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Introduction

Animation is dime-basedart with eachanimaed action or movement takg place against a specific

speed or tempdFloyd) Timing helps to define the physical characteristics of an object suidhk as

weight,its size andts scale It helps tocommunicate thepersonality/mood andemotional stateof an

object or charactefHinman 195)The subtle adjustments in timingn2 I N3y SNJ . NRvie®. Ol NIi 2z
Coyote and the Road Runnfim, example communicatethe physcality and mood of theagerWile

E. Coyotas he fanticallychases the quick, goematuredRoad Runnemwho in contrastmoves with
easeWhenasequenc2 ¥ | Yy A Y I { &Rryanihateaimilyeinéntis perceived as if it happens
preciselywhen it should For this reasortiming can be seen athe most fundamental of the twelve
foundational principles of animation (Floydnd in some waysthe most difficult principle for

animators to masterfinman 195%.

All cinema, including animation film, is basedéoi KS A f f dziA2y 2F Y2@0SYSyid GK
of images are exchanged quickly enough that the human eye no longer sees them as separate images,
odzi & I & AbQbmitks). Whera theltwoéategoriesiaf cineméive-action and animatiop

diverge is in theepresentationof reality. In general, livaction cinema; which is created through a

recording methodg creates the illusion that what we see on the screen is real, while animation
generally does not. Part of the attraction of animatiothis awareness of the illusiaihat is brought

to the viewer through constructed med{&ubotnick 3).

In her blog Rundell argues that the illusion of movemeatafted in animation is not only a
representation of time, but that time in animation is expgrcedasan objective reality thatomes

with animated spaceTiming and spacing argosely linked. Whereas timing in its simplest form
RS a4 ONR 6 Samethidgh®weE & LI OAy 3 RSAONRGSE aK26é TEN A42Y
one position to the nextThe 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

guality of both space and tim@undel).

The illusion of space, Rundell explaigdess convincing than theudlion of motion (and thus time)
andargues dWe understand very well that the images we see on a screen do not have the depth and
space that we actually seewe could not reach out and enter the filmic setting. We are \aaware

of the illusion at a perceptual level. Motion, on the other hand, is harder to see théodygh
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Just like animation, music is an art based in time (SubotnickW8)ere animation gives a
representation of time by changing the qualities of an imagegidine, compositioncolour and

texture toconstructa moving picture in time, music gives a far more subjective presentation and thus
sensation of time by changing pitch, dynamics, rhythm, and tempd 2oy &  NUzOG |y | dzRA |
(Rundelf Subotnick 3)inw dzy RS f f Musicdsa MB&@phor far human consciousness (of Being)

FYR FYAYFGA2Yy Ad KSAIKGSYSR 6SOlFdzaS 2F Ada Ayofd
to images which themselves are an illusion of motion and which existghrtime and the illusion of

space and depth &

Soundin animation film Musburger and Kindenrgue, complements the image and can shape the

way n which images are interpreted L &G Ol y RANBOG GKS | dzZRASYyO0SQa |
image or to hings not included in the image 0 .Migeybgo on to argue that certasounds including

musid f & 2hdme Rdabilitdto stimulate feelings directly. Sound can create a realistic background

2NJ F dzyAljdzS3Z | 6&d NI bid)>Souhdr adtlBnagesiviaispurgeriahdOKindetn NI R & «
continue can have parallel meanings or emotions that are mutually suppo(fi@8). Not only can

music reinforce, but it can also purposefully contradict the animated inioi).

Music in film, including animation fih, is often categorised as either diegetic or nalegetic

(( S dzOKI YL &5 88 RENY Rishéaic fiudidis/URdematood to emanate from a source

Ay GKS FAOGAZ2YI fibidiONNISYIOBS AZNIAGRA S ARaNyRaesy | &4 a
YIe& AyOfdzZRS OKFNIOGSNA RSLAOGSR Fa YdaAAOAlIYya Yl
Whether or not the audience se¢he source is unimportant. So long as they understand the music to

be coming from somethingithin the depicted worldof the film itself, it qualifies as diegetic music.

Thus,we accept that animatedharactersHeardiegeticmusicin a scene Conversely, nocdiegetic

music is understood to emanate frooutsidethe depicted world of theilm, so the characters do not

HearCit (ibid)d hGKSNJ yIYSa F2NJ GKA&a GeLIS 2F Ydzai Ol Ay Ofd
AYGSNLREFGSR YdzaAO0és a02YYSyidl NB YdzaA Gfexenlt yR LIS
GKSY adzOK YdzaAO Aa F2NBENRdzy RSR 2y | FTA{YQA a&2dzy

I While Claudia Gorbman standardised the terms in her pioneering film music \Snltgard Melodies:

NarrativeFilm Musiq1987) 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 inpattdzt | NJ w2o&yy {GAf 6StfQa We¢KS
0SG6SSy 5AS3SiA Manie) RraneraydR apfeit $84)A OQ A Y

21 342dzy RGN} O1 A& I O2Yo0Ayl A2y 2F @A2Z2XNQ2¥E yaddepR SFFSO
3 Of courseall film sound is artificia/l constructed to tell a story (dialogug Very often rerecorded in post

productionwith 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 cha@ttreen might be able
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Syntironised diegetic or source music matcles the apparent onscreen source of that music
(Musburger and Kindem 160for example in asingingperformancethe musicwould synchronise
with the lip movements of thenimated charactesingingor in a dance scenehe visial actions of

z

the characterwouldLINS OA aSft & F2ff2¢ GKS Ydzaro0oQa o6SI G 2N NK

The use of music ifiim is a rather compleart (Musburger and Kindem 161) aad Halas and Manvell
argued ¢ KS | yAYF (2N A& NBaLkR iihe bl Sediud, MeludikgSsouddhad A 2 ¥
well as sight. He [sic] must think sound as well as picture. He is only half an anirmistskifl is limited

to drawing (81).

alye SI NI ASN OF NIi 2 dVije& ToybtdzZD& the Rbad Rurfdal(rsdNdal kNl Q
(nonstop) music that was often a blend of underscore and musical sound effect (Beauchamp,
G58SaAAYAYIARY Amay B GNF a0 YyAYFGSR FTSIi@&MaBa LINEBR
White and the Seven Dwalfs937), containedingng and dancingerformancesandsongs that were

fluidly linked to charactexrand their aions (Goldmark and Taylor 28Jore recentanimated feature

films, such ag\laddin(1992),The Lion Kingl1994),Tarzan(1999) andFrozen(2013)are invariably
acconpanied 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 8@ animated feature films witltmusicalscenesrather than a broader
consideration of music in animation feature films ¢ the latter including backgound music,
underscoring, etcA musical scendor the purposeof this study can be defined aany animated
scene in which a character takes part in a musical performance whbthsinging, dancing, playing a

musical instrument or any other actigequiringsynchronisation t@eourcemusic

Animation filmcanmakeuseof two kinds of music to combine animated images and musiiginal
music composed and recorded for the fiim pre-existingmusiccompiled for the filmCommissioning
an aiginal score means music can be tailonade forthe specific need®f an animation film
(Musburger and Kindem 163)ut this can create complexities for the production procés®wever,

in sane cases prexistingmusicis 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.
4The process of animain 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 @mne-recordedsourcemusic, i.efully completed or demo recordings (scratch
tracks) oforiginalor recordings opre-existingmusic Musicon a temp track even though it contais
certain musical information, is excluded from the category of music this study focuses on, as the
possibility existthat major changes might occur between the teitnack andthe final music used in

the film.

With pre-recordedmust, a basic structure and timirig establishedo which themusicalperformance

and animated images must conform, unlessonscious asynchronisation or contrapuntal relation

between the sounds and images is desired (Musburger and KindemMi6aal actios are created

according to a pattern set by precordedmusic. Theiming of the movementcoincides with the

timing of the music so thahe movement and the musigoth begirs and ends at the same point and

G NA2dza G KAGE LI2AYGan a MéhidgedAnfmating geformangef @KNGcY A a | G A
therefore, requires a high degree of synchronisatiar parallelisn between the music and visuals
(Musburger and Kindem 161).

The introduction of synchronised sound in the animated short fiteamboat Wiie (1928) brought

about the development ofarious technique$or music and image interactiodMickeyMousing, a

technique pioneered by Disney in the 193Bsa term that refers tahe precisesynchroniation of

sound and movement to emphasise an 8cff 6 CdzNJ/ A &a > & Ardher téchniqua 2 G A 2 Y €
employed to make actions morbelievablewas rotoscoping. Contemporaryanimators still use

traditional methods but areaided by computerand computersoftware(Furnissa ! YA Y| A2y . A0
25).

Accordirg to Beauchamp, drause sound is often needed to guide the animation process with
animated musical filmgor feature films containing musical scene#) should notbe delayed until
postproduction @5 Sa A Iy A FYAR{ 2 dafoiRsbately the soundtrek, Beauchamp argues,
has historically taken a back seat to image in terms of resource allocation, alloghpraduction
time, and screen creditingwever, many experiencednimatorscredit sound with contributing as
much as 70%o the success of ap®S Ol 06 G5 SaX\REA yMET (@ dzy R ™

5 A temp track is a preliminary audio recording of musit therelyserves 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 MaxiSther in 191and consisted of tracing a life action film of dance or
movement projected one frame at a time. This enabled animatorgdate more lifelike movement

OD2f RYFNJ Z ac¢dzy.Sa F2NI W¢e22ya¢ mMnyo

71t is worth noting thatSteamboat WilliQ & Yalzéoke@fcompiled prexisting compositions arranged

specially for the film, was unusually recordaftier 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 asclick rack$, dharts Goundrack production charts bar sheet8 and, x-sheets
(exposure sheets). However, there seems to be no univeragilyed approach for notation in
animating to music, that is, an approach using musical information as cues to animabe nR&rhaps

the problem lies elsewhere. Perhaps animators understand and know about anirbatioat enough

of music.

Michael Powell, an English film director best known for films sudthasRed Sho€$948),A Matter

of Life and Deatli1946) andPeepiy Tom(1960) and admired by many modeday film directors,

aspired to his cinematic ideglthe socOl f f SR 02YLI2aSR TFTAfY 0az22NE Gt 26
this he meant, technically, a form of filmmaking in which a soundtrack is recorded first @adéas

iKSYy aK2(s oAGK akKz2da GAYSR (2 GKS ad8d2yR (2 02
wA 2 (i Bodvellmuggests thaktS G SN WO 2 Y hagaxg&nBral mdaihgiRichlwasjudt as
importantto himx & F2 NJ KS afifiltnmakisy passibilities t& @diadstrag all aspects of film

¢ colour, lighting, sets, costume, music, camerawork, drgin@® ¢ | NR& | &aAy 3t S SELINB A
GD2GKAO wAiz2iaé¢ m0O®

Although Powell did not work with animated film, his ideal could bglied to these films. One of the
manyremainingchallenges in animating music despite many technological advances, is to perfectly

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

of music, especialijhythm and tempgThomas and Johnston 290his understanding of music was

seen as essentiatompkementingtheir drawingand animationabilities (ibig.Ly 2 I f 4 5AadySeé Q
g2NRAY daL GKAY]l | 322R addzRe 27T yazakdond®tei R 6S A
part of how primitive music is, how natural it is for people to want to go to muaistudy of rhythm,

thedanceci KS @F NA 2dza NXKe& G KYa (KL fhoBag @8 Mhnitoh285). 2 dzNJ f A ¢

Subotnick describesnémationas an eclectic arimeaning thatanimatorshavediverse interestand
come from diversébackgrounds and experiencesl of whichexpandthe technical possibilities of

animation(5). He maintains thathere is no correct way to create animation except theywhat best

8 A click track is an audio track which generates a sequence of regular pulses (beats) at a particular tempo
O0D2f RYdpyN3 & TRANI We¢ 22y aé nodood

9 A bar sheet obar 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 thperformance requiredMusic is one sucimterest that has contributed

to the creation of newools in animation such as a bar sheet (ibid)

Theblog sites of contemporary animators such as Carlos Bagightthe beliefthat knowledge
and an understanding ahusic carbe helpful. Baena, an animation veteran who worked at Pixar,
Paramount Pictures, and is an Animation Mentoiffaonder, reiterates the importance of musicality
YR RSAONAROSA I yz& ¥ iDdanird) yhat Brématioid @rgizsinbilar ¥ making music
not through sounds but through images (Baena). Although a different apptoaitte focus of this
study, the statementsupportsthat animators can benefit holistically from understanding masid

basic musical concepts.

According to Coyle,rdamation has been relatively undexamined in filrssound research (5Even
students studying animation often perceive sound asadterthought (Webster 181) or merely
approach itas a collaborative endeaur across disciplineg.urthermore, aimation courses which
cover the topic of music and animation integration are scarce. Consequently, there are gaps relating
to soundtrack aesthetk and workflow that canmake it difficult for the animator working
independently on musical scenés collaborate effectively with the sound design team (Beauchamp,
G5SaAIYAYHERE 2-dz/ IRt B D

This, therefore, supports the need to investigate the musical knowledge and skills gap of
contemporarycharacter animators to ightify the most critical musical competencies they require to

create animatiorthat best represents the musical score

This research explosg¢he relationship between music and character animation from the perspective
of the animator Despitea growing aademic interest in both film music and animatjtitile 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 | attempt to further bridge these worlds by investiing and
suggesting the ideal musical competency set a character animator would benefiafrarhow they
canusethese competencieto digitally animate characters moving to the beapoé-recorded music

for a 3D animation featuréength film A qualitdive research approacks followed. The research

0 visual nusic can also be a visual representation of sound through abstract moving shapes emulated through
the use of a compute(Ox andKeefe). Note that Baena refers here to visual music in a different manner.
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methodology consists cd historical analysis, studying current practices #mel analysis of case

study.

Khumba(2013) made by Triggerfish Animation Studits,a South AfricaBD computeranimated
feature film that contains musical scenes a@athe casestudythat | analysed in order testablishan

initial ideal musical competency set the character animators could have benefitedvituen they
animated the movements of characters in particular scendi the pre-composed scord chosehis
animationfilm as it is imperative for the research to have access to the character animators who
worked on the film.Unfortunately thismeans thatthe research igepresentative of one studio and
one filmwhichwas made under specific circumstanciégsen though thimay not ofer a holistioview,

it does not detract fronthe research goal was aiming to accomplish

By attempting to identifythe most critical musical competenciddelievethat character animtors
working with musical scenes will be in a betparsition to target their continuous learning efforts
Universities and other training providers wallsohave greater insight into therpcess which may
lead to more research and thimtroduction of slort courses teaching character animators basic
musical competencies’he main outcome of this research would b& heightenthe proficiencyof
character animators working on 3D featdength films to create performances where characters
move more believaly to thebeat of prerecorded music. Ultimately, this research daad tofinding

a universallyagreed approach for rniation in animating to music combining both traditional and new

methods and techniques.

Theresearchreportis divided intasixsectiors. This section introduced and motivated the study, while
also explaining th methodology followed to perform the researdBhapter 1the literature reviews,
explores thebody of knowledge on the relationship between music and animatipgrformance
Chapter 2 presentaliterary investigationthat compilesa basic set atheoretical knowledgeand skills

in musi¢ whichmight be useful for character animator§his chapter icompkementedby a literary
investigationprobingthe backgrounds oéarlier andcontemporary character animators to establish
their views and feelings about the relationships between music and animation, as well as their
affiliation to music- meaning whethetthey have a rasical interestand/or musial knowledge and
skills The scenesn Khumbawhere the movements were animated to flié music areidentifiedand
one of the sceneanalysedn Chapter 3. Téanalysis is performed mgappingthe movementsof the
charactersand movement of the music as part of the performamtea specit time. Thisis followed

by conductingone-on-one semustructured interviews with thelead animators andcharacter
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animators whacreated theanimatedmusical scenes ikhumba Qpen-ended questions pertaining to
GKS T YAYIFGA2Y LINE OS ical talenfsRind kkdfowleddegra askeddariNgitiese Y dza
interviews(see the Interview QuestionGuide in Appendix.LThetranscript of theaudio recordngs
of the interviewsis includedin Appendix 2 The compaison and analys of the answers of the
animators on the production processes and how thmerformances of thecharacters were
manipulatedand integratedwith the musicin the musical scenes amdsoincluded in Chapter.3
Appendix 3lists the video clipswhich are discussed in this report and which canfbund on the
accompanying CDn Chapter 4he answers of the animators omhat musical knowledge and skills
they have and how they use is well aginillustration of how Khumb&@2 & O K Anhidat@rsi cBuNd
have benefited from musical competencigise proposed notationpre presentedin thefinal section
of the report the researchs concluded with a summary dfig study its limitationsand suggestions

for future research.
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Chapter 1:

The Evolution olntegrating Music and Animation

1.1 Introduction

The academic discipline of animation (as a form of awdgual film) developed separately from
scholarship in the field of film mus{€oyle 1). Whileample research halseenconductedover the

yearson film music or scoring, not much has been writtenthe development of animatioafter the

Golden Ag¥ (Goldmark & 5 NJ ¢ WNgwd Nafrativé 229). One possible reason, according to
Goldmark Oy 6S GKS 2@0SNBKStYAy3a AYLI OG 5rAaysSeqQa |y
animation {bid). Another possile explanation can be the rapidity of change in the area of animation

after theGolden Age. Technology evolves so quickly thatiffisult to present a current view of what

is happening in the fieldBy the time something is printed and distributeeven electronically), it

aSSya Fy20KSNJ OKIFy3daS KIFa 200dz2NNBRE O6Cdz2NYyAa&x a! N

Rebecca Coyle, who wrote the fitsbok of its kindDrawn to Sound;onnectinganimation film and
music, sayshat relatively few researchers in animation antinfimusic have devoted time to the
deployment of sound and music in animation13). According to Coyl¢éhis can be due to the fact
that animationliterature concentrates on visual aesthetics and style (8\ considerable proportion

of animation output ad, 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-aisdial screen
product has been periphe@(Coyle7). Furthermore,Coyle asserts thahe production personnel
concerned with sound and musi@ggiven little credit and that sound and mugicmany caseghave

been designated as a pegtoduction activity that is outsourced and underfundg@).

Goldmark renarksii K i & G NEB A y Blutibreandichiahg@sSriscoring @ethSd8 witlination

is a complicated tagk |y Rhe indst bésic of timelines for the development of cartoon scoring in
Hollywood does not exist (Goldmart 5 NI @ANgvA N NNJ @20-#83)£To close this gap
Goldmark who writes from a musical and not from an animation perspectivghlighting yet again

the lack of scholarly work from the latter perspeciiveresents an overview of some trends in

1 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 relatesto SpNA 2 R Ay GKAOK (GKS at2t 1 e TSI GdzNB
Golden Agéallet composed in 1928, foreshadowed a musical style that would become synonymous with early
animation (Beauchamgy 5 S&a A 3y A YHR4%).2 dzy R ™
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animated films (shorts and features) produced as mHrthe Hollywoodstudio'? systemboth for
theatrical release and those deviséat television ¢ 5 NJ & Meyr Barrhtivé 229).Even though he
identifies many standard working practices, these laicame obsoletavith a closer look at what

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

There is therefore a need for this research that, from an animation perspectiveadviince the
deployment practices and processes ifategrating film music and animation. However, to dQis@s

first necesary toexplore keyhistorical developmerttin the integration of music and animation from

its inception to what happenedfter the Golden Age. Thaesentation of a predominantly American
and Disneycentredanalysisis dueto @ &y S& { { dzR A 2tteavorlR-&nowngd HoIBood? F
animation industry and their many examples of experimentation and innova&t&lso in integrating
YdzZaAO FYR IYAYFGA2Y OCdINYyA&aazr a! NI Ay az2iA2yé
the leader in terms of artic innovation and was commercially more successful than other studios
such as Fleisher Studio wh, together with Disney, were the only animation studios conducting
research and development on a sustained basis at that time (Langer 349). The explofation
knowledge in this chapter is concluded with a discussion of the issues invohasahiing for the

ultimate goalhen integrating music and animation.

1.2 The dawn of a new languagéntegrating music and animation

Duringthe silent agé® 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 experimentatiwith the mediumWinsor McCay, the creator of ¢h

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 Cain 1919. Max and Dave Fleisher estdidi$ themselves in this era with thedut of the

Inkwell series in the same year, starritpko the ClownExperimental filmmakersuch as Oskar

Wilhelm Fischinger, Leonard Charles Huia "Len" Lye, Harry EverettiSonittgn McLaremand others

121t is worth noting that althogh this research focuses on studio animation, there is much to learn from
independent animation where perhaps smaller scale production facilitates more sustained collaborations

0SG6SSy GKS FYAYIFIG2NI I yR (KS YdzaA OAHeWonk ahiktkeFish 02 Y LI2 & S N

(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 mégiough technology did not

allow for gynchronised sound until the late 1920s, cartoons were almost always accompanied by live music or
in some casegramophone recordings (Altma8).
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alsocontributed much to the understanding of the relationsipetween animation and sound and

RAR 42 dzyRAAGNI OGSR 68 TFAIANI GAGS YR yINNI GASS

A major outcome of experimentation during this period was the move towards cel animati
Animators used to redraw every single frame of animatorpaperwhich was very time consuming
(Butler 3289). In seeking a more casffective mode of production, Earl Hurd and JétandolptBray

in 1915, developed the cel animation technigddis onsistsof separating portions of a drawing onto
different layers of celluloid to eliminate the necessity fordmawing the entire composition for every
frame (Butler 328).The process also lends itself to the central component of Taylartenachieve
greater efficiency and cooperation within the production proce€safton 1637). 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 seeinghe power of sound in film with therelease ofThe Jazz Singer1927, film studios were

very eager to get sound films into production, including the cartoon studie®isney StudioButler

329). In November 1928 Disney StudieleasedSteamboat Wiie which featuresa clotheswearing

rodent named Mickey Mous€JSNF 2 N¥Ay 3 G2 GKSOKR T { Thaidasshd ax ¢ dzNJ
Johnstoi* 20). This cartoon marked an animation landmark with its synchronised sound
Synchronised sound was one of various techhinnovations 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 towardsvelopingvery close relationshgbetween music and sound (ikid

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

extremely tight musical integration (ibid).

¥ Frank Thomas and Ollie Johnstware two of the nine supervising animatams Disney Studioom 1934
until 19786 K2 21t 0 5AaySe I FF¥SOGA 2 ahdivkotwere Khowh foriRatiigk S ab Ay S
5AaySeQa vYz2aid Fry2dza ¢2N)l1ax a ¢Sttt a NBFAYyAy3d GKS

[
.

|
i
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Figure 1: Mickey MouseJS NF 2 NY Ay 3 (2 GKS F2f {SteamboatWilie ¢ dzNJ S& .
(1928)¢ one of the first animated shorfilms with a synchronised soutrdck (music synchronised to
action).creenshot by AuthotWalt Disney Animation Studio&.{ G S Y 0 2 IYduTubd f f A S ¢
uploaded by Walt Disnefnimation Studios, 27 Aug. 2008%cessed 24 June 2016.

While this OF NIi22y g & 5 A anymétéd shoid fizR withsQrichromisedSoiindother

studios had exhibitedartoons with synchronised soundtradisfore, such asa | E Cf SAa0KSNRa
éSong Caffuneg made in 1924, and includiridy Old Kentuckilome(1926) and | dzf ¢ SNNE Q& 5.
Time(1928)(Goldmark and Taylor 6)

In the earlier days music was always composed dftercartoon was animated or the music was
performed live while the cartoon was shown. However, composers, such as Canf Stéidinvorked

with Disney at that time, felt that music was too oftéeing used either as a novelty or an after
thought(Goldmarkg 5 NI ¢ A y 3 | £23ypit wasbébhliselpfti@<se concerns and the desires
of composers to see musical scores evolvef iianey for the first time started producing films in
which the animation wasreated around the music instead of the other way aroyitad). Their
experimental serieéSilly Symphoniéswhere theproductionapproach was reversehe creation of

the music precededthe animation) was a great success and received several awahdsere
Steamboat Willienad music thatvassynchronised to the action, the first Silly Symphdrtye Skeleton
Dance(1929), was animatetb pre-existing musicThe overall effecof this resulted in an animated
ballet, whereO K I NI O S N& flow 36 2véll Qvith3hg indsic that we | yefdwihich came first.

It is this ¢ose relationship between sourshd image thaaccording to Goldmarky ST FSOG A @St & N
the awarenessofscér (2 GKS f S@Sfibidg T + LISNF2NXIyOSe o
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A

Figure 2The Skeleton Dan¢&929)F N2 Y (G KS W{ A f f @theffirdt ¥holKfibnyahiBaie®@ & S NRA S
to a musical score (action synchronised to musicjeenshot by AuthokValt Disney Animation
Studiosd { yAS§niphonies 2dz¢ dzo ST dzLJ 2 I nivfation Siwdlios2 15 Odl. 2085\ ay Se& !
Accessed 24 June 2016.

5

In 1928 there was no formula on how to successfully pair music to animatiathat they gew and
developedalongside one another (Thomas almhnstor287). To improvise a score after the film was
completed wasaccording to Thomas and Johnst@am easy task, but to do it the other way around
was almost unthinkable (ibid). That is until Witfrdackson, an animator, arranger, composer and
director at Dgney, came along with a very simpt#uion: the metronome (ibijl He reasoned that if

a film ran at a constant speed of 24 frames per second, yolthagto determine how much music
went by in a second. Jackson had sufficient knowledge of music te figiithow the beats, bars and
staffs all relate to theitming of the animation (ibid After much experimentation a ne#anguag®

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

l 26 RAR 2 Af T MBRVWYA|da PAk@s agge dihdton (28%howed that the

animation director and the musiciansworkédf 2 8 St & (23SGIKSNJ Ay (KS RANBO
Room. The musician would change elemafitthe music and the director @uld enhance the adbns

until both were satisfied. The animator directorould mark down the action on a bar shefgtee an

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

frames, which mde it easier for the animators to ark to specific marked points.
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An animatorat Disneyat the start of a projectwould receivea tape or record of the sourichck, an
exposure sheét (an exact copy of the scene as it appears on the grey together with suggestions for
accents to be caugtur certain staging to be maintained), a copy of the final storyboards to see how
0 KS |y kcére (it ilNdXie whole sequence, and the layout showing the size of the characters,
their suggested positions, and the extent of their movemefitse animateos then had to apply their
minds to the information in the handout and dissus$ with the director (Thomas antbhnston 223

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

B Theclassical exposure sheet is also called tiaheet or dope lseet (Williams 70).
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prepared by the director, Rudy Ising, and the musical director, Frank MarBédgtsl imageWorth,
Stephen Animation: Musical Timing RediscoverAdimation Resources, 26 Oct. 2015.
Accessed 27 Aug. 2016.
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Figure 4 The exposure sheebtf the first pubic closeup of Mickey Mousén Steamboat Willie
prepared by Ub IwerkDigital Image from filmPerk, HansSteamboat Willie Exposure Sheet¢ K S
IFyR . 8KAYR (KS a2dzaSdé 5AaySe ¢ MNEAGHNMENDE 5:5 a8
Feb. 2009Accessed 27 Aug. 2016.

Since the arrival of sounidh cartoons up @ the late thirties,omusic and Y A Yl 6 A2y KIFIR 0SS
(ThomasandV2 Ky a2y HyyoOo®d 2Af FNBR WI 0142y SELINBaasSR
was much thought given to the music as one thing and the animation as another. | believe we
conceived of them as elements which we were trying to fuse into a whole new thing that would be

more than sim@ Y2 @SYSy (i L) deEioma RedryoRetof tidebsd ifnportant American

theatre composers of the early 2@entury, recognised the artistry in this process and claimed that a



Carelize Jacoljsl7

distinct newmusical form had beencreatedSH G SNY SR Al aGKS dzasS 2F Ydzairo

Walt Disneywith making aroutstanding contributiorto the music of his time (ib)d

1.3 Developments in aimating-to-music during and after the Goldengk

The silent age was succeeded by the far beltimown Golden Age of American animation. It is almost
impossible to recount thenistory 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
aAOKIFSE . FNNASNRA yIFNNFGAGBS 2y inKtBat iKAdffigxdE 2F 2
I OKAS@S GKAA Ay FYyAYFOA2Y | ye&ivelathiBwaBeht dirifgitie 5 A &y ¢

Golden Aje was the extent to which the animators achieved this goal-2¥5.

' O0O2NRAY3I (2 2Stfas 3DaAYEEQaO00BNIS2AKSA8SPoy2abR
asreak A UKAY AdGaStT oO6nHpod® 1 2SOSNI Ay (GKS jdzSad T2
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

2T GANBFfAAYE OSGHpPOLD

Sound is one way in which the Disney Stuattempted 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 OG A2y OAYySY! I ($) diekdiic appPopridtengss Gand (0 S
correspnds)RA NBOGf e G2 GKS O2yGSEG FTNRY GKAdton AG SYS
cinema generally follova less strict model where sounds are usually diegetically appropriate, but

where certain types of nodiegetic sounds (such as musical s¢canevoiceover 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 differensbatiis

accepted as realistic (ib).

