

KC It was probably about ten seconds or so. 

CJ Was there sound incorporated into the animatic of Khumba? 

KC There was, there was some scratch sound incorporated just to kind of make it a mood 

base for the composer to go off of and the director kind of found music that he liked 

the feel of and ja just wanted that mood to be expressed. 
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CJ Was there in the other dance scene that you did, did you work from an animatic? 

KC Uhm that, no that there was a very, very basic storyboard but then I got the track so 

it was easy and then I could make a uhm click track as well bŜŎŀǳǎŜ ǘƘŀǘΩǎ ŀŎǘǳŀƭƭȅ 

easier to animate and then you can see the exact timing, much better and ja so I made 

a click track of it and then I kind of animated to the click track. 

CJ To the click track rather than from the animatic. Okay so the musical or the dance 

scene specifically in that that little short scene, were they storyboarded in detail? 

KC Lǘ ǿŀǎƴΩǘ ǎǘƻǊȅōƻŀǊŘŜŘ ƛƴ ŀƴȅ ƎǊŜŀǘ ŘŜǘŀƛƭΦ ¦ƘƳ ƛǘ ǿŀǎΣ L ǘƘƛƴƪ ǘƘŜǊŜ ǿŀǎ ƭƛƪŜΣ LΩƳ 

struggling to remember, it was quite a long time ago. Uhm no I think it was just like 

he dances now and they had a song that they wanted that was pre recorded so, I had 

ƭƻǘΩǎ ƻŦ ŦǊŜŜŘƻƳΦ 

CJ To work from there. Mm okay so what did you receive that enabled you to animate 

that particular dancing? So it was the storyboards and the music track like you said... 

KC Ja storyboards, music track and a brief from the director. Uhm ja and just general 

notes on the character beforehand, what his personality was, that kind of thing. 

CJ Ja. How did you go about to use these, like your exact process from receiving them to 

handing in the animation? 

KC {ƻ L ƎŜǘ ŀ ōǊƛŜŦ ǘƻ ǎǘŀǊǘ ƻŦŦ ǿƛǘƘΣ LΩƳ ŀōƻǳǘ ǘƻ ǎǘŀǊǘ ǘƘƛǎ ŀƴŘ ǘƘŜƴ ǘƘŜ ŘƛǊŜŎǘƻǊ ǎŀƛŘ ǿƘŀǘ 

kind of thing he wanted, what kind of mood. I think he pointed me in the direction of 

like Chicago kind of thing, all that reflective black floors and that kind of thing and 

ǘƘŜƴ L Ǝƻǘ ǘƘŜ ƳǳǎƛŎ ŀƴŘ L Ǉǳǘ ƛǘ ƛƴ ŀƴŘ L ǊŜŀƭƛǎŜŘ ƛǘΩǎ ƎƻƛƴƎ ǘƻ ōŜ ƘŀǊŘ ŦƻǊ ƳŜ ǘƻ ƳŀǊƪ 

ŜŀŎƘ ōŜŀǘ ǎƻ L ŦƻǳƴŘ ƻǳǘ ǿƘŀǘ ƛǘΩǎ ōǇƳ ǿŀǎ ŀƴŘ L ƳŀŘŜ ŀ ŎƭƛŎƪ ǘǊŀŎƪ ǘƻ Ǝƻ ǳƴŘŜǊ ǘƘŀǘ 

and put that in so I could see that I could time his footsteps well and then I think I 

blocked it out kind of roughly uhm with the major extremities of each motion, just 

there as a guide and once I got the okay with that from the director I could go and fill 

it out. 

CJ Put in the details and stuff. 

KC Ja. 

CJ Great. So you said you received the music. Was it the final music or was it a temp 

track? 

KC I think it was a temp track. Oh it definitely sounded much better in the final product 

ǎƻ L ŘƻƴΩǘ ƪƴƻǿ ƛŦ ƛǘ ǿŀǎ ŀ ǘŜƳǇ ǘǊŀŎƪ or just a really low quality sample rate of the real 

one, you know mixed down not very well but it matched. I have done some work on 

ƻǘƘŜǊ ǎƘƻǘǎ ƻǊ ƻƴ ƻǘƘŜǊ ǇǊƻŘǳŎǘƛƻƴǎ ǿƘŜǊŜ ǿŜ ŘƛŘƴΩǘ ŜǾŜƴ ƘŀǾŜ ŀ ǎƻƴƎ ȅŜǘΦ ²Ŝ Ƨǳǎǘ 

ƪƴŜǿ ǿƘŀǘ ǘŜƳǇƻ ƛǘ ƴŜŜŘŜŘ ǘƻ ōŜ ŀƴŘ ƛǘΩǎΣ as long as I find as long as I have a tempo I 

Ŏŀƴ ƎŜǘ ƛǘ ōŜŎŀǳǎŜ Ƨŀ ȅƻǳ ƳƛƎƘǘ ƴƻǘ ōŜ ŘŀƴŎƛƴƎ ǾŜǊȅ ǿŜƭƭ ōǳǘ ŀǘ ƭŜǎǘ ƘŜΩǎ ŘŀƴŎƛƴƎ ƛƴ 

time. 

CJ Ja, ja, ja. Exactly. What was, what would you say is challenging about animating a 

dance scene? 

KC What can be challenging is the tempo of the music used because depending on what 

ǿŜ ŀǊŜ ŀƴƛƳŀǘƛƴƎΣ ǎŀȅ ǿŜ ŀǊŜ ŀƴƛƳŀǘƛƴƎ ŦƻǊ ŦƛƭƳ ǘƘŜƴ ƛǘΩǎ нп ŦǊŀƳŜǎ ŀ ǎŜŎƻƴŘ ǎƻ ȅƻǳǊ 
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bpm kind of has to work out with that. If you get a number that when you divide it 

down to a second, it doŜǎƴΩǘ Ŧŀƭƭ ƻƴ ƻƴŜ ƻŦ ǘƘŜ нпΩǎ ōǳǘ ƪƛƴŘ ƻŦ ƛƴ-between then it can 

be hard because you never really hitting the beat on a frame. 

CJ hƪŀȅ ŀƴŘ ŦƻǊ ƛƴǎǘŀƴŎŜ ȅƻǳ ŘƛŘ ǘƘŜ ŦǊƻƎ ŘŀƴŎƛƴƎΦ 5ƻ ȅƻǳ ǘƘƛƴƪ ƛǘΩǎ ƘŀǊŘŜǊ ǘƻ ŀƴƛƳŀǘŜ 

quadrupeds or like then human like characters? 