Unlike liveaction cinema, animation does not contain any images of actuaiwedt locations or
actual sounds (Rowley). Furthermore, in {agion cinemacdthe soundtrack iXconstructed either
along with, or after, the image, and the main diegetomponents of sound are either record¢dalQ
sounds or carefully recordetl I O & A(¥id).firGaaimation, in contrast, no production soymrdgues

Rowley, existsWhenSnow White takes a bite from the apple, for example, there isroachy apple
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to bite (ibid). Also, the dialogue, which é®ne of the most central aspects of the soundtrcils

recorded separately from its source (ibid). An advantage of this disconnect between the voice and its
source is that itallows for the use of extreme vocstlylesthat would notdz& dzI £ £ & 6 Sin | LILINR LJ
alivel OGA2Yy FAEY OAOARO® C2NJ SEIFYLXSE 52yIFfR 5d20
animation film, but not in liveaction film. In fact, in animatiodthe separation of image and sound

allowsboth the visuals and the audio to explore more extreme possibilities while remaining mutually
appropriate (ibid). The possibility that what is diegetically appropriate in animation can be different

from what is diegetically appropriate in laastion flma = A& | OO0O2NRAyYy3I (2 w2gf &
y2iA2ya 2F AGRASISGHAO I LIINRBLINR I ( Sy Sraaikéerof agrdd A £ S dza
NEFfA&®YE OAOAR

2 S fstain@arison of animation fimand lileOG A2y FAE Y 2y GKS olacka 2F 4
to how these two media deploy sound, only refers to similarities relating to their diegetic

F LN LINAF GSySaad |1 26SOSNE AG A& Of SI NJ-diegeti©O2 ya A RS
sound is everywhere (Rowley). Also, sound is justafnée ways to label films azal. Animation

FAf YA a&dzQiK filédawithsuAréalstk &ad@siand objects, for example, magical acts (boys

turning into donkeys iPinocchi, animals that can speaBémbiand Dumbg, and moving inanimate

objects flowers and broomsticks iRantasia (ibid). Therefore, when considering realism in animation
FAEYZ AG Oly o06S aFAR GKFG 5AaaysSeqQa FAfyvya R2 y2i
Rowley proposes that it is perhaps best to talk about s OF NIi22y a NBLINBASYGAyY
2T NBIFfAGed 2 SNKIat ANEhyE Shdl tfideepictiok &f lo)amddters, objects and
environments are exaggeratéd animationa 2 G KIF 0 G0KSe& Y2@S Aya2 al NBIf
realistic butd S@ 2y R (KS 2 NI K2 R®.EBarBei beleves thih the best ¥nimateédH n
cartoons are those where fantasy and fact do not merelyexist, but reinforce each other

continuously (4).

In striving to produce the best animation features, Walt Dysaed 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 principls of animation (Thomas and Johnston 47).
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hyS 2F GKS&asS (¢St oS LINAYOALHKROK 30 32 oS a GNK G az
for animating movement from around the start of the 1930s (lbid; Rowley). This style, Rowley says,
over-emphasies movement most notablyéthe way in which the body anticipates or reacts to
movement and iséa good example of animation exaggerating reality in order to create a greater
impression of realisg®® ¢ KA & adeéeftsS 2F FyAYlFGA2VwitkhfalburedSR & NI.
fluidity of movement over its realism and dominated the silent era until the-1880s (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 #ir animation (Rowley). Sometimes live footage would be used

4 NBFSNBYyOS F2NJ I LI NIAOdz I NJ 4S1jdz2Sy 0SS yR Ay 2
(ibid).

Another principle of animatiofs timing, whictrefers tothe period of time it taks for an individual
action to take place (Webster 14). Timing helps objects appear to have a kind of realistic sense o

weight and mass to them (ibjid

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-Baddm S NdmMQ &

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

breakned, but crisp timing(Williams 110)

.SO0lFdzaS 2F (GUKS aKAFdG (G2 Y2NB GNBFfAaYéE GKS | OlGAz2
(Thomas ad 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 ting match the tempo, too (Ib)d Disnef2 he Band Concef1935)

is such an example where w&thown 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 (asseter 90).

T¢KS GNHz006SNJ K2aSé¢ adtetsS 2F FyAYFGA2Yy dlmbyl azftdziazy
conceiving their limbs as sections of a garden hagihout 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 mediumand 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 tiokly added and timed

02 GKS IYAYIFIGA2yd ¢KAA& I-énimated Kelatyrd flmRwits soundSnow A 4y S & Q
White and the Seven Dwarf$937), which brought a new level of importance to the way music was

viewed in animation.

MO WHITE s sven

N MARVELLOUS MULTIPLANE TECHNICOLOR

Figure 5Show White and the Seven Dwa(i937)c the first full-animated feature film with sound.
Digital imageFord, Jacohl937: Snow White and the Seven DwésBisyMeets Film, 5 Dec. 2015.
Accessed 27 Aug. 2016.

The music itsnow White and the Seven Dwgf837) was composed by Frank Churchill together with
Paul Smith and Leigh Harline (Kaufmar8p0

| KdZNODKAfE FYR ITIFNIAYS 6SNB dzyljdzSadAz2zylofte 5A
of the 1930s, and together they created what would become the sigeaRisney sound:

music that is primarily melodic, inventively orchestrated, and essentially simple (sometimes
deceptively so) and accessible, yet always with that indefinalfbectdr that was another

OKI N} OGSNRARAGAO 27F 5Aay %a (Calduak ddpl Taylér24) o K2t SY |
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Sincescoring music for sound films just started off during the 1930s, composers such @setfor
Snow Whitehad to pioneer their own style (Kaufman-8). Usually composers would ugétmotifs,'8
or themes for each chartar, to amplify the emotions of a character. Bmow Whitethe 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 conveintdsdisce

characters, or in how they arranged the pieces of music (Rov8epwWhite, in particular, relies

heavily on songs to carry the action: the introduction of the Prince, for example, is handled almost
without dialogue (Altman 69E5nowWhiteintroduces 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
GYdzaAOlFf ¢ GKS &a2dzyR 2dziaiARS 2F (GKS az2tmtodeS|j dzSy OS
discrete and are less frequent than would normally be expected. Music is used in many instances to

hide theabsence of sound effects (iBid-or example:

la {y26 2KAGS t221a R2gy 2y GKS RglFINFaQ O2dd
there isno swishor 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, lmutegfth of her

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

between diegetic and nediegetic sound(Rowey)

The soundtrack aBnow White, according to Rowleyshows 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, Rosdgs, that the substitution of music

for sound effects is much less apparenPimocchipDumbqg and other later Disney features, where

the sound leans much closer to full diegetic appropriateness. The loosening of expectations of aural
realism inSnowWhite seems to have been less suited to the more elaborate and-shoven features

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

hiKSNJ 6 8a 5AaySe daSR G2 ONBFGS dikBprdmpacioe A3 WA

savetime and moneyto re-useits rotoscoping resultingin manyidentical scenesfrom one Disney

18 Gorbman (26) defineslaitmotif A y T A £ Y | cmelddy, yhélodyfagentQor distinctive harmonic
progressiolcK ST NR Y2NB (GKFy 2y 0S RdzZNAy3a (GKS O2dzNAS 2F | FAf
object and recurs in order to evoke the memory of the viewer.
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movieto the next (only the identity of the characterschanges)in Beautyand the Beast(1991) the
samedancemovementscanbe seenin Sleg@ing Beauty(1959)and in RobinHood(1973) the same
dancemovementscanbe seenin SnowWhite and the SeverDwarfs(1937),JungleBook(1967)and
The Aristocats (1970). Most reused rotoscoped sceneswere carefully selected musical scenes

implyingit is more difficult andtime consumingo animateto music.

Sleeping Beaity (1959) ; Beatllyiaiid fhelBeaSt (1998F
& 5 amE | 1 ¥
yra | Al

Sleeping Beauty (1959)

Figure 6: Reused dance scen®&auty and the Bea$1991) fromSleeping Beaut{1959).
Screenshots by Authat. I £ 0 5AaySe ! YAYFI{GA2y® a2 fd 5AaySe
YouTubeuploadedby Movie Munchies, 13 May 2015. Accessed 27 Aug. 2016.
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Siigw White 7 7 ok | Robin Hood (1973)

[S\=

Snow. Whit{(1937)

T ——
-'

Figure 7: Reused dance scen®bin Hood1973) fromSnow Whitg1937).
Screenshots by Authat. I £ § 5AaySe ! yAYI{iA2yd a2+t 5AaySe
YouTubgeuploadedby Movie Munchiesl3 May 2015. Accessed 27 Aug. 2016.

Figure 8: Reused dance scen®bin Hood1973) fromThe Jungle Boqk967).
Screenshots by Authat. I £ § 5AaySe ! yAYI{GA2y® a2+t 5AaySe
YouTubgeuploaded by Movie Munchies, 13 Ma@15. Accessed 27 Aug. 2016.
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The AristoCats (1970) Robin Hood (1973)

| &
The AristoCats (1970)

Robin Hood (1973)

Figure 9: Reused dance scen®ivbin Hooq1973) fromAristocats(1970)¢ W5 dzOKS&da Q 'y R W¢ |

hQal ff N\Gs@caBlNENF 2NV AYy I &l YS Y20Sa | a WaRohrR al NA |

Hood Screenshots by AuthowaltDaEy S& ! yAYIl GA2y® a2+t 5AaySsSe wSO
YouTubeuploadedoy Movie Munchies, 13 May 2015. Accessed 27 Aug. 2016.

The AristoCats (1970) Robin Hood (1973)

Figure 10: Reused musical scen&abin Hood1973) fromAristocats(1970)cW1 A4 / I 40 Q | yR Y

D2y Q Afish@atéperforming same moves as musician&iobin HoodScreenshots by Author.

2 f0 5AaySe !'YAYFIGAZ2Y® a2 f( YouWdbguPléaded Sy®evizi SR ! y .
Munchies, 13 May 201%Accessed 27 Aug. 2016.
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The close integration of music and actiortlie 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 taith

pattern of a beat (ibil 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 adaptingor example, when a classical music piece was used,

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

g a NBIJdANBR (2 FAYR FOlAz2zya (GKFdG FAGGISR GKS
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 cohesivedlalivwithin

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

it had to have the same unity as the mugithomas and Johnston 283

Fantasia(1940) was a bigger project for Disney thanow Whiteand followed the same nnciple

using weHlknown excerpts of classical music (Thomas and Johnston @88).Disney described

Fantasid & | aFAEfY GKFG ¢62ddZ R YINNE FYyAYIGSR AYIl 3Sa
YR YdzaA O¢ 0CdzNY A A&aZz hénmodtlambiiols proedt feRiy Workidpto e L G & |
existing music (Thomas and Johnston 293FdntasiZ& Y2 aid 2F (KS YdzaAO gl a a

not adhere to a strict beat, which created awkward conditions for the use of the bar shedjs (ibi

All Disney ifms after Fantasia according to Goldmark and Taylor, may be a reaction to the initial
failure of Fantasia- & 5AaySeQa Yz2ald INIAAGAO FAEY O0HOUDP C¢CKA
Disney animation and Disney musiidled along by the poor reption ofBambid MmcpnH 0 X G KS | yAY
strike of 1941, and World War 11 (ibid).

The difficult post YO A wmpnnad 6SNB Ffaz2z (GdKS SN 2F (GKS alL
primarily of miscellaneous shorts and sequences strung togetheron aloBse @nF G Sy Y dza A O f
(Goldmark and Taylor 32). With these features Disney aggréssivifted to popuar commercial

music (ibid.
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After the three classic animated fairy tales of the early 1930mderellg(1950),Alice in Wonderland

(1951) andPeterPan(1953),itwas clearthae I £ G 5Aady S& Qa LISaNdaRiof imdisic & dzLJS NI
decreasedwith his attention set on new endeavour such as 4agtion film, television and the

Disneyland theme parkdzy G A f G KS O2YYSNDALI f f & rabiit@@8Iyp 2060dzft { KS|
(Barrier 2734; Goldmark and Taylor 38).

The ®@lden Age ended in the late 1950s when MGM, UPA, and other studios halted cartoon
LINEP RdzOGA2ya YR I YdzaAAOAIFIYQa aidNAR]S F2NOSR aiddzRA
and Taylor 10). In addition, television in the 1950s demanded large volumes of cartoons forcing other

studios toput out cheap and hurried wortbid).

Some milestones were nevertheless achieved during this time. In 1957 Warner Brother Studios
produced tte short film2 K I G Q& h L¥nNhrier cardotHendMeets Harddirected by Friz
Freleng in 1945) was a significant precursot& I G Qa h LIddlicEd bp RodK famous
FYAYFGA2Y RANBOG2NI / KdzO]l W2y Sa o BoardtRakifoRIKE (@& dzy S &
Opera, Doc?vas 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. Jgrteswever, 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 teea more natural and flowing duet

between Bugs Bunny and Elmer. In the process, they steered cldarofleets Har@ & F I NOA OF f R
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CAIdzNE mMmY .dzA .dzyyeQa O6Ay RNIHEroMeSiyHr¢l945068 Yy R T
0KS (deyASSaa NRFY &0Q / K2 NHza ¢ FTNRBY (GKS 2LISNI a¢l yyKN

Cf SRSNXNI dz& h@SNIdzZNBE o0& W2 K2y yWI{SINIT. d¥Ral KISING O GNIE
| I NB . dz3“ouTulmayplbaraeldy AnniRenault5 Jul. 2014Accessed 29 June 2016

CA3IdzNBE mMHY .dAaA .dzyyeQa oAy RNI3I0 SyiN:KIOEQayYyR Y
Opera,Doce MmppT O (G2 GKS ddzySa 2F GKS 2LISNIa a¢l yyKNdz
NN} y3aSR o6& aAOKI St alff NiBRENE I ¥R wBEGKHAERYA SIAFW RIS
Author.2 I N SNJ . N2 i KS NE&E @ YouTukgupicaded by PéSeNDudstels ZeD.@E13
Accessed 29 June 2016.

In the 1960s Disnegupervised animated features continued to impress with their scores (Goldm
andTaylor3p 0 ® | 26 SOSNE 2 fd 5AaySeéQa RSIHGK etdjor 550SY

0
the Disney studio (ibjJdEven thougr? I £ § 5A &y SeéQa f(Thadiungld BoplBaNJ@A a SR T
O2YYSNOALFf adz00Saaz a5 A ayeSbshong cReétivelekdershipfhrew kS Sy & d

studio, and particularly the animation department, into a creative limbo from which it did not really
SYSNHS dzyiAf GKS 4GS mMdopynaé O0AO0ARO Ostefnusicdly @ 5 A &
extravald I yT Fa GKIFIG NBGAGBGSR 620K GKS FyAYFdSR FSI GdN
music (ibid). The cycle peaked early vBdauty and the Bea$1991) andlhe Lion Kingp 1994 which
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enabled Disney to successfully enter the live Broadway theatrena with these two successful

productions still running to this day (Goldmark and Tayle685

The cel animation technique remained the dominant formanimationproductionin cinema until
the advent of computeanimation 5 A &y S& Qa § NJ & Aninfatioy prdductios evdlded A O

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

combine music and imagery to tell a powerful story (Coyle 11; Beauchia®pS & A Iy A YHR & 2 dzy R

45).

The transition fromtr RAGA2Yy Ff H5 (2 05 O2YLMziSNI FyAYIF A2y

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 (orelshdf
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.

Beauchampletails the contemporary production path for animation which consists of three stages
preproduction, production and posiroduction ¢ 5 Sa A 3y A y¥'D RE3D4AAY R is in the
preproduction stage where the initial decisions about music are takeh thi¢ drawing up of the
storyboard. Thereafter, the music is recorded and incorporated in the anithfdictiming purposes
(127-38). Animators during the production stage not only start the process of making characters move,

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

.S dzOKI YLIQa | O02dzyG 2F RSLX 28Ay3a YdzaAO Ay (KS
should preferably receive preecorded sound, which can include source music, in digital forntheat
beginning of the animating proceas 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 thehisal overview of animatingo-music after

the Golden Age.

¥ The animatic is a video storyboard that serves as a blueprint for the animator indicating hothdong

LI

separate actions contained in the different scenes will take (Webster 141; Beauctia@,a A Ay Ay 3 { 2 dzy R

9 RI182).
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14 Treading new ground in integrating music and animatiqnhe ultimate goal

From literature it can be seen that various terms were coined to describe this constant struggle
towards the bespossible result in animation. When assessing the aesthetics of animated works, for
example, Furniss uses the temiseenscéneY S+ yAy 3 Wwadl 3Aay3a |y FFO0lAz2yQ
LIN OGAOS 2F RANBOUGAY3I LI I 2da 6.y2NMREIPRY £ R 0OEK HY A3
0KS | LIS € 2F FYyAYFGA2Yy fASa Ay (GKS Aftftdzaizy
understandable that many people have considered continual, fluid movement to be of central
AYLRZNIFYOS (2 FYAYRAAZY al 880G RY( Aa@aiéh 2¢/GdzNOy 0 @ 9 G
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 attractivemiseen-scéneis impressive, an audience is likely to lose interest unless
attention has been given to other aspects that can provide a sense of overall unity, suttems

a2dzyR YI1Ay3a OKINIOGSNER WwWO2YS ftAGSQ (2 GKS 0S|I

PoStft>s ¢KSy GlFrf1Ay3 Fo2dzi GKS WO2YLRAaSR FAfYQ:
aspects of film that had to work together with colour, lighting, staging, movement and so forth
G26FNRa | aAy3tS SELINBAAADSLIBYRROA2Z22NER HNBFEKAOGQ
filmmaking where the footage is timed to the second to match theq@@rded music. This study
ddz33Sada GKS dzasS 2F t26SftfQa ARSI 2F GKS wO2VYLJ

approach to animate t@re-recorded music.

An important concept in the process of seeking a more coherent approach, is what Christopher Small
OFffa WwWYdzaAO]&ydAQH |ipd dajfadikyyis & nfugical performance whether by
performing, by listening,by rehearsingr practicing, by providing materiér performance(what is

O f £t SR 02 YL} aA yShallD). Bhisldtudly@argies WiaD dhgiatter animators are in effect
WYdzaAO1AYy3IQ 6KSY IYAYFGAY3I | YdzZAA Ot LIShHER2 NY I y OS
2F STFTSOUADS adyOKNRByAalGA2Yy 0SG6SSYy FdzNIt FyR ¢
inthe same lightasitssdni A YSa LIS22 N} YRABA Ay SRWE WYAO] Seé

Animation, in its most inclusive definition, is a visual method for represgnmotion (Coyle 3).
| 26 SOSNE (KS 62NR WHYAYFIA2yQ O02YSa FTNRY Wl yAYdz
not animation, but just the mechanics of it. According to Milt Schat@mation is more than

entertaining the audience with funnyttle 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 mé&fdlim characters

requires the animatoto find himselfliving inside the characterbeing there.

A relatively recent animation featur&jnal Fantasyaccording to Beauchamp, appeared to be driven
towardsrealism; however, most animation denot strive towardsthis goal. Instead, each animation
develops its own sense of reality based more on internal logic than subscription to the laws of the
physical worldg 5 S & A 3 y A Y93R2Y). Pldngilility iar believability rather than realism remains a
strong aesthet principle in animation (ib}d 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 anintian of the performance of characters to be more precise in line
GAGK t2StftQa ARSIt (GKAAa addzRe &dzlJJ2 NIThisisi KS R NJ
F OKAS@IofS AT GKS OKINFYOGSNIFYAYIFIG2NI Aa FofS G2

1.5 Concluson

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 ethmany publications on the various
experimentations of this new languagespecially during the Golden AgEAmerican animatioflittle

is known of the specifiproductionprocesses and tools character animators use today to animate to

music.lt seemsad ¥ G2RIF&8Qa 05 OKFNIYOGSNI FYAYFG2NR | NB Y
response to new technologiek (/outsileCforce) and do not realise the value of past practices and

what they can learn fronthem. This study suggests that having a certainicalcompetency set will

enable character animators to animate the performance of characters mids OA 4 St & o0t 2 6 Sf |
of i KS WwO2 Y )Jbake thdirAattisn@ more believable. In the next chapter the musical
competencieselevant forcharacter aimators will be explored. Theeedfor animatorsto learn more

about musiowill be investigatedand an ideal musical competency sfetr character animatorsvill be

compiledand presented.
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Chapter 2:

Musical Competencies for Character Animators

2.1 Introduction

Animation can be defined by various techniques #mas, according to Furniss simple definition

may no longer be possiblé( NIi A y5). &@nisd a&lgpés the Scotti€hanadian animator and
filmmakerNorman McLaref definition of animatiyy RS&aONAOGAY 3 Ad Fa WGKS | NJ
RN gy Q Fa 2LILRaSR (2 Wik McldiEn e2panddd Nis definfich®dy G K I
adFdAy3 GKFG aFryAYFGA2Y A& GKS NI 2 F Melargm LddzE | G 7
in Solonon 11). Therefore, it is clear, that to McLaren it is not the individual creation of a frame of
animation but more thealecisions that are made between each frame which more accurately defines

GKS TYAYIFIGEZNREYANE (42K B IJyIMis studyiRs tHisdphck BethBel A LIE

the framesthat is closelyobserved focusing onthe creative process undertaken in produciting

animation Particular attention is paitb the meaningsuggested byime-basedmanipulationand its

product, i.e. mowement that fits mug, created within this space.

Blatter argues thasince dance ishe movement ofthe body, all human motion is dancelikend
therefore potentially related to music(27). Both music and animation have movemégéstures
unfolding over ime)as a commomlement Animators, just like dancers, carve out movement in time,
using rhythm and space and utilise motion tenhance thestories, delineate characters and

communicate moods and emotions (Aloff 11).

Chuck Jonesaidthat the most impotant truth he learned about animation is thatis the art of timing

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

the essence of an animatiohdsseter iWhitaker, Halas and Sito é\ppropriatetiming of an action
SaildloftAakKSa (GKS ARSI 0SKAYR GKS | GUAGMecardag ¢ St £ |
to Whitakeret al imingshouldNB ¥ SO0 (G KS ¢6SA3aAKG FyR aAl S 2F |y s

process and emotions, anttengthen story points (ibid).

Music according to Blatteiis dcharacterised as a temporal aifl). Since time is also very important
in animation, both animation and music ctirus be seen as temporal artgVhitaker, Halas an&ito
add that music andnimation has a relationship in two waysrstly, both elements have a basic

mathematical foundation and move forward at a determined speed (i.e. timargl secondly since
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animation is created manually frari®/-frame, performances such as dancing tenfitted to music

in avery exact mannefl33)

[ FdzNJ / dzZf £ SEF YFYSKEGKSEa 10N AR Y SEA OSY SHRSORY ¥ 20 )
at dance in terms of miniscule movements affected by kinetitexe the lbdy is aperformance 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 theexpressive 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 proliferatiomf movements in all directiongCull 244)

/ dzt € &dadzZa3Sada ol FGSNIS5StSdzl S0z 2dzad Fa alO[F NBy ¢
that there is much to examine between the movemeatsiance This is, according to Cull, where the
performance isbeing constructedand, by using the iy 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)n thisresearch the focus is on the animator manipulatihg character

to music.

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

Ay (G0KS greée (GKFaG a2dzyR Aa SYLXI28SR 64! NI Ay az2i(A
says, is the care with which aural elemenqtgoices, sound efitts and musicg have been handled

(ibid). Although somestudios have set up training courses, for examgerses to traimartists to

understand the mechanics of real life and animated movement (FuiinissNIi A Yy  aaltdoA 2 Y € Ty
often students studyig animatiordo not sufficiently value sound as an important aspe&nimation

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

musical scenes.

Continuous learnings indispensable for professionalske animators,highlighted by themany
continuing professional development initiativasailableonline. In this chapteythe reasons why the
learning efforts of animators should also inclublasic musical competencies is explored from the

perspectives bboth past and present day animatorhis discussion culmates ina set of basic
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musical knowledge and skills thatpropose, couldassist character animators to more successfully

deploy music iranimation.

2.2 The value ofhaving musical knowledgdrom the perspective of past and present day

animators

Individuals who are attracted to the field cbmmercialanimation typically focus their education on

the development of characters and the means of creating movemaritsts who excel inthese

aspectsof animationmight find they know less about issues of sound amngsicalstructure, which

Ffa2 INBE 1S AYyaINBRASyGa Ay YFI1Ay3a Iy FYyAYIFGSR
Unfortunately, despite its importance, students studying animatamnot sufficiently exposed to the

topic of sound in animatiofWebster 181perhaps due to soundesign being a field on its oufh

Ly . SI dzOK I Y LiaddresihgSsguRd fdd 2ndghl Air&Saltelnsant from animation curricula

Ay . S dzOK berdui® af cathpefing IorceFhe 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 ttisoam. Those
responsible fodesigningcurricul facethe daunting task of compressing essential animation courses

into a traditional fouryear programme of studyi(5 S& A I3y A YHREK).2 dzy R ™

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

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

There is evidencthat many of the earlier animators indeed hadmemusial competency Wilfred

Jacken, as mentioned beforehad a basic knowledge of music (Thesrand Johnston 287), while

Fra/ 1 ¢ K2 Y av@sireglilaly?sbudi@ on music during the development of feature films at

Disney (Thomas and Johnston 174). Walt Disney himself was said to ddhartusicalitywhich

inspired not only a musical orientation in the animation film up to his death, but also informed the
animation style and lucrate merchandising strategi& @A RSy i Ay The Musiédl WoAdS & Sy Q
of Walt Disney1990).

20 Although there are many courses on sound design for filmingestigation into the curricula of universities
and training providerin South Africa revealetthat very few animation courses incluégemusical component.
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Luigi Allnano, formally trained in both music and animation, found a photocopy of the original Fleisher
{GdzRA2Qa hLISNIYGA2y It t NBOSR dzNiwnaliFkn Boardsdf Ganadd y RS R
This book contained tipssawell asules andregulations they ould followwhen animating. One of

0KS OKIFLIGSNE Ay GKA&a 0221 Aa OFfftSR WIYyAYILGAZ2Y |
the following factsearlieranimators determined the tempo of the musgnthey decided how quickly

and slowly Birho walked. They gave thiaformation to the composers to use to compose the music

so that everything couldbe synchronisd when they got to the recording stage; animators were
assumed to have a basicusical knowledgdespecially knowng about rhythm andtempo); and in

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

animating.

Theseanimatorshad to build a natural sense of rhythm inteeir way of thinking so that when they
animated and they timed out their dwings they would be sure to stay in sync with whatever the

composers were doing (Allmano National Film Board of Cangda

Even though tB metronome techniqués generally disregarded by modern animators as predictable
andclichéd savel for use in musial sequences, some animators such as Genndy Tartakovsky, Danny
Antonucci and John Kricfalusi stie this principlgin the form of digitaBMP (beats per minute)
clicks)and in any cotext they wish (TVTropéslt is believed that it cahelp the animéor 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 structu(iid).

In describinghis processCanadian animatadohn Kricfalusbgtter known aslohn K), who created
The Ren & Stimpy Shandfoundedl YA Yl G A2y O2¥ad y& { LINYODZ

| time all my cartoons to musical tempos like the directors did lierdlassic cartoons of the
1930s to the 56. They used to write the timing on musical bar sheets that are marked off in
beats and bars. In the timeline$ 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 franvelsich is very hard to
read. Itwould 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 wddhown animatas were and aremusicians, singers
and/or composers(Rankerf! Stephen Melagrano, Adam Strick and Jacobs Gardner are three
DreamWorksanimators who are all also inked inmusic.! OO2 NRAYy 3 (2 aStl INIy2Y

it very common for animtorsto be musi¢ciya +.a ¢St f ¢

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

t AE IPiNdR Adrian Belew, weknown American musician, songwriter and record producer,

NB Y I NJ Ssikmaityipkople idvolved in animaty | NB Ydza A OAl yad ¢KSNBQa |
of the issues of rhythm, timing andd @S YSy i 2 @SNJ GAYSE o { | NI 2

Over the yeargarlosBaena, who is molst known for his animation work througtme characters
Wuigand WBuidddrom Carsand ‘Bkinneffrom Ratatouille learned how important music is for
animation and how close the one is to the oth&nimation, according Baena, is similar to music from

a timing/texture and rhythm poinbf 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 hame a few are all terms that can be applied to animation in som@Baapd.