KC L ǘƘƛƴƪ ƛǘΩǎ ƪƛƴŘ ƻŦ ƘŀǊŘΦ vǳŀŘǊǳǇŜŘǎ ŀǊŜ ƘŀǊŘ ōŜŎŀǳǎŜ ǘƘŜȅ ǘƻǳŎƘ ŀ ƭƻǘ ƻŦ ǎǘǳŦŦ ŀƴŘ ȅƻǳ 

have to manage that but we so used to looking at humans every day that when a 

ƘǳƳŀƴ ƛǎ ŀƴƛƳŀǘŜŘ ŀ ōƛǘ Ŧǳƴƴȅ ǿŜ Ŏŀƴ ǘŜƭƭ ƛƳƳŜŘƛŀǘŜƭȅ ǘƘŀǘ ƛǘΩǎ ǿǊƻƴƎ ōǳǘ ƴƻōƻŘȅΣ 

ǿŜƭƭ ŀ ŦŜǿ ǇŜƻǇƭŜ ǎǇŜƴŘ ǎƻ ƳǳŎƘ ǘƛƳŜ ƭƻƻƪƛƴƎ ŀǘ ŀ ƘƻǊǎŜ ǘƘŀǘ ǘƘŜȅ ƪƴƻǿ ǘƘŀǘ ƛǘΩǎ 

ƳƻǾƛƴƎ ǿǊƻƴƎ ǿƘŜƴ ǘƘŜȅ ǎŜŜ ƛǘΦ {ƻ ƛǘΩǎ ƘŀǊŘŜǊ ōǳǘ ƛǘΩǎ ŜŀǎƛŜǊ ǘƻ ƎŜǘ ŀǿŀȅ ǿƛǘƘΦ 

CJ Do you know of any specific method that animators might use uhm to animate music? 

KC Uhm ja. Mostly well the method that the people that are really good with it in the 

studio at the moment do is they get the music and we have people who actually do 

dance. So typically they get the music and then they will go and kind of choreograph 

a dance by themselves and record that first and then when they happy with that, kind 

ƻŦ ŎƻǇȅ ƛǘ ǘƘǊƻǳƎƘ ǘƘŜ ƭŜƴǎ ƻŦ ǘƘŜ ŎƘŀǊŀŎǘŜǊ ŀƴŘ ǘƘŀǘ Ƙŀǎ ǿƻǊƪŜŘ ǊŜŀƭƭȅ ǿŜƭƭ ǎƻ ǘƘŀǘΩǎ 

how the dance sequence in Khumba was done where the ostrich is a ballet dancer, 

uhm was done in that way and on our current project actually the same lady is busy 

working on the same, on another dancing scene and they use that method. Uhm 

ǇŜǊǎƻƴŀƭƭȅ ōŜŎŀǳǎŜ LΩƳ ƭƛƪŜ ŀ ǾŜǊȅ ƭƻƎƛŎŀƭ ƪƛƴŘ ƻŦ ǇŜǊǎƻƴΣ L ƭƛƪŜ ǘƻ ȅƻǳ ƪƴƻǿ ƎŜǘ ǘƘŜ 

click track down, try and convince the directors that it should be a bpm that slots in 

nicely and then kind of take it from there and first block it out really roughly to show 

ǘƘŜ ƳƻǾŜƳŜƴǘ ōŜŎŀǳǎŜ L ŎŀƴΩǘ ŘŀƴŎŜ ǿƛǘƘ Ƴȅ ƻǿƴ ōƻŘȅΦ ώƭŀǳƎƘϐ 

CJ Mm no. Ja. [laugh]. Shame. 

KC Very well anyway. 

CJ Do you have any musical knowledge and skills? 

KC I played bass guitar and guitar and a very, very little bit of keyboard and I know some 

ƳǳǎƛŎŀƭ ƪƴƻǿƭŜŘƎŜ ōǳǘ ƛǘΩǎ ƪƛƴŘ ƻŦ ƘŀƭŦ ŦǊƻƳ ǇǊƛƳŀǊȅ ǎŎƘƻƻƭ ŀƴŘ ƘŀƭŦ ŦǊƻƳ ǇƭŀȅƛƴƎ 

music with other people who know a lot more about it than me so they would tell me 

ǿƘŀǘΩǎ ƎƻƛƴƎ ƻƴ ŀƴŘ L ƪƛƴŘ ƻŦ ǳƴŘŜǊǎǘŀƴŘΦ .ǳǘ L ŎŀƴΩǘ ȅƻǳ ƪƴƻǿ ǘŜƭƭ ȅƻǳ ǘƘŜ ŀǎŎŜƴŘƛƴƎ 

triads of the major scale or anything like that, not proper knowledge. 

CJ Was the guitar and bass self taught? 

KC Mostly self-taught, some internet lessons and some like I think three actual lessons 

from people who I paid to teach me. 

CJ Okay great. So do you think you have an innate musical talent or an exceptional love 

for music? 

KC I think I have an exceptional love fƻǊ ƳǳǎƛŎΦ L ŘƻƴΩǘ ǘƘƛƴƪ L ƘŀǾŜ ŀƴ ƛƴƴŀǘŜ ǘŀƭŜƴǘ 

because it seems to take a lot of practice to do anything that I want to do. 

CJ aƳ ƛǘΩǎ ǘǊǳŜΦ 
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KC But I can like imagine songs in my head and then work them out in a very kind of slow 

process of like no not thŀǘ ƴƻǘŜΣ ƻƪŀȅ ƭŜǘΩǎ ǘǊȅΣ ƻƪŀȅ ǘƘŀǘ ƴƻǘŜΦ 

CJ Ja that sounds right. 

KC Ja. 

CJ So you do understand basic musical concept? 

KC Ja I think so. 

CJ LΩƳ Ƨǳǎǘ ƎƻƛƴƎ ǘƻ ǎƘƻǿ ȅƻǳ ŀ ŦŜǿ ǘƘŀǘ ǊŜƭŀǘŜ ǘƻ ŀƴƛƳŀǘƛƻƴ ǎǇŜŎƛŦƛŎŀƭƭȅΦ LǘΩǎ Ƨǳǎǘ 

something you can keep but specifically uhm obviously timing, musical timing and 

performance timing works very much in relation to each other and then tempo which 

we know in animation as the beats per minute which depict track and such and then 

rhythm which will be the frames per beat. 

KC Yes. 

CJ And also then how to work that out and things interesting. So do you think you used 

your musical knowledge in all in anyway to animate the frog dancing? 

KC Ja I think so, the rhythm and tempo. 

CJ Ja. 

KC 5ŜŦƛƴƛǘŜƭȅ ƴŜŜŘŜŘ ǘƘŀǘΦ bƻǿ LΩƳ ǘǊȅƛƴƎ ǘƻ ǎŜe other things. I guess like the motive you 

ƪƛƴŘ ƻŦ ƘŀǾŜ ǘƻ ǿƻǊƪ ƻŦŦ ǿƘŀǘ ǘƘŜ ƳǳǎƛŎ ƛǎ ŀōƻǳǘΦ LŦ ƛǘΩǎ ŀōƻǳǘ ǘƘŜ ǎŀƳŜ ƪƛƴŘ ƻŦ ǘƘƛƴƎ 

as that part of animation then it really helps to reinforce it. 

CJ Ja, definitely and if you did not use your musical knowledge and skills, what do you 

think something else that might have enabled you to animate the musical scene 

more? 

KC I know that people who do like physical things like martial arts or gymnastics or 

dancing or anything that requires like fairly extreme use of the body are often very 

good at that kind of thing because they understand the body mechanics behind it so 

I guess you can get a more realistic looking movement in the dance from that and I 

ǎǳǇǇƻǎŜ ŀǎ ƭƻƴƎ ŀǎ ȅƻǳ ƘŀǾŜ ǘƘŀǘ ȅƻǳ ŘƻƴΩǘ ŀŎǘǳŀƭƭȅ ƴŜŜŘ ƪƴƻǿƭŜŘƎe to have a click 

track in your uhm screen, that just shows you where each beat is. 

CJ Have you ever used a bar sheet to animate music? 

KC I have not. 

CJ Do you understand how to use a bar sheet or do you know what a bar sheet is? 

KC Is it a sheet with your musical bars on it? 

CJ ¢ƘŀǘΩǎ ŜȄŀŎǘƭȅ ǿƘŀǘ ƛǘ ƛǎΦ hƪŀȅ ǎƻ Ƨǳǎǘ ŀ ōƛǘ ƻŦ ƘƛǎǘƻǊȅΣ ǿƘƛŎƘ ȅƻǳ ƳƛƎƘǘ ƪƴƻǿΦ 

Animators. Okay Disney time. In the beginning the animators used to, the music used 

to come after the animation. So the animation was done and then the music was an 

after thought which was coupled with that but then Disney did Steamboat Willy which 

was the first with synchronized sound and then it was very successful because the 

music and the sound really supported each other and then from there on they tried 
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to do a music before the animation itself but the animators then decided there must 

be an easier way to animate the music without going back and forth and changing 

things for the musicians and for the animators and such and this one particular 

animator, Wilfred Jackson had a very basic knowledge of music and he suggested but 

ǿŜ ƘŀǾŜ ƻƴŜ ǘƘƛƴƎ ƛƴ ŎƻƳƳƻƴ ŀƴŘ ƛǘΩǎ ǘƛƳƛƴƎ ǎƻ ǿƘȅ ŘƻƴΩǘ ǿŜ ǳǎŜ ǘƘŜ ƳŜǘǊƻƴƻƳŜ 

and the animators work from a set beat and the musicians do but we write everything 

down and then theȅ ǿƻǊƪ ŦǊƻƳ ƻƴŜ ŎŜƴǘǊŀƭ Ǉƻƛƴǘ ŀƴŘ ǘƘŀǘΩǎ ǿƘŜǊŜ ǘƘŜ ōŀǊ ǎƘŜŜǘ 

become prevalent. So this is just one type of bar sheet. So it will indicate all the beats 

and then in the certain amount of bars such as this and notation for music and then 

what happens in each frame. Early animators even wrote down the music on bar 

sheets, well while they were writing down music, the animators will write what will 

happen in that specific bar with the music and they will change things here and they 

will also have one central point from which the animators and the musicians will work 

from and then it became more detailed with camera angles and how, where and what 

shots should be but still timing very prevalent and the music was still, the animators 

were also able to see what music happens and such. Then now more lately the music 

is not so prevalent anymore and they use screens, shots and grabs and describe the 

ŀŎǘƛƻƴ ōǳǘ ǘƘŜȅ ŘƻƴΩǘ ǊŜŀƭƭȅ ǎŜŜ ǘƘŜ ƳǳǎƛŎΦ ¢ƘŜȅ Ƨǳǎǘ L ǘƘƛƴƪ Ǝƻ ƻƴ ŀǳŘƛƻ ǘǊŀŎƪ ŀƴŘ ƭƛǎǘŜƴ 

to what they do and then today tƘŜǊŜΩǎ ƴƻǘ ŜǾŜƴ ƳǳǎƛŎΣ ǘƘŜ ƳǳǎƛŎ ōŀǊ ƛǎƴΩǘ ƛƴŎƭǳŘŜŘ 

ŀƴȅƳƻǊŜ ŀǘ ŀƭƭ ŀƴŘ L ǎǳƎƎŜǎǘ ǘƘƛǎ ƛǎ ŀ ōƛǘ ǇǊƻōƭŜƳŀǘƛŎ ōǳǘ ǘƘŀǘΩǎ Ƨǳǎǘ ƳŜΦ {ƻ L ǎǳƎƎŜǎǘ 

ǿŜƭƭ ŀƴƛƳŀǘƻǊǎ ǎƘƻǳƭŘ ƘŀǾŜ Ƨǳǎǘ ŀ ōŀǎƛŎ ƳǳǎƛŎŀƭ ƪƴƻǿƭŜŘƎŜΦ L ŘƻƴΩǘ ǇǊƻǇƻǎŜ ǘƘŀǘ ȅƻǳ 

know how to read orgestration or all that, just basic musical knowledge. We will be 

demonstrating this by the use of that specific ballet scene from Bradley that he did 

the Swan Lake to. So this is Swan Lake but the full orgestration for that certain piece 