By watching films likd=antasia he sayspne canperceivehow the music injects character and
personality into the film and its charactesccording to Baena some of his favourite animation/acting

shots have always had a musicality to them suchresJungle Boaind NightmarebeforeChristmas

By assuming that aniators also need to know about music, the question may akd®atare those
musical competenciethat character animatorshouldacquire that will benefit them inr@mating

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 (acioigtan 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,
muscian); 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, animpgtand John A Davis (composer, actor, animator) (Ranker).
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2.3  An exploration of the deal musical competencies focharacter animators

Animators might not always realise that they already know and are gsimgepts that are also found
in music. The most important one of these animation concélpas is equally important irmusic, is
the concept of timing. As discussearlier, musical timing works parallel to performance timing in
animation. In music, time is organised by an underlying pulse also called the Bé&stef 13).
According to Glebasmusic has a flow and pace determined by the béathough music can
sometimes have naliscerniblepulse, orbe played wihout a strict tempq e.g.rubato, acceleratg
decelerando liberamente etc.) (84). Musicians perform according to beats per minute, so do

animators when animating characte® movementso 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
musia@lterminology and kowledgeof basic musial notation or theory. Beauchampdentifies certain

St SySyida 2F YdzZAAO YR GKSANI AYLX AOIFGA2Y F2NJ AYI :
such as melody, harmony, tonal music, atonal music, rhythm, dynamics, instratioenaind style
@@5SaAiAIYyAYAEARE).2dzy R ™

Theelements of musithat | feelcharacter animatorgan potentially benefitfrom will be discussed

below.

2.31 Musicalaspects of soundpitch, duration, loudness, melody, harmonyexture and timbre

Blatter definesmusicas c¢the art of sound and that it consists ofaspects such agitch, duration,
loudness melody, harmony, texture and timbg&). Knowing about hese musicgbarameterscanalso
have valudor animators For example, Furniss, in emplsisg the aural elements in animation, states
that acoustic properties such as loudness, piteid timbre canall produce meaning in a motion
LA Ol dzZNB 6 G&! NInoxby az2iAzy

The ptch parameter of musicefers to thefrequency(highness or lownes®f a sourd indicated by
the placement of notes (pitch symbols) arstaff(the horizontal lines on the musgheet on which
the notes appedr(Blatter 2).Durationis the length of the sounend indicates how long a note or a

rest lass. The relative strength of #h sound is called loudnesse. how loud or soft a sound.is
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(Loudness andhe notation ofpitch andduration will be discussed in greater detail the next

sectiors.)

A melody, in simple terms,is a sequence of single notes arranged in such a way ithfarms a
satisfying whole. In musical terms, a melod&selement that focuses on the horizontal presentation
of pitch (Blatter 2) Melodies can be derived from variogsales(families of pitches) such as the
traditional major(usually associated wita more upbeat feelinggnd minor scale§associated with a
sad or melancholy feeling) @tern Michigan UniversijyIn animation melody can help support

narrative elementsespecially when used as a leitmd@Beauchampd 5 Sa A Iy A YHRE).2 dzy R ™

Harmony (often thought of as a vertical aspect of mus@gn be defined as notes that sound
simultaneoushand support a melodgChouiniere)To harmonse a melodyaccompanying notes such
as a countermelody or chords are add@uid). A countermelody i& secondary melody that usually
accompanies the primary melody on a higher lower pitch. The rhythm of the secondary and
primary melodies can be the sam@hordsare formed wherthree or more notesare played at the
same time Harmony elicits emotionaksponses and can inspire the character animator to portray a
specific mood in animation (Beauchanip5 Sa A 3y A YHEHR44).2 dzy R ™

Timbre (also called tone colour or tone qualifig) another aspect of sound. Although not a
fundamental component of soundt, is the result of complex interactions between various pitches,
durations and loudness over tin{Blatter 1). If a listener heata/o different instruments like a piano
and a violin play theame note at the same volume for the same length of time, 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 anb#uause a trombonist

is able to some extent to alter the tione of the instrument in a piecéVhen analysing a musical
LIASOSQa (AYOoNBX ydifferdntyinstimets iyead y ARSYGA T

2.3.2 Fundamental rhythmic aspects for animators

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

85), while rhythm in animation refers tvames per beat (MaesiiRhythm can assist the animator

with correctly timing ther OG A2y ad 2F (GKS OKIF NI OGSNI YR AYyFfdsSSy
pacing of the scene (Beauchanip5 S & A 3y A FHR44) RiythRcarvalso be associated with

the feeling the animator wants to convey.
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Tempo isimilar to p&ing in animation (BaenaTempo is the speed at which music is perforr(ted
speed of the beat)it provides the pulse ahdrive (Alten 348Blatter 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 rhythrearlieranimators at Fleisher Stialused the following method:

C2NJ 2yS Gl 42 F o6SFHdxX (KSe alAR GKS g2NR WOK
0KS 62NR WilofSQT FT2NJ GKNBS dGFrLa d2 + o6Sridzx
beat (a sixteenth note), thegg AR G KS -142 NRSNDLO (GEND SEI YLIX §2
YSGNRY2YS G cnz GKS& 3L @3S | OKINYOGSNRA 4t

WNBIdzf F NS FyR (2 LBSRKRS ol f QK IgNIGTEG SNIWG ARI K GSL
g 2 NJRter w1:J G .{A8rMERo in Ndonal Film Board of Canajla

The following is a method that can be useddetermine the rhythnin animation {.e. to calculate the

amount of frames per beathat is still used by animators todéylaestr):

Firstly one needto calculate thebeats per minute (BPM) of a rhythm by, for example, using

a watch andcounting 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 atoanima
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 minyimjf
1440 fpm + 120 BPM = 12 frames per beat

Variousdigital applicationsre also available teasilycalculatethe beats per minute of ansequence

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

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

Musial terminology can be divided into three groups, namely terminology pertaining to tempo,
dynamics, and mood. The Italian language is the sdiarceany terms used iwestern artmusic

and often seen on pieces of printed musical notationscores(Blatter 13). Eveithough character
animators seldom work from a notated scorausical concepts remain useful for them, as argued in
this study. Unfortunately, music composers on animated films termbmposedirectly into digital
audio workstations like ProTools, or io@ro, with the production of notated scores occurring, if at
all, only at the point ofgetting musicians in to perform and record the mudiorthe proposed

notation presented in Chapter 4, knowledge of musical terminoleggquired.

Tempo is indicad in music by words or by metronom&l NJ & o. f F GGSNJ mno®d ¢KS

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 bisickensists of a pitch

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

Mozart, Piano Sonata K457

1st movement 2nd movement
Allegro (J = 144) Adagio () = 60)
| . . ﬂ | //_-—_R—\
oo 1r 1 (e 2 og= 47
[ < A I o) [ f
f . et };)SO”G VOCe —
| - egato
oY | I
) e e
4T

Figure 13: Tempo indicators oo different musicshees g the Italian term,and the metronome
mark alongside itDigital imaje.Clements Theonya ¢ SY LJ2 Y C| Lliémehty Theof\N.d2 ¢ d ¢
Accessed 23 Sept. 2016.

Knowing the terminology for theempo of the music will assist the character animator to determine
the speed of the movemenis a scene(ln the case of the animat receiving the audio track rather
than the music notation, the animators will most likely use the exact BPM$ Y R LJ2 8 a A o0 f &
i NJ ¢@n adio file consisting purely of metronomic pulgdastead of themusicalterm relating to

tempoto determine the speed

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

(Blatter 3Q Beauchampd 5 S & A 3y A YHR4Y). ThlzyeRs tmindicate the dynamics of a music

So
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piece are usually placed below tistaff at the place where the performer should play loud or soft.

¢CKS GSNY WLIALYy2QF F2NJ SEFYLXSE AYyRAOFGSR GKFG
GSNY WF2NISQ AYRAOF(GSa GKIG GKS LISNF 2 NeWi®did & K2 dzf F
YwySTT12Q YSIya KIHftFd Ly Ydzaid GKS G4SNy wySiizaq OF
the performer should play half loud. The dynamics are usually indicated on sheet music in their

abbreviated form, for exampld, mf, mpandp.

Dynamic Sign Italian English
ppp pianississimo Very, very soft.
pp pianissimo Very soft.
P piano Soft.
mp mezzo piano Moderately soft.
mf mezzo forte Moderately loud.
I forte Loud.
Vs Sfortissimo Very loud.
Niid Jfortississimo Very, very loud.

Figure 14: List of words and their abbreviations indicating dynamics on a music sheet.
Digital imageRose, Teres&eading Music Lesson #47: Dynamic Signsic Reading Savant, 8 Nov.
2014 Accesse@3 Sept. 2016.

The dynamics will inform the charactanimator of the scale of the movements the character needs
to make, for example, when the music is very Igiaitissimg the character will not normally make

small movements unless it is done on purpose.

Mood describes the way or feeling with whiclmaisical 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 lifeafiimato), sadnessdplore) or gracefullygraziosg (Blatter 14). These tersn

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 Susained; broaden out
Tranquillo Quiet; tranquil

Figure 15: A list of Italian musical tes descriing specific moods. Quizlet.a dzd A O¢ Mo&INJYY &
I YR C SGQizlét,93Bapt 2016Accessed 23 Sept. 2016

¢t KS OKINIOGSNI FYyAYFG2N) Oy dzAS GKS Y22R UGSN¥YAY:

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.

2.34 Basic music notation of pitch and duration

Music notation is a system that is used to visuedgresent what is heard when music is performed
by an instrument othe human voiceand gives musicians the information they need to play the music
as the composer intended (Schonbrun xi)Character animators can benefit from knowing notation
of pitch and durationso that they knowwhen to animate what actiomnd for how longo fit the

music.

Basic music notatioaf pitch is placed on a staff which consists of five parallel horizontal lines (Blatter
3).22 The higher up the note on the staff, the higttbe sound, and the lower down the note on the
staff, the lower the sound. In orchestratipeach instrument has its own staff on which their specific

notes areplaced

23This 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 whichregatiduallyfound

at the beginning of the staff (Blatter 4). There are three clefs: The G clef, the F clef and the C clef.
& det |F—

© def |2

(F) clef |F*)=

Figurel6: The Glef, the F clef and the C clefmbols as it appears on a music sh&agital image.
Guitar Allianced a dzahkddy 1@1, Course Outline, Chapter 1: Music Notati®art || (Pitch: Staff,
I £STX | YR [étaalisntgd201a AcSssed 23:Sept. 2016

Basic music notation of duration is communicated by the appearance of the symbol or note that is
placed m 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 alhaote, 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 musics deemed as important as sound and it is fundamental to indicate how long the
silence shald 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).

Note Rest

O Whole Note
/ \ (4 Beats) 1 )

J J Half Note

\ (2 Beats) _—
J Quarter Note
{1 Beat)
Eighth Note
(Half a Beat)

Figurel7: Diagrammatical explanation of some note and rest valDggitd image.Learn to Play
Music.da CNE S . S3 A yy SNJ ltedritoflaymisiy2i18.RcBedsOdi2B Qeyitd2916.
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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 figuvelow.

T T e s e

- 30 V0 Y S

Figurel8: Different rhythmic patterns created by using varying note lengtitisiwa 4/4 beat.
Digital imageCrafton, DonIntegrating SightReadingFactory.com into your elementary music
curriculum.Sidntreadingfactory, 21 Feb. 201Bccesse@3 Sept. 2016.

Notes of differeniengths 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 wbar lines (called a measure) there will always be a set amount

or number of beats. Thaumber of beats is indicated by a time signature whistexpressed as a
fraction at the top of the stave(Blatter 15).The upper number is the number of beats in aaseare.

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 thestitime 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 indicatedtlystead

of a note.

h [ # of Specified Notes

A [ ]

1= %

A

L 2 ¥y & @ g [ ] [ ]
e) Type of Notes (in terms of 1/x)

Figure19: Examples and explanation of time signatui@gital imageStudyBlued a dza A O ¢ KS 2 NB
/ K LI S NBtudyblug2Sept. @04.6Accessed 23 Sept. 2016.
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The beat of the music is easily measured, since beats are fittedartunits 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 findhe right type of movement to follow the musi@fhitaker, Halas and Sito 133)

Although music is much more complex and music theory can be egglaigreater detail, this basic
musical knowledge is proposed to be sufficient for character animatorsadimgimusical scenes to

music.
2.35 Weavingthe different musial aspectsand terminology
¢KS Ydza A Ol f &aKB®dripose@bfZMNorh Weber (138626) s presented below to

illustrate what musicahspectsand terminology character animatorar find on a sheet of music and

what theseaspectsand terms mean.

24 Allemande is a prescribed composition from the 2002 Uisaversity of South Africa) Grade 2 syllabus for
piano in the Romantic category.
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2:C ALLEMANDE 2:C
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Figure20: W! f f S ¥heef RUSi&ith indicators forexplainingmusical terms and notatiorEdited
and modified byAuthor. UNISA (2001 Allemande; by CM von Weber (Original work pishled
1801).UNISA Grade 2 Piano Examination Album 2002 until further notice. Pretoria: University of
South Africa (UNISA). Print.

These are the xplanatiors of musical terms and notation as indicated on the sheet music of
Y ftSYFYyRSQY
1. ThisisthetempoXNJ 4§ KS LIASOS® Ly GKAa OFasS (GKS LIASOS
means moderatelyfasty 2 G & FlLad Fa W tfSINRQOD
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 8 O Ssehpie ddlc@ @ W{ SYLINBQ YSlIya lfgleéa | yR

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. Thisisbar number 6. The bar number indtea 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. Abarline.

8. At bar 9 the first bar line ewsists 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 ifbetween, is called a measure or a bar.

9. This is a whole rest indicatj 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 ensists of five staff lines.

12. Thisfzis a dynamic indication. It means that the notes above and below the indication should
be strongly accented. If thewas alone, it would have indicated that the performer should
play loudly.

13. These are two quarter noteg\s 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 quartersteand the half note represent three beats which is the

amount of beats indicated in the time signature.

2.3.6 Proposedideal musical competencies for character animators

In summay, character animators who wai animate to music should preferably hatre following
musical competencies, i.&.is suggested thahey should be able to:
9 Listen to a musical piece and recognise the melody (memorable series of pitches or the tune
of a song);
9 Listen toa musical piecgpaying attention tothe harmony(the accompanying notes that
support the melody usually as a countermelody or choasig)notice the changes from major
to minorto understand the framework or context of the melody (like a setting in a story)
9 Listen to a musical piece and notice and appredtatémbre, i.e. tone colour or tone quality
to identify instruments by ear;

1 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 pmrat) of a melody using a formyla

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 (abbomgatind their
meanings describing the loudness of the mysic)

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 placeof 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 durdémgth 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 valugs)

Know and understand basic music notation relating to durasoich as rhythm (all the
duration indicators used in conjunctigrgnd

Know and understand basic music notation relating to duration such as time signatees (

set number of beats between two bar lines expressed as a fraction)

Conclusion

With reference to McLare® view that animation is about what happens between the frames, this

chapter suggests that to integrate music and animatidraracter animators require a basic musical

knowledge and skill set to push the boundaries of what is possilb@ugment. 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 featur&lilimba(2013) made

by Triggerfish Animatiort&lios, will be examined from the perspectives of both music and animation.

More specifically, the focus will be on how tlobaracter animators integrated thenusic (pre

recorded) and animation ia musical scene to produce the performarudeéhe character



Carelize Jacolj48

Chapter 3:

Animating Performances to MusicThe Case dfhumba

3.1 Introduction

& / I NJjchazagtéranimationfeatures]are performancesn the samesenseasother kindsof artistic
performancesq symphoniesor orchestrasor poetry N5 | R AGfadtén &iv). In comparingit to
conventionafilm-making,Craftonsaysthat animation is a similar kind of performance art but with its
own set of artistic conventionsechnologies, and audience expectations (University of Notre Dame).
Crafton argues that aniation characters have the same status on the screen as human actors and
that it is the animation featurenot only the individual characters,which createsa world and an
experiencgUniversityof Notre Dame) Eventhough Craftonrefersto 2D cartooncharacters, it could

applyto 3Danimationcharactersaswell.

Craftontakesa historicallook at early studio animationin the United Statesto discoverhow these
films areviewedandreceived specificalljhow successfuthey are in termsof performance(Dolson).
To explainthe waysin which performanceis displayedand viewed, Crafton distinguishesbetween
performanceof animation and performancein animation. He arguesthat all performancecan be
brokendown into one of thesecategoriesand suggestghat performancein animationconcernghe
characterandmovementswithin the film, while performanceof animationconcernghe filmmakers

andaudiencegCrafton17-18).

In ananimatedfeature, the characteris not treated in the sameway asa live-actionactor or dancer;
they are not performingby readinglinesor usingtheir own talent to actin a certainway, rather they
are created,directed and manipulatedby animators(Dobson)® Dobsonproceedsto introduce the
notion of the animator becomingan actor through the creation of the characteras introduced by
Wells(@ | Y RS NA!GY A RIA 505 Atyst¢he animatorswho usetheir knowledge(of acting)to
Herform a partQEventhough the audienceis awareof this artifice, they acceptthe Buccessdf the
performance(andnarrative)andunderstandthe character.Thisideais supportedby IvinsHulleywho
further suggestghat while the audienceknow that the charactersare not alive (he refersto stop-

motion puppets),the & LIS NJF 2 Narfies @aBadoxicalindexicality: the puppet tangibly exists

25This excludes motion capture which is a performance driven production method which relies on stage
performers to act out the motions which is then digitally capturedyFira &> a! NI Ay az2dA2y ¢ wmy
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outside the film, but its movementdoesy 2 {{Dobsor). Here, the LJdzLJLJBeifcGinganceis WA y Q
animationbecauselthoughthe audienceis awareof the animatorthey arelookingat the movement
within the film. Theyread the indexicalsigns,which relate to their own and can understandthe
meaning. When the | y A Y I Wo2kNd®R indeed the role of the audience)is considered,the
performanceis W 2afifation(Dobson) Thedistinctionbetweenperformance¥ Aayid¥ 2ahifation

is crucialfor understandinghe analyse®f the casestudy Khumbawhichis presentedin this chapter.

This chaptercommenceswith a discussiorof the story andbackgroundo the film. Ananalysif the
performanced¥ 2afifation,i.e.how Khumbavasmade(includingthe procesgsfollowedto animate
the musicalscenes)is presented informedby interviewsconductedwith membersof the filmmaking
team, specificallythe director and animatorsinvolvedin the film. Thereafter the analysifocuseson
the performances¥ Aayiifation One of the musicalscenesin Khumbai.e.. NJ R tS#anQdke
scene(which will be usedfor illustration purposeslater), is analysed.Thisanalysisis informed by
insights gained from watching the film and from interviews conductedwith the animators The
phydcal movements of the charactareassessegwhile at the same time the movement of the music
as part of the performancis considered The analyses areonductedfrom an animation perspective

and not from a musal perspective.

3.2 Artistic expression through animatiorbackground and synopsis tidshumba

Triggerfish Animation Studids the studio responsible for the creatiaf the animated feature film
Khumbawhich follows on the success tifeir first film Adventures in Zambezi@012). Thesetwo
FYAYFOGSR FAf YA K laghitiohiuhistry{og teiworld maEphdthGilmSkavewon
numerousinternational awards andhave been distributed in all the major film markets (Meintjes).

According to Stuart Fogst, 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 madon 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 Awardiinning British producer, Michael Rose, who has recently completed the
animationshortfilm Stick Marfor the BBQalsoproducedby Triggerfish Studigshas lauded the South
PINROEFY FYAYEFGAZ2Y Ay BsomdighaBydiwok:A 3K LINER RdzOGA2Y QI f

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 strengtto-strength. TheSouth African industry has a fantastic future and we

are exciting to be working with.ifMeintjes)

In 2016 Triggerfish announced that thegre in the process adstablislinga multimillion rand Story

Laboratoryin collaboration with Disneyo help produice 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

I NIAadGa ONBFGAYI GKSY INB FNRY ! FNRAOF | a aGKS LI
inspiration and we have an opportunity to bring a unique pd&O0 G A S (G2 (GKS 62 NI Ré ¢

Khumbawas released in South Africa on 25 October 2013 where it held the number one spot for two

weeks. It was later released in the did elsewhere

7
JAKET. STEVE  LAURENCE ANNASOPHIA o LIAM
AUST'I_N\ BUSCEMI  FISHBURNE £ 'NEESON
1 ‘ v
X

i i R—"‘;,u_
Figure 21: Poster of the animation feature fikhumba(2013).Digitalimage.Khumba Directed by
Anthony Silverston, Triggerfish Animation Studios, 2@\3D
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KhumbaNBE OSA @SR | OOf I AY & GKS b S dvontvdMiernatidnaf Sald W/ NX U
Panda Awards for the Best Overseas Animated Feature and the Briaedor animation from a total

of 682 entries from 42 nations and regions. Furthermore, preparations are underway for the Broadway
production ofKhumba(Hart).

3.2.1 The ynopsisof Khumba

Khumba according tof N& 3 3 SeédFiptiankatidproductiomotes, tells the story of a hatftriped

zebra born into a 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 kidifference 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 cans&riped.

Alone in the wilderness, Khumba hasarow escape fronan opportunistic wild dg 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 chaeas on the wayncluding a migrating herd opsingbok,

a looney, old shegfNora living on an abandoned farm, a fanatical doomsday cult of dassies (rock
rabbits), and an endangered riverinebbit whosekamikazesurvival strategy has clearly gone to his
head.

As Khumba and his two si#ticks 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, halftriped zebra is the most powfl of them all. The story ends when, in a

hair-raisindy epic battle, Khumba succeeds in defeating Phango and ultimately earns his stripes.

3.2.2 Theinspiration behind Khumbaand lessons to be learned

The film touches on themes inspired pyA f @ 8 Mdpaiienge®frowing up in South Africa, but
ultimately it isastoryaboutt S N}y Ay 3 G2 06S O2YF2NIlofS Ay 2ySQa
SilverstonKhumb® & R AandBvétér, 2hblitlea of the story came to hirim 2003 andlong before

his involvement with Triggerfish (Harfjhe story was inspired by the quagga, extinct sub specge

of zebra that lived in South Africa until theL8enturywhich had brown stripes on half of its body
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and head The story, Silveton explainsis drawnfomhisowr2 y 32 Ay 3 ljdzSad G2 FSSt

comfortable in his own skin (SmipLQa F &2 NBE | 0 2 deSiskiR dobF & N&WaloS s 4 K
2NASYGIGA2YS 2NIFYRdKAY3IZ [yR Fo2dxi 20SND2YAY 3
The blackandg KA GS aGNALISAa Aa &adzOK | ANBFG YSGFLK2N 7

(Silverston irMallory).

Khumbais a comingpf-age story about a zebra searching for his missing stripes to be acdspitési

herd, but his journey is about eepting himself (Triggerfish). The questionl 2 6 Y I y& & (i NR& LIS 2
Ad G1F1S G2 YI1S | 6K2tS TSONIFKé AYLXASR o0& GKS =
continuously focusing on his difference, at what point will he really be okay withelfifriBhe name

G YKdzywhickO2 YSa FTNBY GKS A a&A %dz dis quitg Rtindas Khurkba Bals ¢ 2 NR
defined himself by his exteriofpr example by hiskin markings. He wants to get all his stripes, he

wants to change, but instead, he neetdsembrace his difference. It is only when he recognises his
difference as a good thing that he |laieyond himself and firgithe courage to help the rest of the

animals in the Karoo.

While the actual plot for the film evolved as Silverston and hisvigter 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 scriptafapmpetition run by the UK Film Council

and NFVF which thegventually wonin 2006(Smit). This achievement set them on thalpt make

the film a realityg a film that encouages children to not just toleta, butrather celebratedifference:

whether it is in relation to race, religion, culture, class or sexual oriemtgTriggerfish).

33 t SNF2NXI yOSa Hemaking oikguinbal G A2yY

In pitching the project for the scriptwriting competitipthe Triggerfish team said that the story had
the quirky humour ofChicken Ruand the spirit ofThe Lion KingHart). They worked with Richelle
Wilder who was the head of development at Aardman du@micken Ruand with Jonathan Roberts,

one of the cewritersof The Lion KingHar®).

A starstudded cast was behind the voices of the characters, including Liam NeesogdRhkake T.
Austin (Khumba)AnnSophia Robb (Tomkanhd Richard E. Grant r@lley). There were about 37
speaking roles andriggerfishwanted to use South African, American and Biitivoices. Local

comedian, Roban Vuuren, did a number of regdroughsanddemorecording voicingevery role in
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the movie helping tanform many of the characters. He was also cast asythagbokcaptain. Casting
was therefore a major proces®nductedby Ned Lott, the casting director. Recording thesees,

Silverstorsaid G ah inténse but exciting process with many memorable mgnied ¢ 61 | NIi 0 ®

Music and soundaccording toSilverston, play a keyart in creating the unique atmosphere of the

Karoo (Triggerfish). For the audience to tangibly experience the qualibe dfaroq Silverston says,
asoundtrack was used thérings out thesounds of the landscape such as the creaking windmill and

the buzz of cicadagbid)d ¢ 2 oONAY3I 2dzi GKS GKSYS 2F WRAFFSNEBYy
different musical themes ahinstruments were uselbid). Khumba also netsvarious 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 togetbea in

cohesive musical soundtra€kriggerfish) Silverston describes the soundtrack as follows:

Act 1 is mostly inside the zebra fence so we looked to a more traditional spwitht is
NEO23IYyAaSR AYGSNYIlI GA2y Il @& ¢KhoiSaltheNdligehofs @ ¢ KS
peoples of southern Africg and so his sound is creat& N2 Y @2 O0Ff aOf A01aézx
mainly outside the zebra enclosuceY K dzY 6 Q& ljdzSaide LG KFa | Y2NB
Al GASR (23S3GKSNI g A tiXKis whéteSeveiyDiKgcdnes togethekhé G KY © !
zebras join the rest of the Karoo animals in a dramatic (markestral) battle against Phango

(Triggerfish)

Whether Retief succeeded in creating a cohesive musical soundtrack is open for discussionsind is be

analysed by someone with a film music backgrotfnd.

With this background to the making Ehumba specifically on how they approached the soundtrack
the production pipdéine will now be discussedhis isfollowed by aninvestigationof the process of
animatingkhumb®2d Y dza A Ol f &a0SySaod

3.3.1 Khumbad LINP RdzOGA2Yy LIALISt AYS

Commenting on the production of the film, Silverston said thetause they usedearlythe same

technical team who worked oAdventures in Zambezithey could buildon what they haddarned

26 The researcher only has an intermediate knowledge of music and does not possess the knowledge which is
required to perform an irdepth analysis okhumb&a & 2 dzy R NI O @
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from the previous productionThe results, he believes, are visible on screen, from the animation

performances to the richkgetailed environments (Hart).

Quentin Vogel was thanimation director onKhumbaand was involved from the beginning wite
production research and the development of the characters together withdirector. He led and
animaion-directed a team of 25 animators and was involved in acting out video reference and
choreographing scenes with the animators and direcioid). Each one of the animatosgaspart of

a team allocated to one of the three lead animators, Daniel SnaddorthiatLowry and Jaco Tromp.
The different groups of animators were allocated different scenes to animaistly randomly

(Snaddon).

Triggerfish dllowed thestandardproduction pipeline as described by Beauchamp in Chaptdrel
three stages of preproduction, production and pgsbduction Thepre-production phase lasted a
few yeasin which \arious tests were performed to finalise the charactansl to determine the style

of animation, such as character testing, rig testing, and motion tests (Lovstylised look for
example had to be found for the fur, as well as a system for creating a variety of kdgkdyled plants
which could work ofboth amacro and micro scale (Smit). It was also during this phase that a decision

was taken to abandon the initial idéar Khumbato be created as a stop motion film (Snaddon).

It wasimportantfor Triggerfisii 2 K| @S | 322 R WY autidgdaibstaniiddan®duiniNg (0 K S
of information on the storyboardsvhich laida solid foundation to start wittffSnaddon) From the
storyboard, the animatic was developed with informatisuch aghe posing, the timing, the layout

and camera positions (Snaaltt Courchay)Only after the animatic was completed could the

animatorsstart with the job of animating.

For regularperformancescenes, animats received the animate | R A NB Gofegwhiaii @A RS2
highlighted what he envisionedor the scene. For #ndance scengs scratchtrack was incorporated
in the animatic. Animators also received the dialogue, the pfévideo and layout of the scene

(Lowry).

After all the separate scendsd been edited and compo®t during postproduction, the scratch

track was replaced by a fully recorded orchestral version of the soundtBuis. is in contrast tthe

27 A previs (abbreviation for previsualisation) is a reymmtation 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 proces8eauchampecommends (see Chapter Beauchambelieves for a better resylt

the animators should have received the finauadtrack bdore thestart of the animating process.