ƻŦ ƳǳǎƛŎ ōǳǘ ƛǘΩǎ ǘǿŜƭǾŜ ǇŀƎŜǎ long and I do not suggest that you will be able to 

understand everything and play any instruments but obviously the main theme here 

is that (singing) da da da da da da da that we all know so well and that central theme 

or motive can just be incorporated frƻƳ ǘǿŜƭǾŜ ǇŀƎŜǎ ƛƴǘƻ ǘƘƛǎ ƻƴŜ ǇŀƎŜ ŀƴŘ ǘƘŀǘΩǎ 

basically all I suggest that animators will need along with a basic musical knowledge 

which will be just basic terminology such as know what andante means, the tempo at 

which it should be played, uhm the mood terminology which is dolce espresso which 

means it should be swiftly but still very expressive and be able to know the dynamics 

which is piano and forte because then the animator will be able to see that it builds 

up to here so he can maybe, he or she can maybe plan the animation accordingly and 

know bars and how much beats goes into a bar and such to then work out how many 

ŦǊŀƳŜǎ ǘƘŜǊŜ ǿƛƭƭ ǘƘŜƴ ōŜ ŀƴŘ Ƨŀ ǘƘŀǘΩǎ ǘƘŜ ƳǳǎƛŎŀƭ ƪƴƻǿƭŜŘƎŜ L ǎǳƎƎŜǎǘ ōǳǘ ŀƭƻƴƎ ǿƛǘƘ 

this they will receive a click track and then with the right and correct timing and the 

audio track and then this piece of paper right here. Then this is, ja basically a bar sheet 

with the basic musical, the basic music theme and then the action will be written 

down here and maybe here the character prepares himself to do a turn or something 

ŀƴŘ ǘƘŜƴ ƛǘ ōǳƛƭŘǎ ǳǇ ǘƻǿŀǊŘǎ ǘƘƛǎ ōŜŎŀǳǎŜ ȅƻǳ Ŏŀƴ ǎŜŜ ƛǘΩǎ ŀ ƘƛƎƘ Ǉƻƛƴǘ ƛƴ ǘƘŜ ƳǳǎƛŎ 

and you can also hear it and ah then put in storyboard frames or initial ideas about 

movement and the title will be written down, the tempo will be either given or like 

you say we can beats per minute, we can work it out and then work out how many 

ŦǊŀƳŜǎ ǘƘŜǊŜ ǿƛƭƭ ōŜ ƛƴ ŀ ōŜŀǘ ƻǊ ŀ ōŜŀǘ ŀƴŘ ōŜŀǘǎ ǇŜǊ ōŀǊΦ {ƻ ǘƘŜ ǊŜŀǎƻƴ LΩƳ ǎǳƎƎŜǎǘƛƴƎ 

that animators do it this way is because I think iǘΩǎ ƴƛŎŜ ǘƻ ƘŀǾŜ ŜǾŜǊȅǘƘƛƴƎ ƻƴ ƻƴŜ 

ǇŀƎŜΦ ¸ƻǳ Ŏŀƴ ǎŜŜ ǘƘŜ ǘƻǘŀƭƛǘȅ ƻŦ ǿƘŀǘΩǎ ƎƻƛƴƎ ǘƻ ƘŀǇǇŜƴ ƛƴǎǘŜŀŘ ƻŦ ƻƴ ŀ ǘƛƳŜƭƛƴŜ 

ǿƘŜǊŜ ǿŜ Ŏŀƴ ƻƴƭȅ ǎŜŜ ŀ ŦŜǿ ŦǊŀƳŜǎ ƻǊ L ŘƻƴΩǘ ƪƴƻǿ ƛǘΩǎ ƴƻǘ ŀ ŎƻƳǇƭŜǘŜ ǾƛŜǿ ƻŦ ǿƘŀǘ 
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happens and I think this will be great for timing and planning purposes as well and 

maybe enable the animator to animate music more believably and yes. Do you think 

with this basic musical knowledge and maybe this method will enable them to 

animate more efficiently or believably? 

KC I think it would depend a lot on the kind, the medium of animation. So for like stop 

frame I think it would be essential to do but as soon as you go onto a computer 

because you can output something along with the music all at once for your director 

to see. While it might be handy just to make notes and plan a bit, just because of how 

easy it is to get sound and picture together these days compared to the early days of 

5ƛǎƴŜȅΣ ǘƘŜ ŘƛǊŜŎǘƻǊ L ǘƘƛƴƪ ǿƻǳƭŘ ǿŀƴǘ ǘƻ ƳŀƪŜ Ƙƛǎ ŘŜŎƛǎƛƻƴǎ ōŀǎŜŘ ƻƴ ǘƘŀǘ ǎƻ Ƨŀ LΩƳ 

not a hundred percent sure. LikŜ ƛƴ ŎƻƳǇǳǘŜǊ ŀƴƛƳŀǘƛƻƴ ƛŦ ƛǘΩǎ ǿƛƭƭ ōŜ ǳǎŜŦǳƭ ŀǎ ƭƛƪŜ ŀ 

rosetta stone kind of thing, definitely for planning, especially if someone understands 

musical notation a bit and then can work on it.  

CJ !ƭǎƻΣ L ƪƴƻǿ ǿŜ ƭƛǾƛƴƎ ƛƴ ŀ ŘƛƎƛǘŀƭ ŀƎŜ ŀƴŘ LΩƳ ǘŀƭƪƛƴƎ ǎǇŜcifically to 3D character 

animators using computers so I should have mentioned that but this will be digitised 

and then make it easier for the animator to update what he is doing and maybe it can 

even be shown alongside the reference footage and where the animator can work in 

ŀƴŘ ƳŀȅōŜ ƘŜ Ŏŀƴ ǿƻǊƪ ŀǎ ŀ ǇƭǳƎ ƛƴ aŀȅŀΣ L ŘƻƴΩǘ ƪƴƻǿΦ LΩƳ ƴƻǘ ǊŜŀƭƭȅ ƛƴǘƻ ǘƘŀǘ 

ǘŜŎƘƴƛŎŀƭ ǎǘǳŦŦ ōǳǘ Ƨǳǎǘ ǘƻ ǎŜŜ ŀƴŘ ƘŜŀǊ ŜǾŜǊȅǘƘƛƴƎ ǘƻƎŜǘƘŜǊ ŜǾŜƴ ƛŦ ƛǘΩǎ ƻƴ ŀ ǎŎǊŜŜƴΣ 

will maybe ja be a more effective way. 

KC Ja I think where it will be effective might even be with people who are not that good 

at listening to music and they more visual people because. Like some people just think 

to music and you say come in at the crescendo or whatever and they like maybe 

ǘƘŜǊŜΩǎ ŀ ōƛǘ ƻŦ ǇǊŜ ŎǊŜǎŎŜƴŘƻ ǎƻƳŜǿƘŜǊŜ ŜƭǎŜ ŀƴŘ ǘƘŜȅ ŘƻƴΩǘ ǊŜŀƭƭȅ ƪƴƻǿ ǿƘŀǘ ƛǘ ƛǎ 

ōǳǘ ȅƻǳ ƪƴƻǿ ƛǘΩǎ ŜŀǎƛŜǊ ǘƻ ǎŜŜ ƛǘ ǿƛǘƘ ǘƘŜ ōƭŀŎƪ Řƻǘǎ ǘƘŀǘ ǘƘŜǊŜΩǎ ŀ ƭƻǘ ǘƘŜǊŜ ǎƻ L ǘƘƛƴƪ 

it would give a good queue on like the extremity of the movement needed so you can 

build it up. You can plan that much more easy than listening I guess. 

CJ Would you say that you like you just said you know build up towards the crescendo 

but would you say that you if you talk to an animator and you tell him listen you doing 

this wrong, you should build up, do you think you use music terminology like you just 

did? Just for interesting sake like you said build up to the crescendo of the music, do 

you think you use that? 

KC I think I would. 

CJ LǘΩǎ ǊŜŀƭƭȅ ƛƴǘŜǊŜǎǘƛƴƎΦ /ƻƻƭΦ hƪŀȅ ƎǊŜŀǘΦ ¢ƘŀǘΩǎ ōŀǎƛŎŀƭƭȅ ƛǘΦ ¢Ƙŀƴƪ ȅƻǳ ǎƻ much for your 

input. 

KC Pleasure. 

CJ You can keep this as well just for knowledge sake and yes thank you for taking the 

time out of your day. I know you are very busy with rhymes and everything. 

KC Thanks so very much.  

 

[END OF RECORDING] 
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INTERVIEW 5: 

Interview with Nico Venter (NV), freelance animator in Cape Town, who studied at The Animation 

School. 

Date: 30 August 2016 

Length: 37:49 Minutes 

Place:  !ƴƛƳŀǘƻǊΩǎ IƻƳŜΣ /ŀǇŜ ¢ƻǿƴ 

CJ Have you ever animated a dance scene? 

NV A dance scene, no, not a dance scene. 

CJ Do you know of anyone who has? 

NV Yes. 

CJ Do you, can you describe the dance scene? 

NV Yes it was for, it was for one of, well for a couple of the shorts done for the end of 
year, for the final year project, of the 2015 animation students films.  I saw a couple 
ƻŦ ǘƘŜƳΣ LΩŘ ƘŀǾŜ ǘƻ ǘƘƛƴƪ ŀōƻǳǘ ƛǘΣ ŘŀƴŎŜ ǎŎŜƴŜΦ  L ŀŎǘǳŀƭƭȅ ƪƴƻǿ ƛƴ ǎŜŎƻƴŘ ȅŜŀǊ ŀƭǊŜŀŘȅ 
yes, a guy dancing to classical music, ja. 

CJ Okay, if you would animate a dance scene, do you think the music would be 
incorporated into the animatic for planning purposes? 

NV Crucial yes. So before the animatic I put it in, I think I'd have the music before I have 
the actual, before, before the storyboard. 

CJ Okay and, will, so the animatic and the, sound incorporated, will it be to the precise 
correct timing, such? 

NV Uhm, specifically at the animatic stage, where you start blocking the animation? 

CJ Mm, or before that, or even still in the planning phase. 

NV I think it's a, it's a, in a basic way, in the process, is I'd first get the, yes as much as 
possible.  Although leaving, leaving space specifically for animators to, to imbue it with 
their own creativities is, is much more important than, than like, then I realized.  I 
ŘƛǊŜŎǘŜŘ ƻƴŜ ƻŦ ǘƘŜ ǎƘƻǊǘǎ ŀƴŘΣ ƳŜǘƛŎǳƭƻǳǎƭȅ ǇƭŀƴƴƛƴƎ ŀ ǎƘƻǘ ŘƛŘƴΩǘ ǿƻǊƪ ƻǳǘ ŀǎΣ as 
nice as it did when, when they get to, like when the animators get to feel their own 
ideas into it. 

CJ Mm. 

NV But for the most part as this, as a general rule, just to know the timing, how long the 
shots need to be, and to know the sequence of events, then ja. 

CJ Okay, what do you think you will need that will enable you to animate the dance 
scene?  Like for instance the music and the precise timing, so the animatic I would say, 
but what else do you think do you, would you need to animate a dance scene? 

NV What do I need to animate a dance scene, I think just, well context I assume.  I'm just 
trying to picture the, the setup or the context.  So I think what, what you need is, is as 
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much as possible so if you know, if you can get a surrounding story about what your, 
ǿƘŀǘ ȅƻǳΩǊŜ ŘƻƛƴƎ ƛǘ ǿƻǳƭŘ ōŜΣ ƛǘ ǿƻǳƭŘ ōŜ ōŜǎǘΦ  

But other than that the most important thing is, for a dance scene is, is obviously the 
audio, and your working with a visual.  So, I mean, those, those are the two 
predominant senses that your working with, uhm, ja. 

CJ And, how would you go about to use the audio then to start planning and animating 
the scene? 

NV Aah, first look at the beats of the music, so, so in the same way that you would take a 
story beat, I think in the same way that I would approach a script.  So look at, at the 
different, at all the different parts so that you can break it down into sizable chunks, 
and then from there so it's even smaller and smaller and smaller.  I think first really 
listen to the music, like listen to the music over and over and over, and from there 
just decide on the different, the different emotions, so I think specifically with music 
this, we have such a emotional connection to it, to see, well to feel where the pace 
changes, which, and the pace marks the story of it. 

CJ Mm. 

NV So first get a feel for the story, for the arc, and then from there pretty much break it 
down into smaller bits of its beats, and then plan it out as far as possible, with 
drawings or whatever and, and then start the storyboard animatic animation 
tweaking and that stuff. 

CJ So if you receive the music beforehand, will you just listen to the music and analyze it 
or will you, for instance look at the music score or sheet music to, you know, maybe? 