3.3.2 The process of animatinghumba) & Y dza A Chbvi theZacliéhy o theYcharacters were

manipulated

Khumbais not a musical, but it does hawsudcal scenes. Some of these sceassshort and consist
of chants accompanied by small rhythmic movements or daneiie someare 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 inteiewed 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

acastomed to seang animals dane.

It is a common understanding that there is no right or wrong way to animate a musical scene. As Nico
+SYGSNE ' FNBSE LY GKAWYA RIGE 2RELISHIR& A SEolircha2and & 2 dz &
Lombard concur and say thavery animator animates differently. Lombard adds that it is also
workflow dependent while Cutler believes that animating & personal thing and that although
methods may differA 0 Q& F 62dzi 3ISGdAy3d GKS NBIljdANBR SyR NBa

Even though every animatanimates differently, there are certain agreegon steps that animators

follow when animating a musical scene. Through the interviewsuifacedthat the processof

animating musical scenegith Khumbastarted with a brief by the director or animationdd. The

directorthen explaired his vision and what mood heanted Hespokeabout the characters involved,

the style of the dance, the music, the timing, how long the shots edealbe, and what the sequence

of eventsshould bgQoudace). Lowrynotesthi G KS RANBOG2NJ dél a ljdzA S 2L
a0SySa¢ NBadzZ GAy3 Ay ( Ksheré Nangdddk godd piofdmpul Phifd 0 SA Y
creative freedom was welcomed by afimabrso SOl dza S a i KS RANBOG2NI FyR
canzyfeé 32 a2 FIENI G2 &alé& 6KIG (KS& slyidiod ¢KSy AdGQ
GKS aK20 LevayizN) 26y € 0O
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TheKhumbaanimators usuallyeceivedmusicdzLJF N2 y i @ C 2 NJ S E [SafralitfajEould 6 A i K
have got a scratch version tife song to the correct timing which will include the melody produced

by a synthesiser and accompanied by voices (if applicab&) she would have been briefed on what

ySSRa (2 KILWLISY X IyR atdlINISR TNRY UGKSNBX¢ o{YylF

The next stepn their proces was tolistento the scratchtrack and analyse the beats or hitEach
animator devised theiown method for animating to thecratchtrack. They would start by working
out the tempo and frames per bednstead of marking each beat, some like Croudagék combine
the scratchtrack with an audio click track to find the beahumbaanimatorswill thentry to identify
the mood and certaimaspects of the music that stand ott portray it through the charact&@
Y20SYSylad a,2dz OFy KGRHI NFaAXNKSD NIEaRSYKEYQa 3
crescendX,andyaz ¢ yi GKS RIFIyOS (2. YANNRN GKFdéx alea t

Courchay says thdtavinga demo or scratch version of thausic beforehandnade things easier
because knowing the tempo helped define thcess It also héps the animator tchave a clearer
picture of whatthe finalscene would look likenstead of hoping that the composer will write music

afterwardsthat will fit the overall feeling and movements of the character (Courchay).

The animates then had todecide on a style of dancand find realworld human dancereferences.

Sme animators even dandeout the scenethemselvesLowry confirms reference is essential and

Snaddon adds that every dance hasown specific characterandto make$ OKI NI O SNDa Y2 ¢
believable to the audiengeequires a great deal of researdReference for dnce sceneis especially

important if the animator has no dancing background or knowledge (Lombard).

AnimatorSamantha Cutles a professionallyraineddance. So, nstead of finding reference footage,

she choreograpled the dance herself, recoet it and then copiedh it & G KNRdzZ3K (GKS f &
OK I NI, éxpiathdlEroudace. Cutler aithat she filmed herself dancing to thecratchtrack from

variousangkes. Even though Cutler had the precorded music for animatinghumb&®2a Rl yOS & O0Sy
shesaysi KI (i & & 2 dz Bdzichi NGOl yiRr KRKIS (KI G (GKSe R2yQi
GKSY A0Qad R2YyS¢I SYLKI & Aedrdédmusicng involvrigith&ldnimgtdd S 2 F 1

in the postproduction procesg¢Cutler).
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Next, the animators identifiethe key poses or major extremities of each motion. $canimators
drew out theseposes and others selesd the main poses and bloekl them outin the scené. Once

she haserreference footage, Cutler notes:

I would normally go through it to choose the main poses and then | take screen grabaof the
| always write down what frame number the jpegs are on and then | copy those poses with
mychar® i SNJ I yR L GNB (G2 X SEIBSASHA8SLOBKSKVBNBEF

frame numbers of each posk G Q& St.&@utlei)2 G A YS

Finally, animatinghe musical scenesommencel. There are many different methods of animating
says LombardTte two mostprominent methods are straigrahead® and poseto-pose® (Webster
24). According toLowry, the straightahead methodis difficult to use when animiang a dance
sequence. The poge-pose method provides merstructure, but some animatofsd that they have

more freedom with the straighthead methodhe adds

The animation was then passed between the lead animator, animation director and director in a back

and forth manner until scenes were approvgburchay,)

It is clear from thisaccountthat Khumbaanimators developed and used their own methods for
animating musical sceneBurthermore, none of the animators used a bar sheet which cosfiny
beliefthat contemporary animators do not use a universally recognised method to animate musical

scenes.

34 t SNJF 2 NWI yfiQefich: KNUmbaQ & Y dza A OF £ a0SyS

In this section, the musical scenes ikhumbawill be identified andan analysis obne of thescenes,
APSd . NF Rt SeQa a{ gl y Thisicéne was chégnGgitisdnbst dpprapriate LINBE & Sy
scenefor illustrating the proposed notation in the next chapféiThe analyis was done by watching

the musi@l scendn the film and noting the animation visually in combination with the audio

28This process is no different from animating any action and is not only applicable to glitirestandard
poseto-pose approach.

29 Straightahead is the process of animating in a chronological order; one frame after the other (Webster 24).
30 poseto-pose is the process when the animator creates the important poses first and subsequently creates
the frames irbetween these moments (Webster 25).

31 Unlike the other sceneshe music notation for this scene was accessible to the researcher.
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3.4.1 Musical scenes iKkhumba

Khumbahas $x 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 1Tombi Wins the Race Scene 2Zebra Cheerleaders

(00:07:1600:07:22) (00:08:4800:08:57)

Scene3dha iNJ} OAT SRé | & LISMScened: N} Rf SeQa a{agly [
(00:27:5400:28:48) (00:43:2500:43:45)

Scene 5The Rock Dassie Dance Scene 6Bradley Feels the Beat

(00:48:3700:49:25)

Figure22: The six musical sceneskhumba Screensha by Author.Khumba Directed by Anthony
Silverston, Triggerfish Animation Studios, 200%D

All six these scenes can be viewed on the accompanyirjeet@bto Video Clip 1)A detailed analysis
2T 2yS 2F (GKSaS aoSySaz AodSo . NIRfSeQa a{gly

[ 1
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342 'yl feara 2F . NIrRtSeQa a{sly [II1S¢ &a0SySs

Ly . N}RfSe&Qa Brddey, Mamh V gnékhunib®iag/aSstriking waterhdier afrossing
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 whibh is the star (refer to figure3).

Figure23: Bradley gets shot and enters a dreamlike state where he believes he is the star of the
show. Screenshot by Authd€humba Directed by Anthony Silverston, Triggerfish Animation
Studios, 2013DVD

Bradled Q&4 Y20SYSyia I NB a8yOKNRYAaSR (2 (KS YdAAO &
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 distaiaracter through the
movements. A flair for the dramatic, eccentricity and sensitivity can be searsddsreflected in his

performance.
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{FYlIYyGKI /[ dzif SNE ¢6K2 g+ a NBaALRYaaAotS F2NI I yAYLIl
a0SyS g1 ayi@ue inhdildEan &S & 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 figure24). He elegatlydoesdo I £ £ SG (2 ¢ OKIl AQp2@ Act IE Dbace afthe |y [ |

Swans

Yo

s P L e »-:.:!".n!_i‘ - e

Figure2dY Ly GKS Ol @S ¢EradigykgraceKlly staits daldgballat@®E K IQA | 2 a1 & Q&
a{ 61 y .Sclegnshét by Authokhumba Directed by Anthony Silkgton, Triggerfish Animation
Studios, 2013DVD

This whole sceneontrastsii 2 . NI} Rf S & lumsgziedanélity andl gdpto the dreamlike

feeling (refer to figure5). Againthe 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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Figure25: Bradley does demiplié from side to side. Screenshot by Authkhumba Directed by
Anthony Silverston, Triggerfish Animation Studios, 2@NaD

hyte GKS adF[NI] ST YiSK S R®{ oAlayplajzagSte melddyi dod theks®ing2 6 2 S
section playing the tremblingadnmmony. The scene ends with Bradley holding an elegant pose while he

imagines himself famous and cameras flashing all around him (refer to #gure
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Figure26Y . NI Rf S2Qa TFTAYAAKAY3A LIRAS I KhuntkaPireQddv¥yS NI a T
Anthony Silverston, Triggerfish Animation Studios, 203D

.N»X Rt SeQa a{sgty [II1S¢é¢ oadUMMMRECIAYSYy I 288 SI ylyitRe & SR S
when they analysed the musical scenes\iallis and Gromi{2005). Coyle and Peter Morris detec
and describe musical concepts such as melody, timbre, notation, and harmony whictesmnfed

the actions that occurred at specific times on the screen (Coyle208)L

In this analysis the physical movements of the character in the smersssessedwhile at the same

time the movement of the music is consideredarious inconsistencieare visible between the
showreelsegmentand the final scene in the film, which may indicate that what the animator intended

and how the scene was composite@nmg not the same. This analysis compaBradleQ&{ ¢ y [ I 1 Sé

sceneas intended by animator Samantha Cutler in sleowreelwith the same scene in the film.

To compare ananaly® the scenethe timingon the compiled video clijs used (efer to Video Clip
2 on accompanying@® ¢ KS 2NAIAYLFf dzy NSY RS NB Rsshio@ryh® G 1Sy
figures belowon the left side andsreferred to as Scene, And thesamescene in the filntan be seen

on the right siden the figuresand referred to as ScerB.

For animating this scene, Cutler received asg@bondsaatchtrack of the musicMore specifically, it
was the preexisting recording from the conductor Riccardo Muti and the Philadelphia Orchestra
recorded in 1984. It is a completely different oeding to the final soundtrack in the filmh& harp

triplets were omitted in the final soundtrack, and it is inmAinor rather than the original #ninor
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heard on the scratch track. The t@mof the soundrackwas around/8 BPM andelt much steadier
thand KS & ONJ GOK (NI} O1 6KAOK R2SayQiéd FRKSNB G2 | af

Property of Triggerfish Animation
NOT FOR DISTRIBUTION

00:00:00:18

Figure27: Bradley enteringaeen left in both Scene @eft in figure)and SceneB (right in figure)
Screenshots compiled by Author

The. NI Rf S& astehe syarts[with|Bfadley entegrirom screen left on point in Bourreé to
the violin tremolo (seeijure 27).23 The vieweinitially only sees his feet and itasly when the oboe
starts with the melody that NI Rf S & Q & in Faoizé The tiningalb & ene is off in Scene B a
Bradley enters later thawhat seems to have beentended. Both scenes fade at the same time to
revealBradle\Q & T dzinfthe deatrd dezkhiErame flapping his wings. As soon as thieoe starts
playingthe melody at 00:00:03:10, Bradley flips hisald up to the first beat as if to show that the
performance is now starting. This happens simuéously in Scene A and B (segirfe 28). At this
stage . NJ R fm8vénieas in both scenest liting his head and flapping his wingsre still

synchronisedd the beat of the music.

Property of Triggerfish Animation
NOT FOR DISTRIBUTION

00:00:03:09

Figure28: Bradley flips his head up in boBtene A and.E5creenshots compiled by Author

Bradley thercontinues by doingdemipliéto screen left to the strong beat of the music. He continues

~

to doademipliéto screen rght on the third beatbutthistimeK S R2 Say QG 3I@ithBRe sy | a

first demiplié.

33 please note that theesearchetas a limited knowledge of ballet and ballet terms.
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Property of Triggerfish Animation
NOT FOR DISTRIBUTION

00:00:06:11

Property of Triggerfish Animation
NOT FOR DISTRIBUTION

00:00:08:02

Figure29: Bradley does demi-plié to screen left therto screen righin both Scene A and B
Screenshots compiled by Author

It is at00:00:08:02where SceneB (the scene as seen in the film) differs to Scene A (how Cutler
intended the scene)Scene Bnistead of fading to the next section where Bradéaers screen right

as in Scene A, fades latnd Bradley only enters when he is already supposed to ba aralesque
pose at 00:00:08:20 (sedfire 30, Scene A At 00:00:08:02 Bradley was supposed to prepare to go
into the pose on the first beabut it is clear fromScene B inigure 29 that he is still recovering from

the demiplié.

Property of Triggerfish Animation
NOT FOR DISTRIBUTION

00:00:08:20

Figure30: Bradleyin arabesque pose in Scene A and Bradley entering screen right in Scene B
Screenshots compiled by Author

The pose (seedure30, Scene A) is heldr the full note value Asthe musicchanges to the next note
Bradleygoes out of this pose putting hiiegs together in preparation of theoutenuturn (see fgure
31, Scene A)
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At 00:00:06:11, 00:00:08:02 ar@D:00:09:20sequential notesn the musicrepeatthree times. It is
Oft SFNJ FNRBY {OSyS ! {(KFd G4KS I yAYIl (mtiN\Jach gfth&y RSR . |
sequences. On the first sequence Bradiegs ademiplié to the let, on the next sequence he does a

demiplié to the right but & the same timegoes into the arabesque pos®n thethird sequence

Bradley does hisoutenuturn. BradleyQ dovements tlerefore build upasthe musicbuilds up

Property of Triggerfish Animation
NOT FOR DISTRIBUTION

00:00:09:20

Figure31: Bradley with toes together in Scene A, and Bradley only now in arabesque pose in Scene
B. Screenshots compiled by Author

Thesoutenuturn starts at 00:00:09:20 with Bradley on his tgeeeScene A ifigure 31). At thistime

Bradley inSceneB is only at the arabesque poséelwholeScene Bstherefore out of sync

Property of Triggerfish Animation
NOT FOR DISTRIBUTION

00:00:10:20

Figure32: Bradley in a lower position in Scene A, and Bradley still on his way into the turn in Scene B
Screenshotsompiled by Authar

At 00:00:10:2(see fgure 32) Bradleyis preparing for the final move. Every time the oboe plays the
shorter lower note. NJ R indvé@r@rits go down and go up again when the higher notes are played

The music slows down from00:@mYmp & AG ySINI GKS SyR 2F GKS ao
A at 00:00:11:15 to 00:00:12:15 (see figB8&: 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 enel. iicach 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 f8R)f8cene B).
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Property of Triggerfish Animation
NOT FOR DISTRIBUTION

00:00:11:15

Property of Triggerfish Animation
NOT FOR DISTRIBUTION

00:00:11:21

Property of Triggerfish Animation
NOT FOR DISTRIBUTION

00:00:12:03

Property of Triggerfish Animation
NOT FOR DISTRIBUTION

00:00:12:15

Figure 3: Bradley with arms in fifth posith going intoencarteend posen Scene A,
while Badleyis still busy withsoutenuturn in Scene BScreenshots compiled by Author

NJ Rf S @ér@aitepdse if tediched in Scene A at 00:00:12:22 (see fig#yr&cene A) and ends
perfectly withthel@ & y 2GS 2F GKS YdzaAO® ! ALAyI Ay {OSyS .:
is a few beats behind his movements in Scene A. In the latter sBemdley is still on his way into the

final pose while the music has already ended (see fi§dr&ceneB).
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Property of Triggerfish Animation
NOT FOR DISTRIBUTION

00:00:12:22

Figure34: The final pose in Scene A, Scene B still going into the final pose
Screenshots compiled by Author

. NI Rf S &s€eae, andortliig$olead animator Lownas

X 2yS 2F GKS Y2aid FftdzSy(d LA SO&tasttdthe fdctyhatY G A2y
Sam is a very good ballet dancer. She knew exactly what she was doing, regarding the moves
GKSYaSt @Sa IyR akKSQa I @SNE 3I22R FYAYIFG2N® 1)

that really came through very wellLowry)

Fortunately for Triggerfish, Cutler has a ballet background and consequenthpadsessesome
musical knowledgdf the scene had to be animated by someaise the scengasCutleradmitted
hersel) would not have been asue to thed { & I Y ballét, bubréerely aninterpretation of what

a ballet is.

Oneof the major challenges with this scen I & { K I (i legsbiidt tRefwSBgMay(an ostrich

legsbend differently to that ofhuman legs). Cutler hé to choose certain steps and poses that
represet i KS & { ¢ y whichktdbsist ob motefst&ight leg movementnother challenge
accordingto Cutlerg & G F2NOAYy3I (GKS NRI (2 R2 sgekutell ind2dz 4|
breaking the rig.

Ascan be seerfrom the analysis abovei K S . NJIgR fyS § | d d8ring pisthBgustionwas

incorrectly assembledvhichresulted in half of the scene being diféat. Not only did the editor not

F2it26 GKS FYyAYIFG2NDRAa AYyGSydGAzyas odzi I O02YLX S5
simplified than the original music animated to. Furthermore, a different tempo was used in the final

mix ¢ this clearly caused major problems for synchronisation and shows the various teams involved in

the production were not communicating well to achieve a gougsical performance. This could have

been avoided if there was a closer collaboration between the animator and the editor which could
KIS NBadzZ 6SR Ay | 06SGGSNI NBadzAZ & Ay fAyS GAGK t 2
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Using classical music recordetthout 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 Boundtrack as it does not

adhere to astrict pulseg it wavers around 77, 78 BPM with each bar slightly different.

AlthoughCutlerdid notknow aboutmy proposed notationi 2 F YA YF S . NI} Rf SeQa a/{
the fact thatCutlerpossesesmusical ompetenciesnabling hetto synchronise the performande
the scendo the prerecorded musi¢as can be seen from her showreelsion of the scenesupports
the first part ofmy argument This is thatharacter animators cam generalbenefit from haing
musical competencie$n addition,Cutlerduring the interviewagreed that the proposed notatiorfthe
second part of my argumentyould have helped her duringanning inthe pre-productionphase She
also agreed thattiwould not have been possible weate such auccessful performandé shedid

not have thepre-recordedmusic withthe tempo, instrumentationandi KS & { g melodyl I 1 S ¢

35 Conclusion

In this chapteranalysé 2 F (0 KS LIS NF 2 NY | y O &re pieseyitéd byfoguRing#2 T Q | v )
Khumbd process of animating musical scerssd one of itsmusical scene8 A S . NI Rf Se Qa
[ 1 S¢ . TheaBalySes were informed inyerviews conducted with the director, sonaé the lead

animators, and other animators who worked the film.

The analysis dthumba d@nimation process founthat Khumbaanimators developed and used their
own methods for animating musical scen@e analysis also revealed threne of these animators
knew ofor hadever used a bar sheethisstrengthens the sysicion that there is nainiversally agreed
approach for notation to use when animating musical sceiis se of such a notation woulegquire
greater collaboration between composer, animation director and leads, and choreogrdphieg

pre-production.

The centrafindingF N2 Y | yIfeajigBHY. N RSS2 a®dSYS 41 a4 GKIG KI O
helpedthe animatorto animate the movements of the ostrich in this scene to fit the music, but that

the final movements in the film are out sync with tle music. This indicates a lack of cooperation

between the animator and the pogiroductionteamo t 2 6 St £ Q& r@shihgirk8uddbahaR S | 0
achieving 2 ¢ Scinén@ticA RS+t 2 F HmWYO2YLR2aSRQ FA
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In the next chapter thenterviews of the Khumbacharacter animatorson how they use musical
knowledge and skills to perform the paxill be analysed, and thewusical competencies #t would
havebenefited themwill be exploredn greater detail A method will also be proposed and illustrated
of how Khumb& character animators could havased nusical competencies tananipulate

performancesto fit the prerecorded musién Khumb® @& { ¢ I y sgehe] S ¢
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Chapter 4:
Proposition for How Khumba @haracter Animators Could ldve

Benefited fom MusicalCompetencies

4.1 Introduction

al {Ay3 OKINIYOGSNE WwWO2YS IfA@®SQ (2 idgihGsicais&ehes 2 F Y d
(Furnissa ! NI A yy nav2dii Al2ay éRA 4 Odza AaSRX GKA& WO2YAy3d | fADBSC
movements of a character see 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 (Beauchamp5 Sa A 3y A y'3 RZ1P @S RsasBubotnick

explains, part of thattraction of animated filnbecause of amawareness ofthe illusionthat hasbeen

created (3)To bringa character tdife within a musical scee G4 KS | YA Yl (i 2 NOtRisK 2 dzf Ry ¢
character through motions, but fischA Y& St ¥ a0 SAy3 GKSNBE I (TRom8sd f A JA
and Johnston 146)This corresponds with S f shatidd of the animator becominga performer (an

actor) through the creationof the characterand who usestheir own knowledgeof performanceto

performthe parto & ! Yy RS NB& ¥ A ¥ R BO¥) #hy4 éimilar fashio it can be said that animators,

G2 dza S { Yarefirf SFaF SIOINMUEY dz&d A O A ymiuSlcal geofmance(9) Widn G A y' 3 |
WYdza A O1 Ay 3Q3 -recdrdeddiusicy chardcterimatiord crdalblBsual actions according to

a pattern set by the music with the timing of the movements coinciding with the timing of the music

and so thathe movement and the music both begin and end at the saoiat and reach their climax

together.

Animatingperformances to music is a complast (Musburger and Kindem 16tt)at can onlydeliver

the desired results if the animatadakes responsibility for the vision and controls the whole medium

¢ how soundis integrated with the imagéHalas and Manuk81). This, of course, takes place within

GKS 60AIISNI LINPOSaa 2F YF1AY3I +Fy FyAYFGSR FSI G dzN
(the composed fil In seeking a more coherent approagh2 NJ Ydza A Ol f a0SySas t26¢
can also apgl(Moor> & D 2 (i K A Towands thid ideial amappboach for notation in animating to

music that will facilitate the integration of all key aspeistaeeded.However, this is dependent on a

universally agreed notation that usesusical information as @s to animate motionwhich, as

highlighted before, seems not to exigks suggested earlier, the absence of such a notation can

perhapsbe due to animatorsinderstandngand knowng about animation but not enough ofmusic.
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Evidence shows thdlhe earlier animatorsdid indeedbenefitfrom having a basic knowledge of music,
especially rhythm and tempdven though not all animators will necessarily animate musical scenes,
it may be surprising that, except for three, most afimators interviewed for this sudy have
experience ofanimating musicascenes In this chapter an approach fomotation which requires

musical competencies will be proposed for synchronising performances tepoeded music.

The notation proposedavill be illustraed using one okhumbaQ¥ dza A O f &a0Sy Sas A dSo
[ I 1B&lket sceneThis scenavas chosetbecause it is the only musical scene in the film in which the

final prerecorded track and sheet music was availableitbumba2 éharacter animators to use. The
illustration aims to shovhow Khumba éharacter animators could hawesedthe proposed notation

to synchronise performances to precorded music. It is however only possible for them to use this

notation if they have the musical competencies proposed in Chapter

Taking a step back it is first necessary to know Wdwmbacharacter 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 thet.par

4.2 Becoming the charactemusicalknowledge andskills ofKhumbaQ @imatorsand 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 expandset technical possibilities of animation (SubotnickA).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 movementrandderstanding of
weight and gravity is involveds well as activities involving muysgeemparticularly popular with

animators.

Most of the Khumbaanimators have a musical background or play a musical instrument but their
knowledge of musical theoris limited. Courchay, for exampleplays drums and uskto play
saxophone, but doasot remember much musaitheory. Lowry was in a band where he played guitar

and sang butonfesses thahe cannot read sheet musiSnaddorplays guitar and a bit of pianand

like Lowrysayghat despite taking piano lessons for a long time, hencdnead sheet musiproperly.

Cutler obtained her musical knowledge mostly through dancing. She has been dancing since a young

age and went to the National School of Arts wdehe had Dance History and Music as subjddts.
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Khumbal YA Yl 02 NRQ O2doireSehd with kthé #ndiSgZin Chapter 2 that many

contemporary animators also have a musical background and an interest in music.

Although all of the animatorexpresseda love for music, they do not all believe that they have an

innate musical talentCroudace says that he loves music, and even though his musical knowledge is
fAYAGSRET KS Oly LXlFe& | &az2y3a o6& SIFNYWY 4L fid1S Ydza
YdzZAA Ot GFfSydK b2 odd L Ifid@iystadge thd theahimatois Odlievel K S NB £
that they do not have innate musical talents becauosast of them are selfaught musicianssuch as

Lowry, who mostly learned his skills tbugh the Internet.

Most animators initially said that they do not understand basic musical concepts and hee the
concepts réate to animation, however, after being given some examples of musical terms in
animation such as timing, tempo, phrasing, rhytand beats, all the animators could recognise that

they do know the musical concepts that are similar in animation. Lombard agrees that animators use
musical tems in animation and addbat the concept ofphrasind A a4 2y S 2F GKS AYLR]
to know whenanimating a musical scen€he 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).

Interestindy enough, despite being spécal initially, mostKhumbaanimators after explaining how
they use their musical knowledge and/or skills when animating a character, cagiate they do
subconsciously use these skills when animat@mrchay saysthat he us his musical knowledge
subconsciously andxplaingthat his drumming experience may be helping him with timing in a scene.
Cutleragreeghat her knowledge of dance is of great help to her when animating a musical scene even
AT AGQ& Y2NBLAYZOPY KO B 2 ésehtl® &mpo land ch@Hmiinfluénce your
musical ability but your animation ability as well. So hopefully subconsciously, having a bit of rhythm
YeaStT KlFha KStLISR Y& IFYAYILGA2YyéS alea [26NRO

The animatorsupport the view thahaving musical compet@mrescan benefit themwhen animating
musical sceneroudacegreesand explains thaanimatorsneed to know about rhythm and tempo.
He also notes tat being able to identify the melodwyight help as it can clarify the mood and the
feeling which will allv animatoss to animate their interpretation thereof. Knowing about time
signatures and beats would help with seeing the biggetupe and ammating accordingly, says

Lombad.
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Triggerfish intuitively made the correct decision when they allocated the @mustenes itrKhumba

All of the Khumbaanimators have some form of musical knowledge and dkiédishad helped them

to animate the musical scenddowever, they all use their musical knowledge and skills differently to
perform the part. MostKhumbaanimabrs do use musical concepts when animating musical scenes
evenif 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 quurtaim

practices and the technology that currently exists.

43 452y Qi NBAY@Syld GKS 4KSS fprhpodzitadiionlfotiamimalimg A G G 2

a musical scene

From thepredominantly American and Disney centric analgsisented in Chapter 1t is known that
cartoon studios notably Disn&tudios were responsible for thgtroduction of sound into animation.

In those early daysnusic was always composed after the cartoon was animated or the music was
performed live while the cartoon was shgwd 5 ASieginthda@Williavas seen as a breakthrough

in animaton with its synchronised soutrdick. Composers at that timéowever, felt thaimusic was
merely treated as an addn and pushed for animation to be creatadthe music instead of the other
way around This poed a major challenge for animators and there was initially no fixed method for
animating to musiaintil Wilfred Jackson offered the use of the metronome as a simple solution for

both animator and composer.

The metronome enabled the usician 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 cerscal pl

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 shéewever, 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 b&Bisney animatoduringthe Golden Ag&vouldreceive

abar sheettapeor record of the sountlack,a copy of the final storyboardstoseehdwK S I Yy A Y I G 2 NI
scene fits into the whole sequence, and the layslibwing the size of the characters, their suggested

positions, and the extent of their movemen®&dzNA y3 | ALISOALf asSaaizy OF ff
and Johnston 81).
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Figure35shows an example of a bar sheet usedHayina. | NB S NJ 6 the carl@nTee 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.
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Figure35: Abar sheet from Hanna | NB S NJ Qthon Z€@ for T@¢1945).Digital Image.
Cartoon, Comics and Model Shegtst A YA Yy 3 | Y A Y ICartbchgConiic® and kiGddl O @ €
Sheets31 Aug. 2006Accessed0 Aug. 2016.

The next figure,ifjure 36, shows a more recent bar sheet developed by Amiii farrThe Barley Way
(2009). In contrast to the previous bar sheet this one is simplerfenitler 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 br sheet is space for drawn or suggested key poses.
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page 2. of €
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Figure36: The Barley Walgar sheet used by Amir Avni in 20@gital ImageAvni, AmirMusical
Timing 1: Influence on The Barley WHye Barley Way, 25 Sept. 20RAtcessed 10 Aug. 2016.

Thecurrent bar sheet templateavailable on thdnternet looksimilar in format, but musiootation

has nowbeen omitted completely This may be due to the fact that contemporary composers
compose in digital audio workstations and music notation would only bduymed at the very end of
the process if needed faeal musicians to perform from. As will be explained later, this study argues
that the notated scorevould be helpfulfor animatorsto use whenanimating a musical scengéhe

bar sheet inifjure37is an kample of ecurrent bar sheetemplate.

[ ]

ACTION

DIALOGUE

CAMERA

SOUND

(st

ACTION

DIALOGUE

CAMERA

SOUND
MUSIC

Notes:

Figure37: A presentday bar sheet templateDigital ImageCartoon, Comics and Model Sheets. | NJ
Sheet Templaté / | N@Ootnizsyadd Model Shee6 Sept2006.Accessed 10 Aug. 2016.
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The bar sheet withoutte 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 esultrin them missing

important informationthey 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 pieceThis statement isugpported by some of the animators interviewed suclCasudace

who states thatil think where it will be effective might even be with people who are not that good at

listening to music anavho aremore visual peoplé. LG Aa S@OARSY( shedisdot 1 KS dz

common practice as none of the animatanserviewed have ever used a bar sheet when animating.

This research proposes that contemporary animators shouldvaste time and effort tae-create

ways of doing thing# these ways hav@roven towork welland thatanimatorsshould adopt an
approach for notation when animating musical scenes by using a newlsedelvar sheet (described
below), applying the proposed musical competency set (as presented in Chapter 2), and merging it

with current piactices 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 inserteftefer to figure38). This bar sheet should include only one staff of musical
notation displaying the melody deitmotif (theme), time signature, tempo information and all other
important informationof the prerecorded musicEven though contemporary sdng practice puts

far less emphasis on written notation, the precorded music focused on in this study requires not
only an audio file but also sheet muditthe interviev with Cutler she stresses that a musical notation

would be helpful and says thédtwould help identify the music better.



Carelize Jacoljs77

TITLE: NAME: page  of
TEMPO: FRAMES/BEAT: DATE:
BEATS/BAR;

MUSIC

ACTION

STORYBOARD

M

M

Figure38: Blank proposed bar sheet for animating a musical scenage by Author.

It is proposed that animatoranimating a musical scene should during-preduction alongside the
RA NB O 2 tN&pevisyoraibirSalic; rigged characters, and scene layout, also receive the proposed
new barsheet, a audioclick track (replacinthe metronome used by earlier animators), and the-pre

recorded music audio (insteauf a temp track).

Having the visualand having it together with the music on one page would according to Pienaar be
ANBIFGte o0SYSFAOAIT G2 FyAYIFG2NAE | yR LASOSHe OibrdE (i
adds thatfor herthe use of an audio click track is the most benafipart of the proposed method as

it will, among other thingsallow for better communication between the animator and ttieector.

An illustration of how this notation (i.e. the proposed new bar sheet) together thi¢hproposed
musical competencies cdre usedand 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 howY K dzYschafacter animatorsould have usedhe proposed
notation

The musical scene ikhumbawhere Bradty dd&5& o £ € SG G2 (KSis Yeddafodr O 2 F
illustrating the proposed approach for notatioAs described earlier,r&dley, Mama V and Khumba

in this scendind a waterholewhere theymeet some endangered aninsaMWhen the tourists come

to look at trem, Bradleyaccidentally gets shoih the headoy a tranquiliser dart. He immediately drifts

away to a dream worléh whichhe is the starBradley in his dream state starts to do balietthe
YdzaAO 2F a{sélty [ 1S¢

¢ OK I A | Ragcd df h@Bwand { S Iy {Gpés 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. lttook himana G I & S+ NJ { 2 asfle yhiisik Was qujtescbnypleX. It 1 S ¢

was the first ballet Tchaikovsky ever compaosaadonly really became popular aftérs death (Frey).

a{ o1 y wadcqnfpdsed for assymphonyorchestraand the orchestration consists df pages

(three of these pages can be seeniiguire 39).

OEEAIZD. ™9 PFINALE.

Figure39¥ | FSg LJ 3Sa 2F 2NOKSAGNIGA2Yy 2F ¢OKI A

a{ 6l y Op.I2Q, Act1, no. 9, Finale (1875). Compiled by Aulatraikovsky, Peter llyichihe
Swan Lake BalleNew York: Broude Brothers, 1875. Web. 30.R26t6.

Fortunately, tke intention is not for the character animators kmow how to readand interpret the

g K2t S Skt ek kke all musichas amelodcthemethat is prominent throughout the piece
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The animators oly needto listen to recgnise this melody or themén figure40the melody can be
seen which is played by the oboe.

Oboe
Swan Lake Op. 20
Sceéne Finale
Tchaikovsky
Andante arr. DN
()= o~ g~ . T~
i ———( —— A i i E— | E— S S E— s s—|
L H e e e — 7 p—T—e1
[ s 4
p dolce espress.
5
s B N SN P
=% ' } =
¥ 1 1

T

Sheet music from &notes.com @ Copyright 2011 Red Balloon Technology Ltd.

Figure40:a { ¢ I y mélodySaQuiriéten for the boe. 8Notes.d ¢ OK I A $nauPLaKe ®p.20
Scene Finale sheet music for Olid@Notes N.d. Accessed: 16 Aug. 2016.

The melody is dispyed on thenewly proposed bar sheet whick lhanded to the animator&igure41

shows the empty bar sheetcanl A y A y 3 (i K BieladfusedAyy [. | NI SR s€edenicho | £ £ S
the animators would receive and which they woudldve to complete before comemcing with
animation. Please/ 2 ('S 0 K @ { ¢ Ny Rfei®pr@itonsisof five bars. For demonstration
purposesmore of the score has been added to more clearly show the application of the proposed

musical competencig¢s
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TITLE: NAME: page  of
TEMPO: FRAMES /BEAT: DATE:
BEATS/BAR:
Andante
s P — . L
MUSIC |A—Er i e - = T - -
e — I T LI I I I = e b —
2 — -
ACTION p  doce espress. —_—
STORYBOARD
5
g N = TN —
M G5 - i » »
e - y - T .t - - -
{rs » ] } Ty Fr - i »
5y = e s s
] T — 14 T T
A
S
10 —_ = —_ = —~
Te & e e sp 2 a
M ™ —— T 1 7 — T 7 — T Y —
SES : =
A ) mf—— ——
s

Figure41: Empty basheetT 2 NJ . NJ Rf S &s0ane (@ith somg addet! HarS for
demonstration purposes) to be completed the character animatorsimage by Author

Sheet music is not readily available for all masionators will be animating t@s composers of film
music use different method®r composing music. Even if the sheet music does not exispadssible

to convert an audio tracko notation using software such as Notation Musician and Intelliscore
Ensemble 8.1Alternatively, the music staff on the baheet 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 paramet&Qr the proposed method, however, it is assumed that the

sheet music is aviable.

It is proposed that th&Kkhumbacharacter animatorgould havefollowed certain steps after having

received the empty bar sheetof Br&de Q& & { édeng. [ I | S¢
4.4.1 Steps in using the proposed notation

The process of using the proposed notatsiarts 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 specsic bar

Thereafter the animator adds the visual drawings or screenshots of the character(s) keyipdises.



final stagethe bar sheet can be digitised &3low the animator to follow the music visually and make

changes to the bar sheet electronically.

The apJt A OF GA2Y

brackets.

27

(KS6F&DE bilé Bcbie wilt be ilustateRriedReQ &

musical competencies required to analyse the musical scenes will in each instance be indicated in

Carelize Jacoljs81

Step 1: Do the required calculations and completeetsection at the top of the bar sheet

The first thing the animator should do is write down the basic information about the musical scene,
NJ. R Sexiaé iduedByT SbNJrputiked, Be tempo of
the music sbuld now beOl £ Odzf | G SR

for example, t6 GA Gt S

and identifying the main beat@usical competencydentify the temp®. To calculate the beats per
minute a watch can be used toount the number of beats in six secandf music which is then
multiplied by 10 to get the beats peaninute. Alternatively an App can be useéor this illustration it

is presumed that a steady beat of 80 BPM is kept throughiwaitt { ¢ I Yy mludicds % steady beat

a .

0é

does not usually occur iglassical music.

f A & Unuisicalgngsidel tRe clicktfcka { ¢ | y

TITLE: Bradiey's “Swan Lake” Ballet NAME: (4
TEMPO: 20 FRAMES/BEAT: 12 DATE: 2.8
BEATS/BAR: 4
Andante
sic [=lgr ——— - - Pm—
MusI ﬂ‘ " g r_— T ' o T = T =
— —— + o t P+ s —F——
L2 T L I ——
ACTION p  dolce espress
STORYBOARD
5
1 e N e e =
Y (= = > o T 1z
o =———F e — ——— =
. T — — 14 T T
A
s
=
10 Jﬂ —~ T — T —~ T
[ S G W P sr £ 2. rf F & -
i —— I - o 7 — —1 Y i
ey T = ¥ : ————
T T —
N . o —
s

Figure42 SteponeinusingtheNaR LI2 SR y2 il GA 2y T 8ol idddthet S& Qa

required calculations and complete the section at the top of the bar shHeeige by Author

a{
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By wsing thecalculatedBPM the animator canaw determine how many frames there are per beat of

music(Musical competencycalculate the rhythmusing 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 beat per bar one has to look at the time signature of the music. In this case the time
signature is4/4 (C) or four crochet beats in a bévlusical competencymusic notation relating to

duration).

It is also possible to calculate the total amount of frarf@sthe scene (which can be added on the
bar sheet) by multiplying the number of frames per beat by the total amoubeats in all the bars.
C2NJ G KS ds€eneitys cdlclidtes és follows:

Frames per beat x Total beats (i.e. Beats per bar ¥ @otaunt 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: Anlyse the sheet music while listening to the audio track

The second step will be to analyse thg & I Y mudicladaly (by listening to the music), while at

the same time looking for musical cues in the music noteon the bar sheet (refer tagure43).

The word describing the tempo for this piec@édsdante which means that the music erformed
moderately slowy (between 76 and 10BPM (Musical competencyterminology relating to temppo

The animator would thus not necessarily animate quickeemoents as it could seem out of place, but

g2dzf R NI GKSNJ FYAYIFGS . NIRtSeQa Y20SYSyida | 002 NRA

On the music notation line it is evident that the music is written in a trebleci@)which indicates

that the pitch will be fairly lIgh Musical competencymusical 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
cal yRI Yy (i &vagué dedcypmdr of tempo which could refer to anything between 76 and 108cRRM

exact decision here would be up to the conductor who has the power to decide at exactly what pace to take
the musicg and also where to slow down, speed up etc.
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changes in pitch will assigte animatorin knowingwhether to animate Bradley performing light or

heavier movementsAlthoughsome animators might be able to easily perceive the pithls, 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 fshae bar Musical

competencynoting timbre).3® In the second bar the oboe plays the main melody softly, as indicated

by thep (Musical competencyerminology relating to dynamicsfhe mood in which the oboe should

LX & G6KS YSf2Ré Aa

terminology related tomoad @ ¢ K S

apSSi

FYAYFG2N Oy y2¢

0 dddlce &dpelsNBdgicalcatnBetency: A Y RA C
RSRdzOG GKI i

aggressive but rather subtle arndith emotion (something that not all animators might be able to

recognise on the audio track alone)

TITLE: Bradley's “Swan Lake” Ballet NAME: Carelize Jacobs page 1 of 3
TEMPO: 30 FRAMES /BEAT: 1.8 DATE: 28 -12-2016
BEATS/BAR: 4
Andante 12 2 4
— 12 3 i = 1 3
0 @2 3 4 S~ o~ 2 /"_/L\
NI [k ? y ——— - -
y cmminiy T ——f T = ; o » r
s ' o + ' : P 1 —T s
© PP —_—— = — 3 14
PP Violin Tremolo ’}_i)[dohrwsprrss.
STORYBOARD
mm Returns to same
note -highest
main beats,
emphasised
5 (put main poses)
0 En N e e n Pe—
M:é“"ﬁ 1 T — T a - T
i i e e o e s * s i o e =
© T =7 - L4 T
. 12 3 4 12 5 4 |1% >4 i2 B 123 4
s
& 2 3 4 l 2 5 + 3+ 2 =] 4
10 L 2 3 4 BE= . IO
#@ Je P o e A o op B A
M > s s e e " ——1+ } -
> T 7T 1 7t = Y —
T = T 1 ="
] T - ——
¢ erescendo starts )
A
FESCH 0 cliax
s

Figure43: Step two in using theM? LJ2 & S R

y2Gl A2y Téaekeichialisehe Qa ¢ { 6

sheet music while listening to the audio tradknage by Author

35 Note that dthough animators wold 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 theg (piano) in bar 2 toward thenf (mezzo forte) in bar 1&here the music is
played moderately loud. One can also see in the notation that the notes goes higher towards the
climax at themf. From bar 10 there is a crescendo which indicates that the music should be played
louder from the section pointed out by the S (i (i $/NSicdl tco@peténcy: Terminology relating to
dynamic$. 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 thesame 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 shebtligical competncy:notation relating

to duration). This information is useful to the animator as it can indicate the right place to position

. NI Rt SeQa 1Se& LRraSao

¢CKS aevyoz2ft WwWhpQ | 02@S (i Kthat theinnth shouldl 6d- accesdl gflusizal NJ M m =
competancy: Terminology rkating to dynamic3. 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 sizéoupe climax.

Step 3: Write down the actions of the character(s) at specific bars

The third step in completingthé { ¢ y O[FIND S¥KSSGzX Aa (2 oNAGS R26Yy ¢
should happen at whattages of the music (refer taglire 44). Each ation should fit what the music

portrays. The animator should also write down applicable camera changes and fades. For example,

the animator could decide on stler movements for Bradley where the musicpisino (soft) at the

beginning of the scene. BradleQa Y2 @0SYSy(ia GKSY o0daAfR dzl) 2dzadG f A
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 havedhidseue.)
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TITLE: Bradley's “Swan Lake” Baflet NAME: Cavelize Jacobs page 1 of 3
TEMPO: 80 FRAMES/BEAT: 18 DATE: 28 -12-2016
BEATS/BAR: 4

12 3 4 12 >4

2 3 4 - — 2 -
s, ! i o — » -
R A + e e e e 7 : —— > —T——
2 ol —_— — [ = 4
TR Violin Tremolo @ dolce espr_]'ess.
TLamera change,

Close up of Bradley entering , ) ]
- - ) - A gs up and down Demf plié to screen left Demi plie to seréen right
seveen left doing a bourreé f Demf plié to ser e Dewi plie to screen right

pptng gs ]
STORYBOARD still in bourreé on his toes

mm Returns €0 same
note —highest
main beats,

ermphasised
5 {put main poses)
TN = frmn N N P
M #ﬁ\ r 3 — - x s »
i o ) -— ; e . -
H— i e i s = ; " - o .
> T 1 —— s a o e o T
T —_— = L S — T
A 12 3 4 12 > 4 1 54 iz El 123 <+
B}'{Adl’a‘y ent ?rv'."\g soreen Into soutenu turn. Ending in an ecarte
g || _(Fade tod vight. Arabdsque pose Arms in fifth position gofng inte an ecarte -heling i an ecarte

2 3 4 i 2 3z 4 1 2 = 4
10 2 3 4, ~— I TN
. S O iv & o g P & ;
== =7 =1 =1 rrs
EEE= 7

crescendo starts

9
l

crescentlo eiimax
Forward facing bourreé buildifhg up with bigger wing Into arabesque to screen Grand pas de chat jump on
flapping movements up and dpwin right climax

Figured4: Step tireein using the proposed notation for NI Rf S & Q& sdedemd. wiite[ | 1 S ¢

down the actions of the character(s) at specific béwsage by Author

Step 4: Add the visual drawings or screenshots of tiearader(s) key poses

¢tKS 1Se& LkrasSa 2F . NI¥RfSeQa I OlA Kyuinbastoryboard wilR &
be put at the correct place in line with the written down @ct on the bar sheet (refer tagure45).

The key poses can be moved aroumatibanged during the process.

0S5
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TITLE: Bradley's “Swan Lake” Ballet NAME: Carelize Jacobs page 1 of 3
TEMPO: 20 FRAMES /BEAT: 1.8 DATE: 28 -12-2016
BEATS/BAR: 4

£

B, v
N

[AcTIoN

STORYBOARD

mm Returns to same
note ~highest
main beats,
emphasised
(put main poses)

Figure45: Step fourinusingtheNiP LJ12 a SR y2GF A2y FsthkieNl Rt S22 Qa
add the visual drawings or screenshots of the character(s) key plmage by Author

Cutler, who was responsible for$h . NI Rf SeéQa a{gly [ 1S¢ aoOSySsz gl
successfullas $ie could rely on hedance background and musical competencies. However, by using

the proposed methodibove,shecouldhave animated the scenevenmore effectively as she would

have been able to plan out the scene in more detalso, he visual information on the bar sheet

would have allowed her to bettesynchronise the movements to the important notes in the music.

Step 5: Digitising the bar sheet for animation

Even thoughbar 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 softwangrnammes such as Sibelius music

notation softwareand Adobe Photoshop iage editing softwarean 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 seémVideoQip 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 exsich ashe Celtic animation

systen developed by Sauer and Yatigit supports datadriven mappings of musical features to
movements (115). This systenattains the combination of interesting movements and relevant music

08 dzAAY3I YdzZAAOFf | G0GNXOGdzi Sa difieatioh doid is Railotegto the/ A Y I G A
music (bid). Unlike synchronisatied + a SR YS{iK2Ra GKIFGd aAvyLie FfaGSNI I
accordance to the musical beat, this system creates movements based on musical bejtsamits

(Ibid). Although thiss groundbreaking work, thisystem is suitable for songs that do not change in

tempo and is also currently limited to Celtic motion, not other types of daribed).(

Another possible programme to use! il JLJ) S (P#oSdft@afeAMRh this softwarethe music score

scrollcan be seen together with the images so that one emnialise how the pictures would work

with the music(refer to figure 46). LogicProis aprogranme specifically designefir musicians to

compose music withA visual representéin of the music being composed can be in the form of a

g1 GST2NXYE y20F GA2Yy 2NJ GLA L y2 NRbirhafion changes tanm®td Sy G a
be made irthis programmeonly musical changess the programmeequiresrendered out scenes

3D aimation software exigtin which it is possible to see theaveformsof the music

To see thavaveormscan enable the animator to see when the music changes in vglurmere the
beats and accents appear in the timeline, as well as changes in densi#lange but much more
informationcan be derived from musical notation such as mood, lengthdiwidualnotes (duration),
and clear indication of dynamic changes, (more structure and more information is derivable from

sheet music).
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01:01:43:20.00

Figured6Y | kA dfidr@Software showing both the images and thenic waveforms
Digital imageApple.d a dza A O I Y R { 2 AlggldrN.dFAZORSsd@R Qutl 2aNaS @ £

Another suggestion is to develop a plingfor Autodesk Mayérefer to Video Clip 4 on accompangi
CD) It is foreseen that with this tool the musical notation is visible belogvéxisting timeline (refer

to figure47). This will enable the animator to see exactly on which frame what note falls

Figure47:. Suggested digitised musical notatiosanporated ino Autodesk Mayalmage 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 baken off if needed (refer toigure 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 layblue line agan be seen indure48. The musical notation

will shrink and grow alongside the timeline as the animator zooms in or out.

Tempo 80  Andante

Beats perbar 4

Frames perbeat 18

Figure48: Suggested Maya plug with information tab Image by Authar

The idea is that once the animator presses the reraeplay button, the stier line highlighted in red
in figure48will 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 pingvill Jow on every main beat (the first beat of
every bar) where after it will move along ihg usual grey colour (refer tagire 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
LIN2EINF YYSR Ayid2 !dzizRSal] alél Qa O2RAy30o®
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Figure49: Slider line glowing on nrabeat, normal between beatsnd fades to a lighter grey on
every other beatimage by Authar

4.4.2 Comments from character animators on the proposadtation

The proposed approach for notation was explained and illustrated telf@@acter animatorsiuring
the interviews. In commenting on the illustratigimost animators thoughthat the proposed rethod

of animating to music woulte helpful to character animator3hey understoodnd agreed that in
order to use this methodcharacter animatorsieed to have certain basic musitcompetencies.
Lowry, for examplesays that what & likes about the proposed method is that it already touches on
aspects animators use such as timing, and although musical theory miiggity seem intimidating,

it is simple

What might become scary to an animator when they start seeing musical tisearpt more
obvious when you explain it like you have, that reallyit is, is beats over framespses over
frames and in this case, notes over frames and how it affects the dance moves and tempo of
performance. SgL G KAy 1 ¢ K[| { hatit Bdkes R potedtidligzéallyXrightehiag,

scary, strange subject a litthaore approachable for animatorgLowry)
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The animators enthusiastically supported the idea of again adopting this old bar sheet technique and
combining it with contemporary qactices Some animatorssuch asDarries even sad that they

cannotunderstand whythis technigue is noin useany more.

The fact that one can visually see the musical cues in the notation alongside the images was mentioned

as a major benefit. Courchanptes that:

LGQa 2FGSy (2dAK G2 (1y2¢ SEIFIOGfte 6KAOK FNI YS
fA1S GKIGE AG GSftfta e2z2dz SEFOGte GKS y230S8 Aa

away, instead of just having asignonyourting!S s o6dzi @SNE tAGGHIES AYyRA
KAGUGAY3 Al X LT @2dz4@S 3I2@ouchay) GAadz tte Ay Ol

It wouldbe useful to see here the music builds and falls, says Cutlzrnudace adds that some people
might missacre&y R2 ¢KSy fAaGSyAy3a (G2 (GKS YdzaA Oz odzi 6K
gueue to precisely see to what note it builds upislespeciallysefulfor visual p@ple and that the

visual cuesvould enable themto identify key momentsuch asrescendossays Darries

Lombard is opposed to having a visual reference aolegan audio track as he argubsit he only
needsto hear a piece of music to figure out its beats, highs and lows and accent points. Although this
might be true for animatorsvith a musical background, this is not the case with all animators as not
everybody has a natural feeling for mudicis important to note that Lombard has never before

animated a musical scene.

Some of the animators interviewed felt that the propose@thod may only be suitablefor longer

scenesd L g2dzZ R aleé Al ¢2ddR 06S | KdAS KSt LI F2NJ F YA
probably essential to plan the stuff out because the way we planned out the short musical sequences
isasimilarwayy dziT y 20 RNAGSY 068 (KS YdzZAA QLI G&KAYY [(XKsNE ®:
especiallyifsayi KS Y2 @AS A& | YdzaAOlfé¢o

Someanimatorsargued that animators do not all need basic musical knowledge since they would
most probably never aniate a musical production. Howevewhen | mentioned the scenes in
Khumbawhich can be considered as musical scenes, they realised that animators would more often

animate musical scenes as what they initially thoughirthermore, the animators agreed thttey
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do not only use musical knowledge for animating musical scéngd$or animating in general, even if

subconsciously

Theother animators interviewedlsofelt that the proposed approach for notation will be especially
helpful during the planningrad preproduction phase. Planning, according to Pien&®0% of the
work. Snaddon agrees and says thia¢ proposed notation is nice tool touse inplaminga musical
scene.Attending to the sound and music with animated film already in theprludion phase is
also, as said before, emphasised by Beaucham® § & A 3y A YHER & 2nddyvRd ™

The animatorsagree that the music needs toe pre-recorded andbe available to the animators

already in the prgproduction phaseThis is, according to Snaddon pantant whenanimating a scene

that heavily releson musicd Ipridbably would help a lot to have the actual music because then you

Oy R2 YdzOK FTAYSNI O2NNBflGAzya (2 GKS Ydzarad X {:
animation with the musi& says Lombardarries addsthatt L FSSt A 1S Ad ¢2dzZ R Y
to first have that [the music], and then start animating, because that sort of helps bring everything
G23SGKSNX Ad a2NIl 2F KSftLA OoNARy3a LIS2LX S 2yi2 (KS

The need for anore coherent production approads a requirementor using the proposed notation

was also emphasised by the animators. Courchay notesithabuld be hard to implement the
proposed approachin the production process, but that it would help the animatar., a dzl f t &
composerdave to run afterwards, go back, and try and change things t&wehich seems like extra

workg, saysDariies. With the proposed approach the composer must be willing to also adapt to the
changes inhe production process which codlead to less frustration for both the composer and the

animatorand to a more successfigsult

Initially a bar sheet in paper format was used flhustrating the proposed notation during the

interviews. However, it quickly became clear that greposedmethod mighthave to be digitised (as

wasLINP L2 aSR Ay (GKAa aitdzReov G2 1SSLI dzlJ 6A0GK G2RI¢
computer technology, being able to preview the animation as the same time as the musiahgs
advantagesPienaar concwr andsays that it would be better when having to work with overseas

directors. Animators interviewed also madruggestiondor how to digitise theproposednotation.

Venter, for example, stresses the need to see the beats in a timelineafdyetause it wuld enable

the animator tobreak down the scene and music into smaller chuMastanimators such as Venter,
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Lombard and Snaddoagreed that a plugn above the timeline in software likkutodeskviaya would

offer a goodsolution.

45 Conclusion

ItseSYa | a AT (2RI & Qaforgebthatihéy chldle@rii ffoMIpdstypractidesiaRRE Q
have to only rely omew technologiedn their search for new ways of doing thin@$is study suggests
that having a certain musical competency set will deabharacter animators to animate the

performance of characters in musical scenes more believably.

In this chapter an approach fomotation which requires musical competencies was proposed for
synchronising performances to music afidstrated using ts . NJ Rf S & Q Ballat §cenény [ I 1 S ¢
Khumba

Frommy interviews withthe animatorsl discovered

1 Most Khumbaanimators have some form of musical knowledge and skills

1 Most Khumbaanimators agree that they used the musical knowledge and tkélishae
when animating the musical scenesKhumbawhether consciously or subconsciously

1 Khumbaanimators are already using certain musical concepts in animation which have
similar meanings

1 Khumbaanimators agree that havingore musical knowlege and skillsvould have helped
them inanimating the musical scenesKimumba

1 Khumbaanimators all agree that the proposed musical competencies and notation offers a
possible solution for more effectively planning and animating musical scenes

1 Khumbaanimators recogise the need for a more coherent production approach for

achieving a betteresult in films with musical scenes

The aimatorsinterviewedagreed that the proposed method might have to be digitiSEus chapter
proposed and illustrated a pirin for AutodeskMayafor use by character animators when animating

musical scenes.
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Conclusion

With this research dimedto explore the relationship betweemusic and charactesnimation Even
though a significant amount ofesearch hadeen conductedover the yeas on film music and
animation, these two fieldef academic studynostly developedndependentlyfrom each other. Ew
researchers in animation and film music have devoted time taddg@oyment of sound and music in

animation possiblydue tolimited reseach on the development of animation after the Golden Age.

This studyaddressesa need for research that from an animation perspective, adlVance the
deploymentof contemporary productiomprocesses fobetter integrating music and animation. This

was &hieved by investigating and suggesting the ideal musical competency set a character animator
would benefit from to digitally animatéhe performancesf characters for a 3D animation feature
length film to closely synchronise withe-recordedmusic. An pproach for notationvasproposed in

which the animatorcouldusethe suggestednusical competencies. Ultimately, this research can lead

to findinga universallyagreed approach for notation in animating to music combining both traditional
and new methodsaind techniquesThe research can also leaddisanges in the working practices of

the filmmaking team and work flowithin 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
NEIljdzA NE& a8y OKNBYAalGA2Y (2 Y dzidaveapedAiTiis dpproad 6 A (0 K
demands greater integration between the key tasks in the production pipeline and will require closer
communication and collaboration between the different flmmaking teams, including the animation

and music teams, all working towas 1 KS 06 Said NBadzZ G dnerde8cdided! GilA SOA y 3
O2YLI2aSR FAfYO® ¢KAA YAIKG €SFR G2 3INBFGSNI dzy RSN

theyfit into the overall process. Towards this emsdcrifices from all sides will hatebe made.

For example, the director in the p@roduction 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 contpacies and use the proposed method when animating. In
post-production, the editing team must workore closelyith the animator to ensure that the scene

remains as intended.
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A qualitative research approach was followed. The research methodology consfséetistorical
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 $tuglypurpose of
analysing the case study was to highlight thesmal scenes iKkhumba 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 Bradleya & { & lbafllet fcknp &séthe scene used for illustration purposes.
The casestudy also introduced the animators who acted as the informants for the research to
substantiate the research argumetitat character animators can benefit from musical competencies,

and that they can apply these competencies beneficially in the propased

The reason whKhumbawas chosen as case study for this research is beddbembais a South
African animation filncontainingmusical scenes. The animators were accesgbtigh to make it
easy to understandhe practices and processes within tpeoduction 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.