NV !ŀƘΣ L ŘƛŘƴΩǘ ŎƻƴǎƛŘŜǊ ƭƻƻƪƛƴƎ ŀǘ ǘƘŜ ǎƘŜŜǘ ƳǳǎƛŎΣ ƴƻ L ŘƻƴΩǘ ǘƘƛƴƪ ƴŜŎŜǎǎŀǊƛƭȅ ǘƘŜΣ ǘƘŜ 
ǎƘŜŜǘΣ ŦƻǊ ƳŜ ǇŜǊǎƻƴŀƭƭȅ L ŘƻƴΩǘ ǘƘƛƴƪ ǘƘŜ ǎƘŜŜǘ ƳǳǎƛŎ ǿƻǳƭŘ ōŜ ǘƘŀǘ ƛƳǇƻǊǘŀƴǘΣ ƛǘ 
would be, for me that relates very much to the, so it's, to seeing the code behind, 
behind Maya or something to see ƘƻǿΣ Ƙƻǿ ƭƛƪŜ ǘƘŜ ōŀŎƪŜƴŘ ǿƻǊƪǎΣ ŀƴŘ ƛŦ ȅƻǳΩǊŜ ƴƻǘ 
dealing specifically, if your role or, or to put it in another context, so if you have to fit 
ƛƴ ŀ ŦƻǊƳ ƻƴ ǿŜōǎƛǘŜ ȅƻǳ ƭƛƪŜΣ ȅƻǳ ŘƻƴΩǘ ƴŜŜŘ ǘƻ ƪƴƻǿ ǘƘŜ ŎƻŘŜΣ ȅƻǳ Ƨǳǎǘ ƴŜŜŘ ǘƻ ƪƴƻǿ 
what the website looks like and how to interact with it, and I think in the same way, 
ǘƘŀǘ L ǿƻǳƭŘƴΩǘ ƴŜŎŜǎǎŀǊƛƭȅ ƭƻƻƪ ŀǘ ǘƘŜ ǎƘŜŜǘ ƳǳǎƛŎΦ  ¦ƘƳΣ ǳƴƭŜǎǎ ƻŦŦ ŎƻǳǊǎŜ ǘƘŜǊŜϥǎ ŀ 
specific reason for it, but otherwise no, no just I listen to the music, [laughs], cause 
otherwise like it's just hardcore musicians who go wow, like that note, unlike aah. 

CJ Ja. 

NV aŀȅōŜ ǘƘŜȅ ǿƻǳƭŘΣ ōǳǘ ƴƻ L ŘƻƴΩǘ ǘƘƛƴƪ L ǿƻǳƭŘΦ aŜ ǇŜǊǎƻƴŀƭƭȅΦ 

CJ How would you determine the correct timing for the musical scene? 

NV Aah, the correct timing? 

CJ Like planning out where what will happen, will you go with beats per minute and then 
maybe use a click track, to indicate the metronome beats of where everything 
ƘŀǇǇŜƴǎ ŀƭƻƴƎ ǿƛǘƘ ǘƘŜ ƳǳǎƛŎΣ ƻǊ ǿƻǳƭŘ ȅƻǳ ŀŎǘ ƛǘ ƻǳǘΧ  

NV Ja, so physical reference I think is also incredibly important, like the difference 
between an actor and an animator is miniscule if there is, so definitely this is acting it 
out and, you know if, you can get reference of a, just not necessarily a professional 
dancer but someone who dances, that is immensely helpful.  Other than that, usually 
ŦǊƻƳ Ƴȅ ǇŜǊǎƻƴŀƭ ŜȄǇŜǊƛŜƴŎŜ ƛǘϥǎ ƻƴƭȅ ōŜŜƴ ŦǊŀƳŜǎΣ ǎƻ ƛǘϥǎ ǳǎǳŀƭƭȅ ŦǊŀƳŜ ŎƻǳƴǘΦ ¢ƘŀǘΩǎ 
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ƘƻǿΣ ǎƻ ǘƘŀǘΩǎ Ƙƻǿ LΩǾŜ ōŜŜƴ ǘǊŀƛƴŜŘ ŀƴŘ ǘƘŀǘΩǎ Ƙƻǿ ƛǘ ǿŀǎ ǘŀƪŜƴ ŦǊƻƳ ŜǾŜǊȅƻƴŜ ǿƘƻ 
ƪƴƻǿǎ ŀ ŀƴƛƳŀǘƻǊ ǎǳǊǾƛǾŀƭ ƪƛǘΣ ǎƻ ǘƘŀǘΩǎ Ƙƻǿ ǘƘŜ old Disney guys used to count beats, 
ƛǎ ǿƛǘƘΣ ƛǎ ǿƛǘƘ ŦǊŀƳŜ ŎƻǳƴǘΦ  .ǳǘ ƧŀΣ ǎƻ LϥŘ ǎŀȅ ǳǎǳŀƭƭȅΣ ŀƴŘ ŀƭƭ ǘƘŜ ŀƴƛƳŀǘƻǊǎ ǘƘŀǘ LΩǾŜ 
met are usually according to frames.  So, when they look at like a fast turn or 
ǎƻƳŜǘƘƛƴƎΣ ƻǊ ƭƛƪŜ ŀƴΣ ŀƴ ŀƛǊȅ Ŧƭƻǿ ƛǘΩƭƭΣ ǎƻ ǘƘey count it in frames. 

CJ Mm. 

NV Which, is something which I assume will be the same for music when they have the 
ǊŜŦŜǊŜƴŎŜ ŦƻǊ ƛǘΣ ǎƻ ǿƘŜƴ ȅƻǳ ǎƘƻƻǘ ǘƘŜ ǊŜŦŜǊŜƴŎŜ ȅƻǳΩƭƭ ǎŜŜ ŀƴŘ ǘƘŜƴ ǘƘŜȅ ǊŜŀƭƛȊŜΣ ƧŀΦ 

CJ Mm, analyze it. What do you think will be challenging about animating a dance scene? 
Do you think it will be, more challenging than a normal animation, or just a normal 
part of animation? 

NV I think the challenge will probably have its own rewards system as well, cause once 
again, like with the animators that I worked with, the more challenging a shot gets, 
the more reward they reap from it, the more they actually work on it. So, stuff that 
feel or seem harder to do is obviously more intimidating but as soon as they get into 
it and as soon as they get something that works, like some kind of reward out of it, 
some kind of gem reveal itself, that usually pushes them even further.  So I'd say 
definitely it's like more difficult than an average, like someone sitting down or because 
the emotional connection is different. 

CJ Mm. 

NV So there you just need the principle of like weight, whereas in a dancing you really 
ǿŀƴǘ ǘƻΣ ƭƛƪŜ ǘƘŀǘΩǎ ǿƘŜǊŜ ǘƘŜ ƘŀƴŘǎ ŀƴŘ ǘƘŜ ŜȅŜǎ Ƨǳǎǘ ƘŀǾŜ ǘƻ ǊŜŀƭƭȅ ƧǳǎǘΣ ƴƻǘ ƻƴƭȅ ǘƘŜ 
hands and the eyes have to work their magic.  I think then like it kind of goes into the 
hips and the whole body, and just the whole character has to personify the piece of 
music. Aah, so I think if done right then, then most probably more difficult. 

CJ Mm, do you know of any specific method that an animator might use to animate 
music? 

NV ώ[ŀǳƎƘǎϐΣ ȅƻǳ ƪƴƻǿ ǘƘŜ ƻƴƭȅ ƻƴŜ ǘƘŀǘ LΩǾŜ ŎƻƳŜ ƛƴ ŎƻƴǘŀŎǘ ǿƛǘƘ ǿŀǎ ǘƘŜ ǳƴƻǊƎŀƴƛȊŜŘ 
ƻƴŜΣ ƭƛƪŜ ǘƘŜΣ ƭƛǎǘŜƴ ǘƻ ǘƘŜ ƳǳǎƛŎ ŀƴŘ Ƨǳǎǘ ōǊŀƛƴǎǘƻǊƳ ǘƘǊƻǳƎƘΣ ΨƻƘ ǿƻǳƭŘƴΩǘ ƛǘ ōŜ Ŏƻƻƭ 
ƛŦΩΣ ŀŀƘ ǘƘŀǘ ǇǊƻŎŜǎǎΣ ǿƘƛŎƘ L ŀǎǎǳƳŜ ƛǎ ŀ ōƛǘ ƳƻǊŜΣ ƛǘϥǎ ƳƻǊŜ time consuming but it's a 
bit more organic than just left brain analyzing the piece of music and then going from 
there. 

CJ Mm. 

NV Uhm, I think, it would probably be cooler just to have it done in groups. Aah, as, like 
the brain assist through more than one person so better ideas are just generated, it 
Ƨǳǎǘ ƘŀǇǇŜƴǎ ǘƘŀǘ ǿŀȅΣ ŀƴŘ ǘƘŀǘΩǎ ƘƻǿΣ L ǘƘƛƴƪ ǘƘŀǘ ǿƻǳƭŘ ǇǊƻōŀōƭȅ ōŜ ǘƘŜ ōŜǎǘ ǿŀȅ ƻǊ 
process, or at least that would be the best start of the process, how to come up with 
like a dance scene. But further than that, the actual technicality, I think it depends on 
how you were trained, I think it depends on what is easiest, it's the same like what is 
the best process to paint a picture, you know, like some people prefer to like render 
throughout and other people like, they just love the chaos. Most people I know just 
love the chaos, ja, so. 

CJ Creative mind thing. 

NV Mm, ja, chaotic organized. 
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CJ Ja, ja chaotically organized, ja it's designedly finished. 

NV [Laughs], ja. 

CJ Do you have any musical knowledge or skills? 

NV !ŀƘΣ ǎƻ ƛǘ ƘŀǇǇŜƴǎ L Řƻ ƘŀǾŜ ǎƻƳŜ ƘƛǎǘƻǊƛŎŀƭΣ ƳǳǎƛŎŀƭ ǎƪƛƭƭǎΦ  LΩǾŜ Ǝƻǘ ƎǊŀŘŜ р ŎƭŀǎǎƛŎŀƭ 
guitar. And I played for about seven years. Uhm, only like classical, yes. 

CJ Did you go for lessons, or was it self-taught? 

NV Ja, no lessons. So I had a teacher who taught me, what I assume is like the Unisa 
syllabus. I think so, ja so you do the scales, you do the apeggios blah, blah, blah, ja. 

CJ Okay, and would you say you have a innate musical talent or a exceptional love for 
music? 

NV Love for music yes, ja I feel that is, ja there's some truth in what a friend of mine told 
me once.  He said that if you had to compress heaven into this world it will be 
manifested in two things, music and honey. 

CJ [Laughs]. 

NV That was so beautiful, I can totally relate to that, so yes, no music is one of the things 
ƭƛƪŜ ǊƛƎƘǘ ǳǇ ǘƘŜǊŜΣ ƧŀΦ ¦ƘƳΣ ƴŀǘǳǊŀƭ ǘŀƭŜƴǘ L ŘƻƴΩǘ ƪƴƻǿΣ ǘƘŜǊŜ ǿŀǎ ƻōǾƛƻǳǎƭȅ ǇŜƻǇƭŜ 
ƭƛƪŜ ŀ ƭƻǘ ōŜǘǘŜǊ ǘƘŀƴ ƳŜΣ ώƭŀǳƎƘǎϐΣ ǎƻ L ŘƻƴΩǘ ƪƴƻǿΦ  L ƭƻǾŜŘ ƛǘΣ ǎƻ L ǘƘƛƴƪ ǘƘŀǘΩǎ ŀōƻǳǘΣ 
Ƨŀ L ŘƛŘƴΩǘ ǊŜŀƭƭȅ ŎŀǊŜ Ƙƻǿ ƎƻƻŘ I was, as long as I could like do something that sounded 
like okay to me, ja. 

CJ Mm, ja, so do you understand basic musical concepts? 

NV Maybe, ja. 