Oneon-one semistructured interviews were conducted ith the lead animators and character

animators responsible for the musical scene&iumba The study was also informed by interviews

conducted by otheswith directorsand the animation superviserOpenrended questions pertaining

to the animation proce8 YR GKS FyAYIF02NBRQ YdzaAOFt Gl fSyida |

one-on-one interviews, while feedback on the proposed approach for notation was also obtained.

The question | wanted to answer tinis researchwas What basic musical competenciesuld have
been ideal for the character animators ghumbato have and how can they use it to animate

performances of characters to fit precorded music?

To answer this questighanalygd Khumbafollowing/ NJ- F diginfti@rbetweenperformanceW® Q
animation and performance WA ghiation, where performance W 2 @n{nation concerns the
filmmakersand audiencesand performanceW Aaylifdationconcernshe charactersand movements
within the film. The performancesW¥ 2 ahifdation - how Khumbawas made (includingthe process
followed to animatethe musicalscenes) waspresentedasinformed by interviewsconductedwith
membersof Khumba& fdmmakingteam. Theanalysidocusingonthe performancesy Aaglirationwas

doneby watchingthe film and conducinginterviewswith the animators The physical movements of
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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.

C2NJ GKS FyAYIlI GSR OKI Nelevafelp characeratina®yhasio bécdmed SSY ¢
a performer and act the part. For a musical scene, the animator besaitker the dancer,
choreographer or musicianin this instance, it can be said that the character animator is in effect

WY dza A WhSyy Fuvdza A O-fledordedi thusic,2he thbBcter 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 eihe aame 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 st@btatesearch
compiled aset of basic theoretical knowledge and skills in music that might be useful for character
animators. This investigation was complented by probing into the backgrounds of contemporary
character animators to establish their views and feelingsua the relationships between music and
animationas 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 musicalompetency set for character animators include knowledge and understanding of

some musical aspects of sound such as pitch, duration, loudness, melody, harmony andsimiae
fundamental rhythmic aspects, i.e. beats, tempo and rhythasic musical termirlogy pertaining to

mood, tempo and dynamicand; basic notation of pitch and duration. Possessing this musical
competency setllows character animators to break down a piece of music into smaller sections,

analyse the music in each section and interpietiA Yy & dzOK | gl & GKFG RSOAA&A

movements can be made.

In investigating the ways in which variot@ntemporarycharacter animators animate performances

to music it was revealed that a univeryahgreed approach for notation does noxist. 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 gutaed version of the original bar sheet for animating the
performances of characters in musical scenes synchronised teepoeded music. The most

important feature of this new proposed bar sheet is that it includes a staff of musical notation which



Carelize Jacols97

displays the melody ofeitmotif (theme) of the prerecorded music. On most of the modeday bar
sheets this staff has been omittedlternatively, in a situation where the musical notatitor the
sourcemusic isunavailable computer software can be used toanscribe the audio music to sheet
music orthe animatorscould beprovided 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 musicparameter).

This study proposes five steps in using this approach of notation that can be used for animating
characters in animated films that are either musicalsamry other feature films that contain musical
scenes. Firstly, the animatoegorms certain calculations and complet¢he 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 tla vis
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.

| have presented a visuegpresentationof what the proposed bar sheebald look likedigitally. In
addition, | proposed the development of a pligto assist the animator with the actual process of
animation. This plugn consiss of the musical staff which is placeeglow theanimation timeline and
which enables the animator to visually see musical cues while animating. | offered a visual

representation of what such a pltig couldlook like in Autodesk Maya.

In illustrating theproposed approach for notatiorto the Khumbacharacter animatorsiza A y 3 . NI Rf S&
G { 6 y bhllet scBrie and from the interviews in general, various insights were obtained which
substantiated my research argument. | established that nkdsimbaanimators have some form of
musical knowledge and skithich theydrew fromto animate the musical scenesKimumbaKhumba
animators confirmed that thewere already using certain musical concepts and that the meaning of
these concept$n animationare similar. They agreed that havimgore musical knowlege ard skills
would have helpedhem in animating the musical scenekihumbaThe fact thalkKhumbaanimators
developand usetheir own methods for animating musical scenes and that northerh knew ofor
hadever used a bar shegitrengthens the suspiciorat there is no universally agreed approach for
notation to use when animating musical scemesl that collaboration between composer, animation
director and leads, and choreographer is essential ingoogluction with blocking and keys locked

down beforeanimation beginsAlthough some of th&humbaanimators werenitially sceptical of the
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proposed approach for notation, they all agreed that it off@¢a possible solutioto the problem of

ONBI GAY3 | WwWO2 Y withinSvBnientstirded to e framedo @Sngidewith the music

6t 26SttQa OAYSYFLGAO ARSIHEO® 2KAfES y2iAy3 GKS LINI
such as time and resource constrainkumbaanimators could recognise the need for a more

coherent approach for animaty 3 Ydza A OF f &a0SySa (2 | OKASGS t25S¢tf

For a more coherent approach in animating musical scenes according to the proposed approach for
notation, changes in thproduction pipeline will have to be made. It is inevitable that theikbea

closer collaboration between the different filmmaking teanSpecifically this study recommends

that: (1)the continuous learning effortef character animators shouidclude acquiring the proposed

musical competencie42) the composer provides the nsic in its final form together with the sheet

musig (3) the filmmaking team adopts the proposed approach for notation which demands some
changes in working practices and work flow within the production pipgl(#ethe director ensures

that characterantv I 12 N& | f 2y 3aARS GKS RANBOG2NNRa y20Sas GF
scene layout, also receive the proposed bar si{edth notation of melody on the staff), a click track,

and the prerecorded music audio in the pggroduction phase(5) characteranimators complete the

proposed bar sheet (preferably thégital version)(6) character animators use a phigas suggested

to animak in the production phaseand (7) thatthe sound editor orvisual editorin the post

production phase linep the music to the animation exactly as the animator intendedrtdiscuss it

with the animator before commencing with editifthisRA Ry 2 0 K| LILISgwadf A § S ¢. NI R

scene irKhumbawhich resulted in his actions being out of sync).

Sme generalrecommendatios that folloned are that universities and other training providers
should develop short courseso teach character animators basic musical competendibat a
programme be developed for a digital bar shestd; that a plugin be developeddr 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 sbecassethe
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 thapproach. At the same time, musical competencies can benefit

any animatornot onlythoseanimating musical scenes and can assist animators who animate shorter
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musical scenes as Khumba As musical competencies are beneficial to animators in genecalnit

also benefit animators who animate musical scenes with many characters.

Thisstudy was limited by the little experience of thKkhumb#& éharacter animators in animating

musical scenes. Ideally, animators who worked on otheimated features and who evk for

reputable animation studios outside South Africa should have been included. My study may have
benefitedmore if theKhumbaanimators were interviewed clos¢w the timethey worked on the film,

as it wasdifficult for them to recall their working nactices in detail A question regarding the

practicality of attending a short course to learn the required musical competeoaigdd further have

informed my studyAlso, hformants may have haabetter understanding of what the study ented

hadadek yAGA2Y 2F | WYdzaAOlf a0SySQ FT2NJ GKS LlzN1R &S

Future studies on this topic may include extendihg studyto considerthe views and pracsies of
animators from various other animation studios. The proposedra@gh for notation should be
implemented on a real animation project, while another study can evaluate the effectiveness of this
approach. The studgould berepeatedin another context, outside South Afridanally, the proposed
musical competencies cdre tested to ensurehat it is inclusive of all competencies animators can

benefitfrom.

With this study | in no way imply th#te musical scenes ihumbad A y Of dzRAy 3 . NI Rf S& Q32
dance) were not of a high standard. Ratherfdgusing on the dployment practices and processes in

proposing musical competencies for character animators and an approach for notation when
animating the performances of characters to closely synchronise withguarded music, the study

presented a methodhat has thepotential to produce better resultsThese areaccordingto which
t26SttQa ARSIE O2dA R 0S I OKASOGSR® . & R2Ay3I az23s i
practises and most imgrtantly to the muchneeded integration of the fielslof animatian and film

music.
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Appendices

Appendix 1: Interview QuestigriGuide

Formalities:

9 Participant Information Sheet
T Consent form

Questions(semi structured and open ended)

Involvement:

1.

What were your responsibilities in the filkhumb#& (E.gModeling Character development,
Animation, ect)

2. What particular character(s) did you work on?

3. Did you choose to animate particulscenes or was it assigned to you?

4. Did you animate dance scene ikhumbaORhave you ever animated a dance scémany
other animation? Please describe the scetfes

Animatic:

5. Please explain the process which was followed to develop and incorporate music into the
Khumbastoryline”’.

6. Was there sounéhcorporated in the animatic? If so, was it done to the correct timing?

7. Did you use/vark from an animatic when animating the dance scefes?

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?)

Animatingto-music:

9.

10.

11.

12.

13.

14.

15.

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.)

How did you use thesmols? (Did you use it in combination with, for example, a computer
program or did you work on your gut feeling?)

If you received the music, did you listen to it, work from a musical score/sheet music or did
you workfrom both?

How did you determine the correct timing of the musical scene? Did you work it out
manually (frane by frame) or by acting it out or by using another way?

What waschallenging for you abowtnimating the dance/musical sceneshy\tlo you think
you struggle@ (E.g. did it take you longer thather scenes?)

Do you think it is more difficult to animate deing animals than dancing humanoid
characters?

Do you know of any specific method other animators might use to animate to music? Please
elaborate.

36 Start with 29 part of this question if participant was NOT involvediumba
37 Askkhumbalead Animators only.
381f YES answer next question, if NO continue with Question 9
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Musical knowledge andc8ls:
16. Do you have any musidahowledge or skill3(E.g. can you play a musigatrumentor did
you sing in a cho®
17. Do youhave an innate musical talent exceptional love for music?
18. Do you understand basic musical conceptd how it relates to animatior?

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 ugg?

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 usedlzar 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 moveliiembt, explain}

23. Do you know how music was animated in earlier d#ysot, explain?

t NPLRAAGAZY 2F WySgQ YSUGK2RY
24, After explaining suggested musical competencies and proposed method: What are your
thoughts about thisDo you think with a basic knowledge of muai@ this methodyou
would have been able to animate a dance scene mofebably or efficiently?

Thank you!

391f YES, ask to elaborate, if NO explain it to them
400nly ask if they DO HAVE music knowledge
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Apperdix 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 mostefrt were involved

with the production of the animation feature fillKhumba Only two animators were not involved

with Khumbabut were interviewed because they had experience in integrating music and animation
in animation film:

Matthew Lowry
Nadia Darries
Daniel Snaddon
Kane Croudace
Nico Venter
Samantha Cutler
Annike Pienaar
Paul Lombard
Harold Courchay

T v Ty Ty Ty Ty T T

(Note: This is a faithful transcription of the interviews. For the purposes of this research report, only
the questions and answers pertaining to the@asch 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 withMatthew Lowry (ML), animator at Triggerfish Animation Studio, who actsd_aad
Animator in the animation feature fill{humba

Date: 29 August 2016
Length:38:51 Minutes

Place: Triggerfish Animation Studio, Cape Town

cJ 2Kl G 6SNB 82dzNJ NBalLlRyaroAtAiArsSa Ay G(GKS

ML On Khumba | was what was known as a lead animBtgressentially what that meant
was | had two teams of what, 3/4 people each, in each team. And my, first
responsibility was actually, character testing, rig testing, in thegpogluction phase.

So there was a prproduction phase for about a year. Andrthg that time | 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 departmewetbped the rigs, | 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 teamg. oDthe teams, did a
musical scene which was the dancing ostrich around the camp fire.

TA

¢tKS 2GKSNJ 0SIYS L R2yQiG GKAy]l GKS@& FyAYL

lot of the action sequences. And then they also got a few, conversational pigoes.
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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 charactrs an
singing characters and that kind of stuff.

CKIFIGQa AyGSNBadAyao | @S @&2dz LI NI A Odzt I NI

So | was involved in that dancing ostrich Bradley scene, to a certain extent. So what

the lead animators did was take the @ation from the director and try and, get it

I ONRP&aa GKS dGSIYy a2 GKFG o0& GKS GAYS (KS
through a couple of internal reviews. And | tried my best to, to use my very slight
musical background to keep the whole thing loeats. 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
GKIFIG L KFERYyQl R2yS yaMRHKHEKMZYE NazaQDy dS NJAS Re
Fyed RIFEyOAy3d alOSySaod !'yR LQY y2i0G adaNB AT
be mistaken. But myself, no. | had never done anything like that. So it was a real
challenge.

52 @2dz (KAY | folinkitnsids @eacing beiNgdbn@ & general?

Wl @ L GKAY]1l GKSNBQa I @GSNE ALISOATAO NBI &
very tricky. You have to keep very strictly to the beats and very strictly to the time, of

0KS YdzaA O I yiRvolvesiaQldt Df, sRufflifi@dro0i and specific feet
Y20SYSyida FyRZ AGQa | @SNE GNROl& (GKAy3 0
GKFG AG 61& FYAYFEA RIEYOAYy3Io® L ¢layQid K
across than humans which the ady OS ¢2dzf R OSNEB Sl aAirfte &SS
right.

Ja.

l'YR 6SQ@S aSSy | 20 2F RFEYOAy3a Ay 2dzNJ f A
So we had that going for us.

Ja. Great. So please explain to me the process which wasddlifrom developing
and incorporating music into the Khumba storyline. Was it written in?

As far as | know, there was always one or two, | know the director had always had a
vision to have music playing a fairly decent part in the, in the show. dig r@cks

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, | remember them being in
that. And the music obviously of thé@roo has its own kind of verpscific feel. So

it became quite a unigue aspect to the film, the music. And I think it was fairly
intentional to have it in there early. | 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.

WEZ a2 Al 6lad XOAYIGSNBSYyiliA2yeod
So it was just part of the movie.

Written in. The animatic. Was there sound, incorporated into the animatic and, was
it done to the precisely correct timing?

So the previs and animatic, were beasts of their owAnd 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 animatiove 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 actuallnated

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.

Ja.

ltchang® ljdzZA GS 2FGSy I yR GKIFiQa 1AYR 2F GKS
€2dz OLy AYlI3IAYyS é Sy éxltzamé OFrYS IyR (K
YdzaA O OKIlIy3asSa (Kl 82dzQNB YyAYIGAY3a (2 Xo

Are already animated, ja.

It does become a different kettle of fish. But ja, what ended up on screen, everybody
was happy with and it worked.

Ja.
{2 GKIFIG{iQa NBIrfte GKS FTAYyILf aléeo

Great. Would you say that the animatic is like the most prominent guideline for the
timing in musical scenes especially?

Ja, | 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 becomerenand more refined.

| 26 SOSNE y2GKAYy3 Aa aSid Ay adz2ySo b2yS 2
0A0tS GKIFIG ¢S O2dzZ RyQi OKIFy3aS FTNRYO® l YR
different to the final animation because things, as | say, get aidngedits.

Ja.

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
GKAy3a G2 a0SySa GKIG YIrreoS yrRE ByKB Ak 2 MS
{2 @Sasxy GKSNB 4SNB 3FdzARStAySaz LQR &l & LI
the final product, but it changed the entire film.

WI @ {2 e2dz R)\R’VQG Kl &S f)\léz SAaLISOALK T f &
was workedout in the animatic?

As far as | remember, and he was quite, he was quite open to input for the dancing
scene. | 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 guthb 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
gSANR2Qa® .dzih KF@Ay3a + t24 2F Fdzy R2Ay 3

Ja, ja.

Andalot2¥ AG OFYS GKNRddAK Ay GKS SyR:>I (KSNEB
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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¢CKFiQaz GKIFGQa 3INBIGD { 2 smdéived thatéhabied (G KS
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?

{2 6AGK GKS NB3IdzZ I NJ aOSySasz 4SQRotekdng | 8 4 NJ
gKI G KS RARZ ONRBIR A0NR1S 2F gKFEG KS &1y
NEOSA@GS (GKS RAIf23dz2SZ 6SQR NBOSAOS LINBOJA A
GKIFIGQa 2dzad sAGK (GKS NBIdzZ | NI y shéldvikidal a K2 G |
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 | say, a lot of it was worked out in the, in the video room with dhémation

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 shoeyTtork, they

g2N)] SR 2dziz LQR &le& G €SFad pm: 2F 6KI G
kind of imagining and workflow and acting and creativity. The director and the
FYAYFGA2Yy RANBOG2NI Oy 2yteée 32 az (RINIDAG 2
job to keep in that vision, but make the shot your own.

Ja. Definitely.
{2 LQR &le& GKS &GdFF GKIG 61& KIYRSR 208N
forward and make the shots our own.

Who worked out, you just said that, you reeed like the timing and stuff. Who was
responsible for working that out?

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.

So the animators did the maths?

WEZ L YSFEYy AdQa y2d NBFtfte GKFG O02YLX AOI i
maths in school, maybe it was a little bit more complicated.

WEZ 2 d {2 @2dz tA40SySRZ &2 dzeehBuSSoKk ISR |
anything that you worked from. It was just audio or video?

L Ol yQdid NBYSYOoSNW® L R2y Qi NBYSYOSNI ISGaA
stuff was very dance orientated. It was really about the beats than the dance moves
themselve® LQY &dNBE GKIFG addF¥ O2dAf R KF@S 688
L R2y Qi (y26z L oa Ay | oFyR FYR L L} I &SI
L R2y Qi (1y2¢ AF lyez2yS StasS Ay yvye GaSlIya O
been that useful to us.

Ja, ja.

LOY &dNB Al O2dA R KI 98 688y LINPEGARSR AF Y

Okay. What was specifically challenging about working with that particular musical
scene and why do you think you struggled with that?



ML

CJ

ML

CJ
ML

CJ
ML

CJ
ML

CJ

ML

Carelize Jacol§s113

The Bradley scene, theflelODA Yy 3 aO0SyS> L R2y Qi 1y26 AT Al
any other shots. But it was a challenge. | 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 hasings. So what do you do with the wings and how do you

GNIX yatlrasS + RFyOS Y2@0S (2 |y 2a0NAOK RI y
happen on the [indistinct] and animators worked it out and decided, came up with a

solution to translate the musa dance number into an ostrich dance number. On the
20KSN) KI'yRX @2dz f221 0 (GKSX GKS ol ftSi
seemed like one of the most fluent pieces of animation. And that, | think you can

attest to the fact that Sam is a wegood ballet dancer. She knew exactly what she

gra R2Ay3T NBIFINRAYy3I (KS Y20Sa (GKSvyaSt @Sz
AaKSQa LI aaArzylasS o62dzi RIFIYyOS [yR YdaAaAiAOoo
Whereas maybe with the ostrich dance scenefide R LJS2 L)X S tA1S YS 4K
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 | suppose.

Okay. And do you have like a specific method or workflow ybatgo 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.

WESE LQR &lé&X Y2NB GKIYy Fyeé 20KSN) GeLlsS 27
You can look back at the early Disney stuff of the dancing princesses and see a
reference to that stuff properly.

Ja.

.80FdzAaS L R2y QG 1y26 K2¢ YdzOK | pn &SIk NI z
dance in those shows. There was a lot of refeeemged. Sometimes to the point of,

L R2y QG gyl (G2 alreé NRG2a02LIS Ay | o6FR gl
F22GF3S o YR F¥2NJ aO0SySa tA1S (KIFIax AdQa

the animation with slightly more twelve rules ohianation, that type of stuff. But
some of it is very rotoscope. And again, not a bad thing.

Ja.

Uhm, just to go back to your initial question, about the method. So the method itself

| would say is heavy, heavily referenced. And then very spelafiking, because if a

RI'yOS aSljdzSy0S 3ISia Fgtre FTNRY &2dz AdG OFy
method of animation would be tough to use on a dance sequence.

. S0l dzaS @&2dz 1AYR 2F R2yQl 1y26 6KSNBE @&2dz
straight ahead. And with blocking and pesepose you have a bit more of a structure

to your shot.

Ja, ja.

{2 LQR LINE O | oth-gosezhdadif Siatkied, heavilyblanBed out, heavily
referenced kind of workflow. That said, somebody that knolasce 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.

Ja. To animating. So you just said you played guitar in a band. Is that your only
musical skill and?

Ja, I mean | sang and played guitar horribly for a number of years, but | played. | was
forced into playing recorder when | was very young.
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Ot dAKAYy3Ied 2SNByQid 4S8 it o

We all have that part of our lives. | played keyboard piano and that kind of thing.

l'YR 020K Y& LI NByidia INBE OGSNEB YdzaAiAOolf o Ly
fAFSOD {2 LQO®S KIR Yy dzZLIONAY3IAYy3I AYy YdzaiC
skills, they are limited. But | enjoy it anyway

Wl o {2 @2dzZ R2y Qi KIFI@S GKS2NEBR aiAiffta fA]
Absolutely no serious skills whatsoever.
Soitwasselfi  dZZK{dX 3JdzA GF NJ | yR XK

| suppose you could say sedught. Uhm, | had a, guitar teacher who | frustrated for

afew months. But ja, like lot of the guys they just download stuff off the internet of

¥FS6 GARS2a0 ¢CKFG ol a GKS FAYS gl eo LQY
practiced and learned to read music.

Do you understand basic musical concépts

The very basic musical concepts?

The very basic.

{ dzNB @ LT @2dz 6Syid o0Seé2yR (KIFI{iX &2dz2QQR LINJ
aK2dzZ R dzy RSNEGFYR 060SOlFdzaS LQY DNBS{| I 0dzi
hKZ NBFffeakK CKFiQa a2 QYUSHEESAYAdzol KAz &
just go through it with you now. So just a few terms in music that relates to animation
GSNXaod LIQa GSN¥Ya tA1S GAYAYy3 GKAOK A& 20
timing.

Mhm-mhm

And also, tempo which weaa, 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
oSIradd {2 GKIFIGQa 2dzAadG o0F&aA0 YdzaAOrfzZ (GKAyYS3
that.

Right.

Before | go on with that paper, do you think you used any of your musical skills to
animate the characters more believably?

So | had, when you got in touch with me to begin with, | thought about it, because |

wanted to give you something thatyoucouldus I Y REX L Q@S ySOSNI NBI f

0KS O2yySOGA2y G(K2NRJzAKf & ® L GKAY] RSS1
02

dzy RSNBRGFYyRa GKS o0SySF¥ada 2F o6SAy3 Fo6fS
L R2y QU KI @S Tl yidl &idA Oep¥d teath And esseatiplly fiké & © L
82d2008 2dal YSYyiAz2ySRzT G8YLR FyR NKeiKY:

musical ability but your animation ability as well.
Ja.

Timing and spacing are very prevalent in animation. So hopefully subcongciousl
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
FYAYFGA2Yy R2SayQi O2YS | ONRaa a Y2y2G2y7?
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same tempo throughoutt K SNBE Qa &d42YSOKAYy3 | O2dzLX S I yA)
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 onenain important pose, storytelling pose.

Mhm.

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

GKS AYLRNII Yyl &a&ihésameppliedto the, yoirbuild goRr skot: &
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,

0 KNB dzZAK @& 2 dzNJ Sy (ioAbEdBmeamordigrious foktheCuddierde® Sy 3
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 | suppose if they
RARY QU GKIGQa ¢KI {lead &8 theRahilNalidd dixdidr stcfhede y A Y I G
for, to help influence slightly more musically challenged animators. So | suppose if you
GKAY1l Fto2dzi AG GKFG gl eéx 2% YdzaAolt GSYL
bit subconsciously or indirectly.

What other skills would you say you used? Like | know for instance Samantha will say
the dance skills. What do you think you, what other skills that you might have used.

[ SG4Qa asSSo L Oty 2dA3fSo
[laughing]. Can you really?

So basically, | thk the most important skill the animator has is, like being a closet

actor and | mean that in a sense that I, if you put me in front of a camera | will literally
YStidd ' yR aSSLI Ayid2 GKS 3INRdzyR | yR &2dzQf €
withaF NASY R (y26Ay3a GKIFEIG GKFEGQa ySOSNI I32Ay
KFEgS | t2G 2F Tdzy o {2 L O0KAY{1Z LQY |y Ay
and become a bit of an extrovert and being able to switch off your cringe,
embarrassmg i FIF O02NE 06S02YSa NBlIff& AYLERNIIYyG
GKS2QNBE NBFffe akKe AYUNRBOSNISR {AYyR 27F 3
necessary to become a bit of a class clown.

Ja.

And dig into themselves and their life exgarce and become really actors, besides

0SKAYR GKS ao0OSySao {2 LQR &ate GKFdG gl a a
my shyness and, and draw a life experience and become a bit of an actor.

Wl & CKIFGQaz 2 % f A1 Sseswith tficsadimatoks and KuchR LIS NJF
Ja, we actually did that on Khumba as well. We brought in a coach and we did some
NEFfte O0ATIFINNB YR ¢SANR | OGAy3a SESNDA&SAH
It was shockingly embarrassing.

[laughing] Buti K 1 Q&4 322 R® ,2dz ySSR OGKIFdo | | @S ¢
to animated dancing?

{2 LQY (GKAY1lAy3d GKNRdAAK Fff GKS IYyAYIFIGAZ2Y
to do with, the ex sheet?

LiQas | oAl RAFFSNByldo®
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Okay.

Whereagsthe 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.
LQtf aKz2g ée2dz y2000

h{il &a® hileéd b2 L KFE@SyQd O02YS FONRaa (K
And do you know aéinyone who uses it?

b2 L R2y Q4 NBOIff GKIGEZ odzi AGQa RSTAYAL:
the next time | get a musical.

Wl o LQf f IAPS &2dz Yé &4dzZ33Sai0SR YSiKz

pul

y 2
Fantastic.

Okay. So you probably, obviously Disneyahbgy influence on us animators.

Mhm-mhm.

And, in those days, synchronized sound was, well animations was first animated and
GKSYy GKS YdzaAO gta Lizi (G2 GKS FyAYILGAZY
successful effect, but Steamboat Willy came oithuhe 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 beayou 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. theylthen

came up with the bar sheet.

Okay.

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, wwork out the timing and such.

Right.

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 thidaes this. So on the music sheet itself,

and then later they got a more complex thing and, they still had the music, but then
Y2NE | OGA2ya 6SNBE oNARGGUSY R2gysE Y2NBE O Y&
and such. But then for some reason,theanid®» RS OARSR GKI G GKSe@
music on this bar sheet anymore. So they kept the format of having the bars, but they
0K2dAKG GKS& RARY QG ySSR GKS YdzaAO Fy&Y2N
drawn up frames or from the storyboards, and th&il 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. Oia®.g L QY LINRBLIZ a Ay
character animators should have like a basic sense of musical knowledge.

Mhm-mhm

7

{2 LQY 32Ay3 G2 dzasS (KS &ALISOATAO:I (KSI GK
as an example to demonstrate this method that | think wibrk.
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Okay

{22 GKA&A Aa {6ty [F+1S 200A2dzate GNRGGSY 0o¢
{2 GKAA Aa GKS 2NOKSAGNY y20F A2y ® YR L
G2 NBIR 2NOKS&AGNI GA2Yy S o 3laiddaBvbushiwhenitQa y 2
SyRa fA1S GKAaz AGQa y2G4x 21 o

Right.

And this is about twelve pages long, but obviously the main theme of Swan Lake is,
that [singing].

Mhm-mhm

l'YRY a2 GKIFIG YIAY GKSYS OFy 0S atdestYSR dzLJ
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

G6St @S LI 3Sa G2 2yS: gKAOK Aa ¢gKFd GKS
suggesting that character animators should know, basic terminology of, things such

Fa> YyRIFIYyiSX 6KAOK Aad (GKS (SYLR YR K2g Al
GKAOK @&2dz gAff Ll2aarote 1yz260 I 2NNB Ol YS

Okay | got you.
Piano. And F, very loud.
Okay.

And then also, like this is mood terminology. That says for instance it must be, swiftly
but very expressive.

Right.

{23 GKSy 2dzad (2 1y2¢ GKIFIOIQa | #&AtEKESNI y2i
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, | propose that you receive an

audio track and then a click track which points out the beats to thmatur. So, then

with this, this a new type of bar sheet will be drawn up which will look something like
0KIGo 2SS gAatft KFI@S GKS GAGES GKAOK gAff

Mhm-mhm.

The tempo will then be, we will be able to work it out fromuyknow, 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 beatshpnute 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, = G KIF 0 Qa y 2
by five frames per beat.

Okay.

And then you can work from there. So then | 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 aawrite down the action and, what must happen in each

frame while seeing and then hearing the audio track along with the storyboard, initial
AG2NBEO2FNR AYlI3ISa gKAOK YI&oS akKz2ga KAY Y
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or turning around and doing aAcdA t YR & dzOK ® {2 Ay GKAA
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
fgreda NBFSNI ol OBNHASGAGKIFYRE2ZADR2YRRK G FS
A2YSH6KSNSE |yRZ L (y2¢ (GKFdG 6SQNB tAQGAy3
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 yoan see the reference footage.

And then you can, according to the beats and bars, animate more, hopefully more
believably.

2Stffx GKFG YI1Sa asSyasSo L dKAYyl @&2dxQ@S R
could.

[laughing].

And | think, by acident and because our sequences were quite short, we got lucky
and were able to do it by ear.

Mhm, ja.

However if we were animating a lot more musical sequences or a musical animation,

I think this kind of stuff would become absolutely valuable bsealike you say,

knowing what actions happen over how many frames is part of animation as it is. And

F2NI LY FYAYFG2N 6K2Qa y20 OSNEB YdzaA Ol ffe |
g2dzZ R KILIISY 2@SN) Ydza A O3 YA Jrkean tisJaoity S @3S N.
asSsSvya O2YLX SiStesx 200A2dza FyR YI{1Sa &aSyas
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 sequasieesimilar

gl ex odzi y2i RNAGSY o6& (KS YdzaAOod LG o1 &
we lucked out that we got it on beat and we got the right actions and the right frames

YR RNBg 2y LIS2L)X SQ& SELISNA SywénShetlandeS { I YO
sequence. Whereas if you had given me the ballet sequence, it might have come out

rather ugly.

[laughing].

{2 GKA&a 1AYR 2F a0GdzFFzZ 21X L O2YLX SGSte
RSLIK GKIFY LQR SOfakdsaletdfdenseld | 62dzi A G 0 dzi

So do you think then with this, suggested basic, very basic musical knowledge that the
animators would have theg

Well, what | like about it is that it touches on stuff that we already as animators use

and have whichisspad@n I YR (GAYAy 3o t24Sa LISNI 4aS0O02YyR
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 reallyl & 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
LISNF2NXYI yOSo {2 L GKAYy]l ¢éKIFIGQa 3JF22R | 62
frightening, scary, strange subjectittle more approachable for animators.

aKyYo ¢KIIGQa 3INBFGO 2Sff OGKIFdG gl a NBFHEte
more than welcome to keep this as well.

N

cryﬂl-aﬁ;\ém LQY 3I2Ay3 g2 aK2g Y eé RIFR ©
memorabhlia.



Carelize Jacoljs119

CJ Oh, really?
ML And on top of that, animation memorabilia. So this is like a nice combination of both.
cJ W @ {2 @2dz2QNB Y2NB (KIy 6St02YS (2 1SSLJ
anything or any insight that you might have or any suggesti
[END OF RECORDING]
INTERVIEW 2:

Interview withNadia Darries (NDan animator at Triggerfish Animation Studio. She was not involved
in the animated feature filmKhumba 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
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Have you ever animated a dance sequence, or a musical scene?
In college.
Can you describe the scene?

With this little boy dancing on a wall, like on the sideadbridge, this little vicious
state side camera, and he was just dancing from scene to scene.

Was it a long scene?

LQY y20 adaNBxX A0 ¢l a tA1S GKNBS aSO2yRao®
2138 0KS gK2tS a0SyS gNRGOSY Ayid2 GKS adz2N.
Ja, well, it was planned.

Was it planned beforehand? And did you plan it out on an animatic, or was it in a
storyboardlike plan?

Animatic.

And how detailed were the movements, like the specific dance movements in the
animatic?

Well, actually, that was completelyabed 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.

Mm.

LQY | Oldz2rffte FyAYFGAY3 avyrft ftAG0GES RIyOS

Is it?

X F4d GKS Y2YSyidz 2t o
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What, what does it entail?
LGiQa 2dzad Geg2 avirtf tAG0GtS 3Idazr tA1S L R
Oh ja, awkward sort dancing?

WEZ a2 AdQaz AdGQa f A1 SiowinduneRadttSaaywhmsic, NS | £ £ &
whatever, you know.

Did you choose to animate those scenes, or were they given to you? Is it? Did you
choose to do them?

Ja, | also decided to make them dance.
Oh, so it was a choice?
Ja.

¢ KI { Qatingh Yid yolIBetause some people say that animating dance scenes
are harder than just normal animation scenes.

Why do they say that?
CKIFIGQa ¢gKeé LQY FalAy3a ez2dz YR a2YS8z (KS
getthe rhythmright,and KS € S3a Y2@3S |G  OSNIFAYy GSYL

move together, so to offset that?

I think maybe why, | would imagine it, the reason why | think it would be hard, is like,

Fad 2L aSR G2 lye 20KSNJ LK aphgsicdl. Sdlike] S 0 S
AT @2dzOQNB 3JI2Ay3 (23 L YSIyI GKS NHzyyAy3 X
F2N) AyadadlryoOoSs L GUKAY]l RIYOAy3I Aa RATFTFSNES
particular style of dancing that exists in your life, andyo2 kn> & 2 dzZQNBE y 2 G 2d.
G2 O02y@Seées 2NJ GNBAy3 G2 | OKAS@®S fA1S LKea
achieve that style of dance, and you know, you need to keep that particular kind of
RIyOS o {2 AGQa tA1S | Oéyﬁﬁﬁlﬁxﬁ&llﬁfl?\al@é@i} (
GKFG RIFEyOS @2dz2NASt TS AGQa 2dzad €A1S Fy20f¢
know, as like an extra challenge.

Ja.
L GKAY1lZ G2 YS> GKIFIG ¢g2dAZ R GKIFGQa ¢gKexX ¢

Okay. And whadid you use, to animate the dance scenes? Did you get like, for
instance, | propose that you have a pexorded, 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?

L RARYOQGZ odzi X= 0680Fdzasd L SYRSR dzJ YI {AY
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?

Ja, ja. So you turndgtle process around?

Ja, ja, yes.
2 KAOK faz2 ¢g2N]ao {2 RAR @2dz dzasS tA1S |
GKS GKAy3aQa 2y + aSid oSFHio ¢KSy 2dzaid Fy A

harder to animate quadrupeds, as opgam to humans?
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51 yOAy 3K WL | 2dz (y26> 0SOldzaS 6KSy @2 dz
GKI G 22dzQNBE R2Ay 3 &2dz {y260® LGiQa 2dzad f
or character would move, you know, in order to like act out this paldr action. And
20@0A2dzat ez ¢S FNByQd FyAyYyrfasz a2 L
AYF3IAYS 6KIFG (GKS@ g2dfd R R2d {2 L RS

KAV
TAYAQ

Ja. And do you know of any specific method that animators use to ssmtmausic?

. 2dz YSIYX 06S&ARS& LlzidAy3a AG Ay @2dz2NJ a0OSy
by ear, by like listening to, you know, when the, sort of the crescendos and whatever

else, is. If I, for me personally, | would, it would be very vismahe. | would listen

to the song, get a feel of the sound. But it would be sort of more visual for me. |
g2dzA R t221 |G GKST GKS ¢l Fax &2dz (y263 X
O | ] G SASNI L R2 drazy messizsong/@ithIBts A T A U
0 az2dzyRa GKIFIG ftA1S AYRAOIFIGS 46K
iQa Fftf L Oly a&aleéeo

{23 @&2dz f22 G GKST fA1S GKS 41 Fax tA1S
indicate that?h NJ g2 dzf R &2dz 2dza i XK

N Z ¢

= o

—\<Q\
— CnChR —

b2ad® L YSIy> L 3Idz8Saa 0SOFdzasS e2dz 1y263 S@E
we receive it in that format, you know what | mean? We just get the track.
Ja, ja, ja.

So, ja, | mean, also, like you know, if you dotlgettrack, you just need to, once you
know what the tempo is, and you know which moments are like the crescendos, and
GKFIGEZ L R2yQi (y2¢6 ¢KIFIG GKS 2LJI2aAdS ONBa

The decrescendo.
¢tKS RSONBaAaOSYR2> 42 X ¢oKENBoIKRZaOaYAYIRU!
well for me.

Do you have any musical knowledge, or skills?

WEZ YdzaAO Aa 2yS 2F Yeé Ll aaizyas odzi L
GFdzZAKG YdZAAOAlIYS>S 6KI G§SOSNWD LQY 2dead | o
always been there.

<

No, | do think that it has benefited me in animation. When | started out at the
beginning, my first supervisor, he said, that he picked up that | was quite sort of
atuned to timing, and like natural, like affinity, or natural softfeel for timing in
itself. And I think it might be due to like, you know, musical passions, etc., whatever,
X

Ja.

X BKAOK KFra XX L YSIysz GKIFIG a2NI 2F> GKIF G
sort of is like, you know, these dips afftese highs, and it is quite bebtsed,
SYy2dA2ya NS KIFILIISyAy3a 6SHGaz yR OGA2Yya
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,; AR d¢h2KX fA1S AdQa I f
1y26x @2dz 3SG F FSStAy3odé l'YR AdQa GKS
actions exist together, to convey a feeling. And | think in that way, you kind of, there

is a relationship that exists, ja.
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Wha instruments do you play? | am taking it that you sing? Then, do you play any
instrument with this?

DdZA GF N LGQa F fAGGES FNRPdzyR SOSNEUOKAY3AZ
Is it? And was it sethught?

WL 1|yR LQY y2i OSNE 322R3 odzi X

Ja, no, but that convinces me you still love music, you love it.

Ja.

Do you understand basic musical concepts?

[A1S XZI ¢KFG R2 @&2dz YSIyK

Like, for instance, you said crescendos, stuff like that, basic terms and stuff.

Maybe, ja, like bsic, basic stuff.

Basic, basic?

| probably, | did my Grade One piano or you know, Grade One guitar, so | can sort of
do the basics, you know.

L Kl &S

WES @&@2dz 2dzald ySSR XI 2] ffx
LQf f i 2dz GKNRdzAK GKAa&

terms thatrelai S X X arfq
Mm.

LGiQa XX L 2dzad e¢lyld G2 GStft @2dz Fo2dzi |
GKFG ¢S R2yQil lfglea OGKAY]l |o0o2dziz odzi A
obviously the firstonea dza A O € GAYAy3IQa NBlIfte GKS &l
everything. Then, tempo, which can be seen in animation as pacing the animation,

YR G2 6KIFG o6S8FGa LISNI YAydziS &82dzONB R2Ay3

your timing, and stuff, and wbh can be worked out in frames per beat.
Mm.

So, there is a method of working out frames per beat, which are indicated there, as
well.

Interesting.

LGQa 2dzald o0&z 21X AYRAOFNGAY3AZI dzaAy3d (GKS
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,
YR 0SIFG Xz 2@

Oh, the tempo of the music track?
The music, ja.

Oh,thaRa O022f @

WES FyR GKSy &2dz Oby 338G (KS (68f0S TNIYS

demonstrate now how that fits into my whole thing.

Okay.
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So, do you think that you use your musical knowledge, conscious or unconsciously, to
animate your characters?

hKX L GKAY]l A0Qa dzyO2yaOA2dza o

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 | know for instance, Samantha uses
her skill of balleand dance, to animate her musical scenes.

2 KIFG 20KSNJ aiAftfa XK
{KS I'YAYFGSR KSNJ 2a0GNAOK R2Ay3 oltfSdiaz a
2

L R2yQl (y260 L 3dzSaasx L YSIy>X AdQa yz2i
@2dzNJ SELISNASy OSao L hor@@st.y1 §ust, yod kriove, drawyfromh y' & & ]
SELISNASyOSao L 62yQiG are LQY | ailridSoz2l N
LQY y204 F a{ilidSo2FNRSNE L ¢2dAZ R ¢l yid GKS

Ja.

But | can draw from being an introvert, you know, | could draw frorimdpéreing
awkward, you know, draw from those sort of qualities.

Ja, ja, ja.

[A1S8 L R2yQis L OFyQl RNI}I$ FTNRY lLyé &1Af
Okay. And have you ever used or heard of the bar sheets, to animate music?

To animate music?

No? And, okay. So now, so let me tell you a bit about animating to music in the earlier
Disney days.

Mm.

So, obviously Disney had a big influence, especially on the music side, as, in before
synchronised sound. The sound was only done dffteranimation. But then they
FAIAdINBR 2dziz a[A&al0Sys GKAaAa Aa y20 2N Ay3
G2 R2 &a@yOKNRYAASR &42dzyRI 6KAOK OFyy2i X3
And then, but then Disney and the animators felt théiete must be a more

productive way of animating to music, where the musicians and the animators can

g2N)] G23SOKSN® {2 2AfFNBR WHOlazy alLISOAT)
The metronome is a constant beat. The musicians can work toeitydil4 said, and

then the animators can also work to this constant beat. So they drew up a bar sheet,

GKAOK glta FOGdatfte R2yS 2y YdzAAO LI LISNI I a
and then the animators would write on what happened, in each beAnd for
AyaaglryoOoSs AF¥ (GKSNB NP fA1S @20Fta FyR a

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 wilitamd

to here, and then the animators will only work from here, so they have a set piece to
NEFSNI o6l O]l (2o CtKSYy 20@A2dzat ez 213 Al OKI
paper. So when the musicians wrote down their like scores they comirgaong 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
GKS T OGA2yas YR K2¢g SOSNEOKAY3I g2dzxZ R KI L

Mm, mm.
X Ay GKS OSNIFAY FY2dzyd 2F ol NAO® l'YR (KS
of system. Butasyodl y &SSz G(GKS YdzAO AdyQi &K2gAy

aiAtt dzaS GKSYy OdaNNByid tA1S aONBSYy Ayl dz
XX | OGAz2ya akKz2dzZ R KILWLISYy 6KSNBZ FyR (KSYy
GSONBE AAGAAYIYSAARIEILWAGK (G2RFe&Qa FyAYL
you can see the music, musical bar stops, fallen away completely. And for me this is

I 0AG LINRPoOofSYILGAO® .dzi 21T &2dz2Qf f dzy RSN&A
{2 LQY MR IFRAAYIA0]1 G2 5ArAaySeQa gl &3 0 dz
methods. In those times, animators did have a basic sense of music, which was quite
AYGSNBaAadGAYy3a F2NJ YS G2 LIAO|l dzllx FyR a2 2at:
basic musicality. Okayosy.

| mean, like sound and music, is like half, 50% of the film.

Mm, no, definitely.

Makes sense.

{2 GKA&a A& X3 21le&z LQY aLISOAFTAOIffe& RSY
2F a{o6ly [ 1S2Z¢é &KSNLet Anlokay, © &his R thg/odghal 2 dza
a02NB FT2NJ GKS a{sgty [I1Sde¢ .dzi LQY y2i
orchestration, or anything. So thisis 12 pages, and it ends in a very difficult, confusing,

high note. But then obviously, we only kno$ G KSYS> gKSy @&2dz (K.
[ 1685¢ &2dz GKAY]l 2F GKS GKSYS GKIFdGQa aRlbsS
Mm.

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 instruthat plays

0KS (GKSYS: IyR (KIFIG oAff 0SS 200A2dzafte o6KI
suggesting that you have to have a basic sense of terminology, just terms such as

GFyRIFIYy(iSs¢é gKAOK Aa I GSYLR (KI (ishkkéd &K?2 dz
GKSNB> @2dz {y26z2 AlQa az2Fdz FYyR YI&oS Al
f 2dZRSNE YR 6KAOK A& GF2NISodé YR (KSy 2

Aaz aleazr Al area AL akKzdzZ R iveSainigagoh Fif & o
to the animators as to how to portray the movements. So | 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 fras per beat. | 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 thenipiyihg 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.

Mm, mm, mm.

So then, with this, you will get the full music track obviously, and then the click track,
which indicates the beats, and this.

WEZ KFGiQa Aldo
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{2 GKSYyZ @2dz FNB X3 GKS FyAYlFG2N OFy Lidzi
propose, that should happen here. And they can write down the actions, maybe
elaborating on what, you low, what happens where, and such. And the reason why

| say that everything should be at, like this, is because you have everything together

Ay 2yS LI I OSo L 1y26 Fa FYAYFG2NRE 6S X3
XZ YI&0S L ordoktzhizbrihere, ded dhould just write down here, maybe

L aK2dzZ R R2 (KAaO® l'YR KSNB @é2dz KIS S@SN
RFyO0S a0SyS Ay 2yS LI} 3ISo YR LQY @SNE 4SS
this will be obviaisly, 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. Adhthen, ja, this will, | hope, help animators animate more proficient

X> ¢Sttty STFSOGA@PSter |yR S@Sy Y2NB 0S¢
competencies. So, yes.

WEES L GKAYy]l AldQa O22f o

How do you feel about the idea?

L G KA Y 1cod, (ike & medd® it niaked so much sense. | think it might not work

F2NJ SOSNE (el 2F LINPRAzOGAZ2YS tA1S &2dz 1Y
pay attention to these things unfortunately, but like, for instance, in this film on which

weaS g2NJAy3 y26> gKAOK L KAyl AdQa GKS a
the make music sort of after the animation, you know what | mean?

Ja.

And which | think is silly, because you know, like say the music is like half the film, so

now FyR tA1S @2dz aléx GKS YdzaAOAlIya | yR UF
zero. But you know, | mean it would be cool to have this, because like you say,
0SOlIdzaS @22dzQR 4SS G6KSNB (KS akKATO Ay SySN
Mm, exactly.

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 bck, and try and change things to work, which seems like extra work
2 AlQa 6SANROD

So much extra work.

'YR L GKAYy]l Ffaz2sz Ad YA3IKEG 60Sz L 1y
you know, and compose this, to compose the musici&f®r t A1 S XX FyR L ¥F
g2dzf R 0SS X3 0SOlFdzaS YdzaAOzX ¢S 1y26 Al 328
YdzaA Oz tA1S AGQa 2yS O2ylAydz2dza X3 &2dz |
describes the whole mood and tells the whole like sequench®mwhole scene, or

whatever. | 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
@2dzONB ¢2NJ Ay3a gAGK aKzdaz SoSNe2 yiSOES® 2N
0SY AGQa Fftglea 1jdZAdGS RAFFAOMzZ G F2NJ SASN
together, whereas if you had the music in the background, which Lee does, | think,

K2 R2Sa 2d2NE fA1S 6KSy @2dz2QNB %2 Nj i yaz2 N2
of helps bring people onto the same page.

R2y Qi
by

aYZ 21X AdQa GKIG 3I32f RSy GKNBIFIR GKFG 1 SSL
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Wz 21z 2Io {2 L R2 (KAYy]l AGQa I 3INBILG A
of it in the first place.

Ja.

L YSIysS L R2 tAEINE |YyR &2dz (Y262 5Arayse
right now. Do they, because this makes sense.

Ja, no, | agree, this does make sense. Why would they leave this?

Ja. | would imagine that they would still, ykoow, do something like this do you
know?

b2y LQ@S R2yS I 20 2F NBaSIHNOK 2y AlG3X 0dz
specific production processes, you know about the production line and you know, pre
production, and stuff liketh@& o6 dzi y2d F 62 dzi X

,2dzZQNB FNBS G2 a1l a2YS2yS> 2NJ Yl e@o6S &2dm
To get hold of them is also a mission,.

¢ KSNBQa | Oddz-rftte | 3Ide G GKS &addzRA23X
and he worked on like, he worked at Pixazauple of times | think.

L GKAY]l GKS ARSI aK2dzZ R 0SS LJzZaKSR 7TdzNI KSN
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 withDaniel Snaddon (DS3nimator at Triggerfish Animation Studio, who acted as Lead
Animator in the animation feature fillKhumba

Date: 30 August 2016
Length:55:41 Minutes

Place: Triggerfish Animation Studio, Cape Town

CJ hll &z agtoaskydu adedvhiuéstions. What were your responsibilities on the
film Khumba?

DS {2 Y& NBalLRyaArAoAftAdASa 6SNB GSNE YdzOK f A
team, or | 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, | could help them with those, | was
also there to kind of keep them on style and up to standard in terms of the quélity

the animation. And then | 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 alléhcharacters, 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 evergretter.

CJ Basically everyone?

DS Basically everyone. | think there may have been a couple of the endangered animals
GKIFIG ¢S RARYQO ¢2N)] 2y L R2yQl (1(y2é AT |
definitely worked on the meercats and we may havekedl on the springboks near
GKS SyRX o6dzi ¢S RARYyQl R2 GKS 3aINBIG oA13

teams.
CJ Ja.
DS .dzi 6S RAR | 20 2F YKdzyol Qa &ad0dzFFo [ A ¢

stuff, like we did the big fight scene intii@l dS® [ A1S 6S RAR YKdzYo
A2NlIa 2F Sy2dGArz2ylf a4ddFFfo 28 RARYQH R2 |
emotional stuff.

CJ Did you choose to animate those particular scenes or were they assigned to you?

DS They were assignedtous.S O2dzf R LJzi Ay | NBIldzSaid | yR
us, but they were assigned to us.

ClJ Okay. Did you animate any dancing in Khumba?

DS Not personally, no.

CJ And your team?
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LQY GNEBAY3 (2 GKAY]1XZ L R2yQi alKiAya X3 Yo
Because Sam was in the team and they wanted to give that to her.

(laughter) And have you ever animated a dance scene on your own, in your personal
background?

LQY GNBAY3 (2 (GKAY|l Y263 O-PdpdaBiAdD &Sa L
glra 2yS 2F (K2a&aS (KAy3a zKSNSPomsadizertll)\yF“z 2 7
worked on, and the agency brought in a video clip of a Macarena, it was (laughter)
GId2ax fA1S 3TFdzSaa oKI (I-PopsSdaddSandHaheikydsd G2 Y
are goingto go and do the Coto2 LJ& RI yOS i &a0K22f ¢ o ' YR
thinking maybe they will, but probably not (laughter)

Shame.

That was their reference, and they had like a very specific idea about, like they
basically mde up these lyrics, and we had to make up like dance moves to go with
the lyrics. It was extremely lame. (laughter)

Haha

[ SO Q&L @Wzadidza G LlziGAy3 2dzi GKSNBZ Al 41 &
proudest work (laughter) ljustfée t A1 S AdQa GKS {AYyR 2F
YS OSNEB |yaINEB & || e2dzy3 OKAfR® LGQA fA1S
02 dzaKé .dzi YI@0S3I LQY y24 GKS GFNBSO YI

WE L R2y Qi 1Y 2 égydance{s@&nelihitlyau cah thiak ofP K S 2 y f

Thatistheonlyonethai2 K G KSNBQa Fy20iKSNJ 2yS®d® L RAR |
aAyRQa 9883 L R2yQi 1y26 AF &2dz 1y26 aAyR

Huh-uh.

But we did a sequence, well | did kind of did the storyboards for a long explaining
GARS2 F2NJ GKS Llzof A0 F2NJ 4GKS RSLI NIYSy
GARS2 9KSNBE (GKSNBEQa tA1S F aSljdzSyO0S gKSNB
working and they start partying, dalid some dance scenes there.

Cool. Please explain the process which was followed to develop and incorporate
music into Khumba.

Well in Khumba we had Scratch Tracks, and we knew they were going to be replaced,

a2 6S BSNByYy Qi elyostofithedirheito/mihat thendusickin®ol gives

& 2 dzo .dzi L YSEY GKFdGQa y2i GKS ARSIt gl &
alkYS aArdda GAzy y26 Ay wS@2f dAy3a wlkyYa gKSN
of having to work with the scratciind hope that the musicians and the directors also,

you know...

Fit it in?

28ff ¢gS8SQff R2 (KS NBadGo dzi L KAY1l | yAY
I 0A3 YdzaAOlf LINRPRdz2OGAZ2Y 6AGK |- OA3d 0dzR3¢
YdzZAA O JARS2I &2dz2Qff OSNE NINBfte 3ISG G2 62

well, you know...
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Ja.

So | can tell you like about the processes there is and the processes there should be?
(laughter)

Yes please.

The processes there ghld 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?
'YR L KAyl GKS GKAy3 Aaszs tA1S AdQa oSSy
talk aboutthiswiK @ 2 dzx odzi GKS RIFIyOS aSljdsSyoSa ¢
AGQa | a2NIl 2F SaolftlrdAz2y Ay Ay GKAa NBf I
YR 0S0OFdzaS AiQa w2lfR 5FKfX IyR S@OSNER2Y
abitofavil Ay ' yR 42 @&2dz a2Nl 2F KI @S GKA& 0OA
girl, and then she sort of becomes corrupted through thigou know, this dancing

with this sleazy guy. And at some point she takes over, you know, and she kind of lets
herhk ANJ R2gy a2 G2 aLSlI1o YR 22dz2Q@S 320 (:
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 Wihink

1y2s 0GKFG GKFGQa GKS gle& Al aK2dA R 60SzI Al
2T GKS aANBIFG Ydzaadlrtazr tA1S a2yY$8S 2F AdQa
a2YSOKAYy3a StasS Fro2dzi GKS OKI Nicauie8 N | yR A
kind of think about West Side Story, and like the Jets and the Sharks, and like how the
WSia RIyOS IyR K2g GKS {KIFINJ&a RIFIyOSz I yR
OK2NB23IN) LK& 062dzi GKSANI I G0A (vaR&dsh I yR (K
O0fFdzZAKGSND YyR (KS 20KSNB NS Y2NB fA1S:
(laughter)

WS o6dzi R2y Qi @2dz KAyl GKFd G2 LRNINF&

. 2dz 6az2fdziSte &Kz dz Ruorkix@with [iKsSalsérdtch tragkk 2 dzf R >
GKIG GKS 3Jdz2a NBFEE& fA1S8s FyR LI NByGfa
Is it, ja.

{2 AlG o6Aff K2LISTFdz te& KFE@S | 20 2F GKS &l

0KSe Q@S |AYR Z2EHSARTADO O®&Sa 2Ky OEMNEA NI Ydza A O:
you know, when like you hold this, and you hold the pose, or you go back into it and

2dzad ftA1S tAGGES Ft2dzNAaAKSa 2NIfAGGE Sopd
thatallthatismi$ R Ay G2 AGX ada2NBE>X 060SOFdzaS (KIFGQa o

Oh, great.

(SHKZ Ay YKdzvol L GKAyl GKS 2yte REyOS ¢
RFaaA8Qa RIYyOSs L YSIy (GK2a$8 INB (KS (g2

Ja, Bradley has the erwhere he sings ostracised and then...
WES LQY &adz2NB {+Y gAfft (St @e2dz GKIG OGKIF G
| heard Matthew said something like that.

ale@osS {lyQa 326G (GKS ¢K2fS (GKAy3d FT2NJ &2dz=
supposed to be like, ja.
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That would be nice. Was there sound incorporated into the animatics that you
worked on for Khumba?

Very little hey, very little. | mean there was, but it was on a kind of need basis you

know. So you had the dialogue, and then any kind of bighplurdzl G A 2y GKAyYy3Z
KIgS A4 GKSNBZ odzi + 24 2F GKS GAYS Al ¢
AG t£F3GSNE® l'YR L GKAYy1l GKFd AdQa y2aG + ol
around that kind of thing. And | think you know duwhave ideas about retiming

things, like oh you know | think that hit should come earlier, it would be more of a
&dzNLINA 84S F2NJ SEFYLX S hNI L GKAy]l GKFG L
GKFG Fye2ySQa 3F2Ay3 ( 2esdibBik, Bo héwkechnitheyikko® O K I N.
GKI G GKS@QNB GKAY1AYy3K L¥ @2dz KI gS &az2dz/R
idea, or it just takes a process between you and the editor. But for the most part the

difficult thing about not working with soundisK G A 1 Q4 RAFFAOdzA G (2
LiQa tA]Sodd Al 2214 FAYSS odzi Aa AG FAY

WES &2dz OFyQild aSS8S (GKS o6A33SNI LA OGdANB @
,2dz OFLyQGz FyYyR @2dz OFyQi F¥SSt GKS O2yiGAyd
looks like someth y 3 Q& KI LIJSYyAy3A: &2dz 1y26K

Ja, ja.

LGQa ftA]1SPPd g GOKAY3I | Y2OAS gA0K &2dz2NJ S|
y20i a0l NER 2N AGQa 2dzald LAOGdAINBaz @2dz ({y26
LiQa f A1 SSt & KARNJAAY RS FIRK/IAHIQNSE RSTFAYyAGSt e
dzi A0Qa 2yfeée W aSO2yRa f2y33x e2dz (y26K 6
Ja. Do you think they worked from the animatic when animating the dance scenes?

Er... no. | think that they pretty muchit was, the animation on Khumba only had like

' 02dzLX S 2F AUSNYI GA2ya YR glayQid az2vYSiKAa
R2y Qi GKAyYyl lyeé 2F GKS LRaAy3a ARSIa 2N Iy
And actually on Khumba what ended up happeyiad Y2 NB 2F 4GSy GKIFyYy Vi
havetored 2 NR a2YSOKAy3azX Al ¢6Fa  YSaa oeé GK
not, | would not recommend that, make sure that you guys have your boards locked

down.