CJ Okay, so I'm just going to tell you about a few things which you would probably know, 
and this is just thŜ ǇŀǇŜǊΣ LΩƭƭ ŜȄǇƭŀƛƴ ŜǾŜǊȅǘƘƛƴƎ ƴƻǿΦ  {ƻ Ƨǳǎǘ ŀ ŦŜǿ ǘƘŀǘ ǊŜƭŀǘŜ ǘƻ 
ŀƴƛƳŀǘƛƻƴ ǎǇŜŎƛŦƛŎŀƭƭȅ ǘƘŀǘ L ŘƻƴΩǘ ǘƘƛƴƪ ǿŜ ŀƭǿŀȅǎ ǘƘƛƴƪ ŀōƻǳǘΣ ǘƘŀǘ ŀǊŜ ŀŎǘǳŀƭƭȅ ǊŜŀƭƭȅ 
quite obvious are timing, is timing, musical timing is obviously parallel to performance 
timing.  Then tempo, which is music, also, in, you know we work with beats per minute 
in animation as well, and then the rhythm which you, as you said, is the beats, ag 
ŦǊŀƳŜǎ ǇŜǊ ōŜŀǘΣ ŀƴŘ Ƙƻǿ ŜǾŜǊȅǘƘƛƴƎ ǊŜǾƻƭǾŜǎ ŀǊƻǳƴŘ ǘƘŀǘΣ ŀƴŘ ǘƘŀǘΩǎ ŀƭǎƻ ǘƘǊŜŜ ƳŀƧƻǊ 
concepts which is the music as well.  So I think music and animation has a lot more in 
common that we actually realize, maybe not on the surface but, you know, the core 
of music in general is timing so I think animation also and ja anyway.  Do you think 
you would use your musical knowledge, even if it's not like intentionally, to animate 
a character more believably in musical scenes? 

NV Probably not intentionally, because I always used to suck with theory in music anyway.  
So maybe it's been always much more internal and much more, feminine. Much more 
ŦŜŜƭƛƴƎ ōŀǎŜŘΣ ŀƴŘ L ǘƘƛƴƪ ƭƛƪŜ ǘƘŀǘΩǎ ǿƘŜǊŜ Ƴȅ ƭƻǾŜ ŦƻǊ ƳǳǎƛŎ ŀƭǎƻ ǊŜŀƭƭȅ ƭƛŜǎΦ !ƴŘΣ ǎƻ 
surely that is what I would use when listening to a song to determine how to animate 
it. So I assume we can say yes, ja. 

CJ If you have a look at that list there at the bottom, which of those musical terms or 
concepts, would you say would you use to animate a musical scene maybe? 

NV I would use to like as terminology to explain how to animate a scene? 
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CJ Mm, ja, or maybe just use as, ƭƛƪŜ ŦƻǊ ƛƴǎǘŀƴŎŜ LΩƭƭ ǳǎŜ ǘƛƳƛƴƎΣ ŘŜŦƛƴƛǘŜƭȅΣ ƛǘϥǎ ƻƴŜ ƻŦ ǘƘŜ 
core things, that obviously you have to time the music to be precisely correct with the 
animation. 

NV aƳΣ ǳƘƳ ǎƻƳŜǘƘƛƴƎ ƭƛƪŜ ŀƴŘŀƴǘŜ L ŘƻƴΩǘ ǘƘƛƴƪ ƛǎ ƭƛƪŜ ƳƻŘŜǊŀǘŜƭȅ ǎƭƻǿΣ ȅƻǳ Ŏŀƴ Ƨǳǎǘ 
say slow. 

CJ Ja, ja, ja. 

NV The beat, uhm, I think dynamics. Uhm, motive, ja, I think orchestration could be nice.  
Uhm, ja tempo and time signature, rhythm obviously, and maybe pitch.  Ja, cause I 
agree with you, like some of them would clarify, so it's the, conveying a, the abstract. 
.ǳǘ ƻōǾƛƻǳǎƭȅ ƛǘϥǎ ƛƴ ŀ ƘƛŜǊŀǊŎƘŀƭ ǿŀȅΣ ǎƻ ǎƻƳŜǘƘƛƴƎ ƭƛƪŜ ŀƴŘŀƴǘŜ ǿƻǳƭŘƴΩǘΣ ǎƻ ƴƻ ƻƴŜ 
would use that. 

CJ Ja. 

NV But something like, as you say, rhythm or pitch or something, so I think that might be, 
L ŘƻƴΩǘ ƪƴƻǿΦ 

CJ [Laughs], What other skills or knowledge do you think one would use to animate, not 
specifically in a musical scene but like ja? 

NV Acting. 

CJ Acting, there we go. 

NV Totally, totally 100%. 

CJ Okay ja. 

NV !ŀƘΣ ƧŀΣ L ǘƘƛƴƪ ǘƘŀǘΩǎ ŀŎǘǳŀƭƭȅΣ Ŧǳƴƴȅ ŜƴƻǳƎƘ L ǘƘƛƴƪ ǘƘŀǘΩǎ ƻƴŜ ƻf the reasons why I 
ŘƻƴΩǘ ŦŜŜƭ ǘƘŀǘ LΩǾŜ ǊŜŀƭƭȅ ŜǾŜǊ ŎƻƴƴŜŎǘŜŘ ǿƛǘƘ ŀƴƛƳŀǘƛƴƎ ŀǎ ǎǳŎƘ ŎŀǳǎŜ ǘƘŜ ōŜǎǘ Ǝǳȅǎ 
in the class are the guys who were drawn to animation so much quicker, and the guys 
who developed the skill so much quicker were the guys who were able  and willing to 
put themselves in a situation, where they can act and like be someone else, and to 
step in front of the camera, that kind of thing, and sort of live in this fantasy world.  
Aah, ja that is just to see the quality of work that come out of that is, is really cool. 

CJ Mm. 

NV Ja, so, so acting, so like acting is right at the top. 

CJ Pretty up there. Have you ever used a bar sheet to animate and dance scene? 

NV bƻΣ L ŘƻƴΩǘ ǘƘƛƴƪ ǎƻΦ Iŀǎ ŀƴȅƻƴŜ ŜǾŜǊ ǎŀƛŘ ȅŜǎ ǘƻ ǘƘŀǘΚ 

CJ Yes. 

NV Okay. 

CJ Ja, so, I'm just going to give you a bit of a history lesson.  So as you know Disney is one 
of the forefront animation leaders and well animation studios, we will refer back to 
with the 12 principles of animation and stuff, and uhm, okay in the early Disney years 
music was always done after the animation. 

NV Crazy. 

CJ So, the animation was done and then the music was just an afterthought which was 
ǎƭŀǇǇŜŘ ƻƴǘƻ ǘƘŜ ŀƴƛƳŀǘƛƻƴΣ ŀƴŘ ǘƘŀǘΩǎ Ƙƻǿ ƛǘ ǿŀǎΣ ŀƴŘ ǘƘŜƴ ǎȅƴŎƘǊƻƴƛȊŜ ǎƻǳƴŘ ǿŀǎ 