Wdza G @ d 2dzad TSSt dnditq st with. d20 @6 kn@dwhat iBi? Y S G K A -

LGQa | fSFENYyAy3I LINRPOS&as &2dz (Y263 a2 @&2dz
A0F NI 2 FYyAYFGS a2YSOKAy3 GKIFEGQa 3JI2Aay3a i
@82dzNJ A0 2NE O . S0O2 dzh S& 2 &NIQANK2 i XX yd 2a¢gzQNB oy 2

e

gK2tS LIAOGAZINE KSNBX €2dzQNB y2i GKAYl1Ay3 |
ai2NEBO021F NRaAX @2dz2Q@S 3I20 NBFffte 3I22R AyTF2
F2dzy RFGA2Yy (G2 &l NI ngadtiy kodo is, yfréin storfgdoards & 2 dzQ NJ
FYAYFGAO (2 IYyAYILIUGA2YyS @2dz2QNB 3F2Ay3a (2 N
SHOK adr3se {2 KSNB Ay G(KS RNISY FyAYlGA
the timing. But then the layout, there should Itleat plus camera and you know,

GKI G§SHSNI St asS 82dz2QNB I2Ay3 (G2 YySSRO

Oh, ja.
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Then in the animation it should be everything that was in there should be in there but
0SGGSNE @&2dz {y26K Li akK2dzZ RyQdi oSatf A1 S Gl
could we do, you know?

Ja, come up with new ideas.
Because it takes a lot of time, yeah.
Ja because | think it could have saved time to have everything properly planned out.

And also, every decision you make then is relevant to all therathots. And if they
KISy Qi G(GK2dzZaAKG Fo2dzi GKIFGZ Fo2dzi K2g Al Q:
AlQa tA1S e2dz IS0 G2 GKIG GKSyX 21le& gKe@
Oy 0SS tA1S t221Ay3ax fA1aS TRIMA aXyeSixm y R SAN
oh damn, what are we going to do? (Laugher)

Ja, shame.

,2dz (y263 a2 GKSNBQa az2YSGKAYy3d (GKFGiQa NBI |
GKFiQa a2YSUKAY3 6S RAR 2y 2 dzNJ Hatwagi Y2 OA ¢
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

Fi SIOKddd Al gl ayQid I avyz22i0K Laplaas L
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

o001 (2 GKAAZ AGQa tA1S ¢SSYyKA @208 BRIz
gKI G 6SQ@S 320 Ay GKSNB®

WES 2FY AGQa y20 O02YYdzyAOF GSR®

LGQa y23 O02YYdzyAOFiSRE 8S8LKO

What did you think the the animators who animated the dancing, received to animate
the dancing? Obviously they received the the animat#ng the animatic.

2 AGK . NIXRtSés {lY ¢2df R KIgS 320 G(KS OSNa
GKS FTAYlIf @GSNARAZ2YS>S akKSQftft KIFI@S (G2 GStt &2
scratch version of the song that was composed by Bamtkperformed by Richard E

Grant, and then she would have been kind of briefed on, you know...

What needs to happen.

What needs to happen, and then she would have collected reference videos and
started from what happened there, or she would havetssome reference videos.

How would she have gone about to use these tools to animate, to go about the
process of animating then?

You know, | think dance sequences are not that different to how you would do any

piece of animation. And | think thatkvl G Q& Ay iSNBaAGAYy3I F2NJ YSZ
bit with Sam, was that like, to choreograph something, is a lot like planning a piece of
FYAYFGA2Y ® {2 A0Qa a2NIl 2F oSrdG o0& oStk
RI'yOS AGQa G2 yiRK Sk (iyadaa AFO X AYWd& ASOT Y | G dzNB X @ ¢
I LASOS 2F GAYSE IyR AGQa SEFOGte GKS &l
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FYAYFG2NE GKS@QNB OSNE Of2aSte NBtFISR® !
is like they also somf pick up on some similar ideas around what looks good, and
SALISOALEte a2NI 2F GSttAy3aIs AT &2dz 32 (2
L1l2asSa FyR G(GKSe& Attt SEIF3I3aISNIGS I ND& FyR
4SS 6KIG AYyAS&@ENBR23I2y SEG @ L YSIy AiGQa @S
something that is difficult to translate. And | think the thing that Sam has that most of

dza R2y Qi KIFI @S A& GKIG aKS KlFa GKS @2 0!I o dz
ofalibrarythaSEA &G4 Ay KSNJ KSI Ro YR akKSQff 1yz2
L GKAY]l 6A0K dza AGQa GSYLIWAy3a G2 R2 a2YSal
gAGK KSNJ aKSQff (1y26 6KSNB GKS ¢SAIKGQa a&
tobeandwhatg dz KII @S (G2 oS FtoftS G2 R2 G2 LINBL |
Fff GKFG 1AYR 2F RSOGFAf A& Ay GKSNBX | & 2
NA OK @ YR GKSy @2d20@S 320 +ta +y FYyAYIlGz2
thinkinKlizY o I = AGQa AyGSNBadAy3a g GOKAYy3I AG + 3
projects, because our styles in animation have changed so much. Revolting Rams is
AGQa lfyz2ad tA1ST AGQa oA3aT AlG FSSdua tA1S
1y262 Ai6Q& KdASs AdQa tA1S adzlSNJ SEF 33SNI
adzoGt ST AGQa tA1S | OSNEB aK2NI aidz2L) Y2aA
Khumba, funny enough started off, the brief was at the beginning, can we nialet it

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.

Ja it was.

And it was these big vistas, and thesatgunaturalistic 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 thatitle I YR ¢S 6Syid FT2NJ a2YSOKAy3
GKS RIyOAy3a Aa OSNE yI GdzNI f @ ¢tKS RIyOAy
wS@2f GAYy3AT A0Qa OSNE LIzZAKSRI &2dz (y263 a2z
¢ these little cartoon lines wherere hold things for longer than is physically possible,

YR GKS OKIFNIOGSNAR 2F O2d2NES: AGQa tA1S 5
you know, we turn them into real slime balls. (laughter) At points, ja.

2 KSNBE Ad0Qa YySSRSR ofl dZAK{HISND @

WKSNE AGQa YySSRSR 2I'3x gKAOK Aa Fdzyo 6f I dz
Ja. Do you think she would have received the sheet music or just the track, like the
audio track?

b2y 2dzald GKS GNI Ol o 'YR L R2yQil 1y2¢ (22
be usefulornecesdd® (12 GKS FyAYF (2N lfa2 06SOI dza &
usually till at the end. But also because | think, | think in terms of the kind of things

GSQNBE f221Ay3 F2NE Aa ¢SQONB t221Ay3 F2NJ
specificity? VBQNB 221 Ay3 FT2N gKIFG f2214a 3I22R T2
G2 aArAd R2¢y IyR f221 Fd tA1S GKS oFNB F2N
R2y Qi NBlIffte ySSR 0SOIdzaS 6S OFy KSIFNJ A
down, and sayike that thisisc KSNBE Qa | o6 NE KSNBQa | ddd &2
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Az 6S R2y QG 3ISG G2 G4KS SyR 2F (KAa GKAY.
OK2NB23IN} LIK&X YR akKS 3ISGa dGKIG FNRY 2dza
a...

LY I ONASTI &@SIK o@Aiadzaft YIYyySND akKS R2Sa
So the musical timing, is it worked out by just listening to the music, and like as you

alreées aKSQa LXFYyyAy3a AG 2dz2iz A0Qa VDY dzKY O
asking.

Yeah, yeah.

What did you think was animating about, or is challenging about animating a dance
theme?

| think that it will be the same that makes, just thinking about my other, experiences,

AlQa GKS arb YS KAy aytingicKalenaging; larg Wa teliny'theY | (G A y 3
a02NE YR FNB GKS OKIFNIOGSNA O2YAy3 | ONR A
the dance? So in a dance you have like the opportunity to do something larger than

life in quite fun ... and a good piece ofriang can kind of create a very emotional
SELISNASYOSd® L R2yQlG 1y26 AT &2dz2Q0S asSSy
Woodwurn, have you seen that? Oh | must show you this thing.

L R2Yy QO GKAYy]l azo

CKAA GKAYy3IsZ AGQa fAKSYBY FYRYGHSR ROGODSHH;
FYR A0Qa GKS &adG2NEB 27 (KShéNdsdddhe twd m2 y a KA L
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 drawisi@s to show like .. you know.

Ja, it sounds beautiful.

You should, for your stuff, you should see it and you should try to get hold of that guy,
because | think he would have so much to show you and to tell you about what
animation and dance can dogether, you know?

Ja, ja.

l'YR 6S KIF@SyQi KFER fA1S YdzOK 2F | OKIFyOS
Ja that's true.

But | think like maybe that's a good point, like what can animation bring to dance?
Because dance is already a form of expression, you ko3 A G Kl & AdGQa 2¢
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

LJdza K (K2a$S ARSIao I YR Y ling @l&er dfinfrénatibnd 2 dzi &
onto the story.

Oh, ja.

Oh you know it might be good for you to chat to Michael and Joe as well, because
GKSe Q@S ftaz2 oSSy @g2N}lAy3a 2y | RIyOSsz f
...(Indistinct) style visuals forsnd o6 f £t SG OFf ft SR CANBOANRI I}
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AlQa 0SSy 2y G2dzNJ 6KSNBZ yR AGQa tA1S a:
Handspring Public Company, and they made this giant, giant creature on stage and
A0dZFF: a2 (K2 IRATFIYRBRENEZ2 dKYAQF GA2Y >
RFEYOAYy3a: (GKS@QNB FYyAYFGAy3a G2 62N] 6AGK F
FY20KSNW»od . dzi L GKAYy] Ad0Q& |62dzi FRRAY3
interpretation. As ananimatorydkiF @S @2 dzNJ G4 22f a>x o0& &l e&Ay3
OFy L ONRy3 (G2 Al @2dz (y26> K26 R2 L YI ]

52 @2dz GKAY] AGQ&a Y2NB RAFFAOdA G (G2 FyAYl
characters?

Humans are difficult because we expadobt from them, we know what they look like,

S IINB (K2aS 3Jdzao {2 SalLSOALtfte AT &z2d
characters, like the more natural they look, especially, the more creepy they feel
because of the uncanny value and all that kimdtuff. Quadrupled were surprisingly,

GSNBE SFaAaASNI GKIy L (K2dAK{i>X L KIFERyQd R2yS
GKAY]l 2F tA1S GKS 1TSo0NI Ay YKdzYol I @2 dzQ¢
abdryRAY3 Ay FNRYy(O 2dotthesdindidgds thatisiy@tind hink R G K S

Ja (laughter)

,2dz 1y26> 2dzaid a2 GKSeQftf R2 gKIFIGS@OSNI GKS
your acting and all that kind of stuff, that usually happens... and Khumba is quite a
talky kind ofmovie &2 (GKSNBQa | f24 2F tA1S (KSas
show reference, we were just like talking.

Ja, not... (laughter)

So we were trying to get everything in like, the head and the back, you know. So |

think like the difficult things trying to find enough interesting business for them, you
1ly2009 l'YR L GKAY]l a2YSGKAYy3I 6S RARYQl R2
for, but | mean if you look at a show like Bambi, most of them are like, you know, |

GKAY 1 AlGQA&a el sdiif you lapk ai a rActie like Bambj, there are these
Y2YSyida Ay . FYO0A OGKIFG FNB ljdAGS jdASGE +y
Fo2dzi K2¢ FYyAYlIfa INB® 2SS R2y QG NBIffe& KI
dramatic sort of African foltale that we wanted to tell, and we just kind of got down

G2 AGX odzi GKSNBQa (AYR 2F tA1S F ft20 2°
j dzZF RNHzZLJSRAX RSLISYRAY3AZ YR L YSIHy (KSNBQa
they, how much liketheanmal K S&@ QNB L2 NI NI @Ay3 FNB (KSex
or is it just an actor without any arms?

Ja, so...

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 kinfirad your place on the scale.

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?

| would say people looking to animate to music should do some research depending
2y oKIFIG GKSBQNB adzZJl2aSR G2 06S Ay GKSANI I
{2 AF @&2dz2Q@S 324G + RIFEIyOS (42 R23x @&2dz OF yQi
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types of dances as there are people. | mean like each one has its owfficspe

OKI NI Ol SN [A1S | (¢yAR AA2 o2 (A -Qag 26l =t
1y263 YR &2d20@S 320G (G2 FAIANE 2dzi oKI GQ
SELINB&&S YR ¢KIG GKSPdd &2dz | y2ahdngl yR L
to get a little bit familiar with that language. My wife and | do Lindy Hop and
Charleston and stuff, justforfun Yy R A Qa o6SSy IYIFITAy3az AidQa
for me, kind of learning, you know, how it all works. That you have a bagitgte

you always go back to, and that things, and variations you know, like things, like these
RAFFSNSBY(l {AyRa 2F Y2@0Sa GKIFG @&2dz £ SIFNy:
1Yy262 aKS dzaSR G2 R2 1IN} GSZT &-zilarfyduNd KSNJ ;
1y26s @&2dz {AYR 2F KI @S (KSasS GKAy3a GKIG
combine them, and how they work together like you know, to make something. So

yeah.

Ja | know, that does make sense.

Yeah, | would also say that people animaf 3 (2 YdzaA Oz AT (GKS&QNB
I OKI N OGSNI LX I éAayad GKS Ydzaarox t)\lé AT GK
1Yy26 K2g GKIFIG YdaAaAOIt AyadNdHzySyid 62N]ao

like a maestro, but they should lable to identify what is going on.

Ja definitely.

You know, and to be able to convey that with sincerity, you know.

W RSTAYAGStes A0GQa OSNE 200A2dza AT az2ySsz
see that's not how you play a piano.

Exactly, you know, yeah.

Do you personally have any musical skills?

L LXF& 3IdAGFENE YR F 0AdG 2F LAlLYy2Z L OlyQ
{2 AdQa aSt¥ Gl dAKIK

{StF Gl dAKG &8SIKo® L RAR GF1S LiWngyr Saaz
yes.

But then you can read sheet music?

YAYR 2F3% o0dzi y234 NBlLIfftez AdGQa tA1S L Oty
very slowly. If I look at it | can find C.

Find C, yes. (Laughter) Okay, and so do you think you haweate musical talent

or an exceptional love for music?

L ¢2dA R ate L KF@S + t20S F2N YdzaA Oz &Sad
0St2¢ GUKS ! @SN 3IS W2S3> o6dzi L R2 f2@0S YdzaA
asananimator Ithy'{ AiGQa a2YSGKAYy3a (KFiua @SN Sy
good thing to know about and to kind of dive into.

Jaitis.
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L YSIYy AGQa a2YSUiKAy3a (GKIFIGUa OSNER KdzYof A
{GAO1YFYZ | yR A inQ@aéndoh, ardl thesfuRio theEBwe 2ebidRikdyfH >
YdzZAA O gA0KXE AGQa OFfttSR !'ANJ {GdzRAZ2aZ Al Q:
belong to George Mahn who produced the Beatles.

Wow!

Yeah and these guys like they do, Abbey Road is them, ahNd8h@a Yl &80S 2y S 2
other places, but they do almost all the TV and film scoring there. So like our engineer
OFYS dzlJ 12 dza 6SF2NB ¢S aidl NISRT KAa ylYS
02214 6A0GK Y@ az2ys>s KAa s|tHaR No eSayswell las] S n ¢
$SS1T L ¢6Fa NBO2NRAY3a GKS YdzaAO FT2N GKS {1
{GAO1YlrYyE a2 L YSIy LQY fA1S8SZ I KSNR (2 Y
had about thirty something musicians come in andn.the day, only one day to

record 25 minutes of music, they sit down, they've never seen the music before in
GKSANI f A@Sas GKSe fA1S 3SG GKS LI Ol (KSEe
Chris will take it from page 1 and | willtakeitfromBgd Hp YR 6SQf f 2dzai
2T fA1S RNE NHzyax YR (KSe& aiAid R2gy | yR
played it for years, like they've always known it, you know?

Yes.

2 A0K F O02dzZLX S 27F £ AGGf BbelevaBla kathir fedile | YR
2dzad aAld R2gy FyR 2dzaAad LIl eod YR 6SQ@S o
KFfFT o[ FdAKISND AdGQad @SNEB KdzYofAy3da G2 1Ay
0KS YdzaA O Aa &dzLISND youvie KeBnitye@A S L R2y Qi |

2 KFGX {GAO1YFYK ,Sazx AGQa 3INBFio®

¢KS YdzaAO A& NBlIffex NBIftfeée 3I22RI | yR Al
music is half the film. You have great actors giving great performances, you have great
animation with realy original ideas, but the thing there, if people are going to feel

1AYR 2F tA1S ¢SSLRI AdQa LINRolote 3IF2Ay3 0
of the music.

No, that's true.

LiQa fA1S K2g¢g A0Qa &2 NI ofmightfidddntetestidgag y 2 ¢ © ®
Sttt S FTAYR (KF(G YdzaaAO (1Atfa O2YSReo® ¢
there were some parts that we always got laughs in the acting and in the animation,

FYR (KS& ¢gSNBYyQil 0SAy3a upidrgtyppinglthy @usiY@iNBE > |y
and just having that.

Ja just silence.

Wdza§ At SyOS gAGK a2dyR STFSOGz +FyR Ad 32
laAOFfte ONBIdSa GKS G2yS 2F (KS (KAy3s
FR 2NJ AF AGQa SYySNHSGAO: eé2dz 2dzad FSSt f
KAy3aszs KSQ& NHzyyAy3 I NRdzyR ¢A0GK GKS LILIS
2dz KF@S GKFGZ FyR a2YSUKAYy3aQa KXIALILESdyaAly 3 3
2Ay3 G2 (1SSL) A2Ay3s |yR @&2dz 2dzad FSSt A
KFEd GKS YdzaAO A& adza3aSaidAiy3as AL 2dad F¥SS

(@]

_ W D S Q¢
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[ N ant-N

AOz (GAOx a2 AGQa y20 I BNBQ&SZda(. z4A 1 BT 4
KS | dzZRASYO0S R2SayQi 1y2¢ 6KIG G2 SELISOG:
,2dz 1y26s @2dz OFyQid GStt GKSY gKIFG G2 SEL
going on, and that's what creates. Yeah.

Ja that's very ireresting. Do you understand basic musical concepts and how they
relate to animation?

Er... more or less, but | 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 aidma

we ¢ more like staccato, you know, which mean more like you know, chop it up a bit.

'YR YIF1S AG FSSt tA1S (K2aS GKAy3az &SI K

Fo2dzi fA1SX LQY G(GNRBRAYy3I G2 (GKAyQdsaythatt A1 S a
S R2yQl dzaS GKS alryYS GSN¥yAyz2ft238z L R2YyQ
2YSGKAY3 S R2 R2 (K2dzaKzZ ¢SQff YIS azd

F a2YS2ySQa tA1S R2yS a2YSGKAYyIepmpKSNE (K
2 Iy20KSNE YR LQft 2F03Sy alé a2YSiKAay3
KSQa 3JI2Ay3 aYYYYOPDPD oOf | dzAKEG SND l'YR o6 04S
that kind of stuff is like useful to describe what you want (laughter)

Cn > &

hileé &2 R2 @&2dz 0KAY]l AdQa AyGaSydarzylrft GKI
that's a very musical term.

' KYPdd AGQa fA1SE 22dzQNB fglea t221Ay3a 7
So whatever is useful, you know, there are kindvefy musical animators on this

team, | 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
GK2aS GSN¥Ya Aa tA1S dz@2XFdd 3] yeRaz 4 K206 28 2ad2C
Fo2dzix t€A1S adlk OOl G2x &SHKxX adlOO0Fd2 e2dz
I need like whatever, you tend to use whatever you have, whatever is in your

@20l 0dzf  NBX &2 (KIG @2dz2QNB 2y GKS &l ysS LI

WI I jiGt@estingkiSalNso many animators have musical backgrounds or play like
musical instruments and such.

LT @2dz GKAY]l +Fo2dzi Al GK2dz3KX FyR L ale i
GKSE@UNBE aAYAfTI NI 0SOIdzaS (Ke® BNDeyieals0S ol &S
AAYAEFNI AY GKFG GKSBUNB GSOKYAOLf® [A]S
@2dz KF@S G2 tSFENYy K2g G2 LXlFe (GKS @A2tAyd
learn how to draw, how to use the mire you know. And B€@a G KA a GSOKy A Ol
between you and getting what you want, and people to get through that instrument,

2NJ 3SG GKS RAAOALA AYS (2 3ISG GKNRdAzAK GKI
definitely coloration there.

LGQa | OGdz 1 jast vaabtltodiil yyGudabodt a fey frms that you've
mentioned, but that's actually relevant in animation and the same in music. That's
just for you, | will describe everything for you now.

Yeah, yeah.

But the first is timing, obviously musicahing is very much like performance timing,
FYR (KSYy GKSNBQa G(GSYLR 6KAOK Aa (KS &l ys
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out in beats per minute, and in animation as well, and then rhythm which relates to
GAYSo YR (KSy L Qwo&ingouzdhé rhytbaaiiwhishys frame§ S || &
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 framper minute by the beats per minute

which is then the beats per rhythm.

Yeah yeah. So that's like a marching beat, twelve frames is like doom, doom, doom.

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?

L ¢2dAZ R ale& A0Qa Y2NB | o02dzi &2dzN)J aSyasS 27
your ahlity to do something; when you say believably, | think something that's more

about mechanics, to do something that's convincing. That you know, that that zebra

Aa | Oldzrtte adrkryRAYy3I GKSNB YR KSQa oNBLF Gl
cifé 2dzZQNBE YdzaA Ol Aa GKFG gKFEG NBFffe KSt L&
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 somethimnd

feels good and like certain things have like climaxes you know, and certain things
GKSeQftt dzasS Oz2yidNrad G2 YIFI1S a2YSiKAy3a T8
GKAYl Fff 2F GKFG {AYyR 2F KSf LA &eaz (12 KI
FYAYLFOGA2Yy ® .S0ldzaS L GKAYy]l GKS (GKAy3a ¢SQ
LINBRAOGIFO6ES yR FSSta tA1S AlQa LIAZRRAAY 3
2Nl 2F SNWood Al R2S8ayQi Kyiggdingloyektheie S E (i dzNE
FYR KSQa R2Ay3 a42YSUOKAYy3IAZ YR (KSy KSQa
Ffglreéea tA1S GNBAYy3a G2 221 F2N grea G2 1
{2YSOUKAY3 LQ@S It gl &a (K2 dzaKhesang piekeiof K245 R
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
az2y3asz GKS alyYS adNHzO0GdzNBs: @daE Mi@a  GKISH |
2F a0NH2OGdz2NB> FyR Al G(GKAYy]1l AGQa GKS alys
a0dzF¥ AY | YdzaAaOrt aSyasS Aa ¢KIFG YI1Sa @:
NAIKG & G2 R2 A0 A0Qa I oydudkibw.K2¢g &2dz O2

Ja, ja.

What are you putting in there, you know, and | 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@&@®ddzQNB 3I2Ay 3 G2 3
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
GKAY3 Ay Al gKSNBlI & dAgallyaxdzi AR g ( KSNE QIANK
gKIFI0Qa AYyaARS a2YSo02R& YR ONAYAy3a GKIG 2

Ja.

How good are you at observing people, and noticing all the little beautiful things about
them, in order to create something that's exniti that people will watch, you know?
Yeah, so (laughter)
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Mmm. What other skills or such do you think is necessary to or will help maybe to
animate to music?

LT &2dz R2yQid F8St (KIG 282dzONB Ydzai Ol t | yR

that stuff, then | think the only real option for you is to study and to get the
1y26f SRAS® {2 AT AGQa y20 | FSStAy3a GK
musicality, you can go and you can break down a dance to like a thing like, you know,
andthenappff F @ SN&E 2F AYyF2NXYIGA2Y (G2 AGO LiQa
G2 €2dz (y2060ddodzi L GKAY] 20aSNBIFGA2YyQa
have to talk to people and get a sense of how they feel about your stuff, because if

youcai FSSt AlG GKIFdYa | LINRofSYO® L¥ &2dzQN

Ja.

Like then you need to really just show people things often and like just analyse things,
you know?

Ja, definitely.

Those are your choices,

My choices (Laghter)

Have you ever used the bar keys to animate to music?

No but we do use things call x sheets, have you heard about those?
Ja.

hileé a2 AGQa GSNEB aAYAf Il N®» ! AAYAf NI ARSI
know?

Vocals.

WellA 1 Qa y20 2dzad | 02dzi @201t ax &2dz OF y Lz
Fa ¢Sftft>x odzi | OhGdzZ tte AGQA 2daAadG | gl & 27
per second. So | have done that, | used to use a piece of Thule software that yo

O2dzZ RY®#dzLIOA dzft Ry Qi f 2F R (GKS az2dzyR: a2 AT
@2dz O2dzZ Ry Qi odd &82dz KFR G2 R2 Al I Oldz £ f

Oh ja, ja. Okay, do you know how music was animated in earlier days?

Mmm... | do have a sense, a little bitakense of it, | 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, agdand was recorded with the animatic, and they

used tog they used to do them at # studios, and the studios all had big orchestras,

and you could get time with the orchestras, so | mean if you go back to one of those

2f R fA1S 2FNYySNI . NR& .dz3a .dzyye OINl22ya
orchestration is amazing, andl 4 Qa f A 1S SOSNEBUKAY3I Aa (2f
SOSNEGKAY 3D YR Ay FFOG GKSe& R2y Qi KI @S

No.

¢tKSe& KI@gS tA1S GKS&aS OSNE aLISOATAO azdzyR
like all these layers of atmospheilikd we do now, you know, so | believe they used

[

~
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to record, they used to do the storyboards and they used to orchestrate to the
storyboards, and | mean likeincredible stuff. | mean like if you think about it, like
GKSNBEQa (KSaS aSha8PQPa yRATSSERSNE | yRf BSQ
ONI L |yR KS 2dzald {(1SSLlA 3J2Ay3a Ay | yR 2dzi
Y2NB addzFFzZ FyR A0Qa fA1S (GKS 2NOKSailiNrQa
tune) and they thought about all of thaeforehand, and the animator would do that,

and they would get the act sheet based on what the orchestra gave them. You know?

Ja, no definitely.

So there was more opportunity | think that came to play a role in telling a story
upfront, you know, andk 41 Qa | RAFTFSNBYydG gl e 2F R2Ay3 &
way of doing things, yeah.

LQY 2dzad 3I2Ay3 (G2 SELXIAYy (G2 @&2dz | oAl |06
obviously you know that for Silly Symphonies and such the music was ordy don
afterwards?

That's right. Yeah.

l'YR GKSyYy AG grayQld GKIFIG adz00Saa¥FdzZ Ay (SN
was only an afterthought. Then came the first synchronised sound, with Steamboat

Willy.

Yes.

'YR GKFG ¢ & gsQaind the likedaii'Se justdepl@ised, the music was

done before, with the animation. And then there was a stage where the animators at
5AaySe alAR fAa0Sy>s GKSNB KIFa 42 oS |y SI.
0KS gK2tS {ineré&has ty Be ai éaslel wag. | Anhd 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 baheets, 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 velne...

And it was all on paper.
Ja, it was all on paper, where ja... and then they can change it and work from there.
That's amazing hey? Very cool.

WES AGQa GSNE 022f o {2 GKA&A A& GKS ol NJ a
andit 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 woul

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.

Yeah, yeah.

{2 Ad0Qa OKIy3ISR (GKSy G2 3ISG (G2 ik, RSOl A
and then the animators and actions, having camera angles and... er... but still and er...
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this is very important obviously for timing, to work out the precise timing which they

will work from. Then in nowadays the people still usingbarshet§ 4 y 3 A 1 Qa Y2

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

GAYAY3 (G2 FTYAYFGSR (GKAY3I&ZT oOdzoaldudgsany KS Y2 )

more. This is more later bar sheet that they use. And | suggested that this is quite
problematic (laughter)

Oh yeah?

Ly GSN¥Ya 2F GKS FyAYFd2N&BR R2y QG 384G GKS
getcLQf £ 3AS{ loposelttiat ahidators ha¥e al baslcINdnse of musical
1y2¢6f SRAIST IyR o6& GKIG L YSIy AGQa az2yvySi

T

K

1y26 lo2dzi® LQY 3I2Ay3 G2 RSY2yadNIGS GKA:

Swanlake. So this is the orchestratiorthe orchestra, written by Tchaikovsky, and as
82dz Oy &a4SS G4KAa A& ¢ f24G 2F oFNB (2 NBI
Aaz L R2yQiG 0StAS@OS®

No, good grief.

l'YR GKA& A& G(G6St@S LI 3IASax | yRatthey shauldf A 1 S
know how to read those and to like deconstruct everything, but obviously as
SOSNEGKAY3AZ YdzaAO KIFa | OSYyidNlf GKSYS:I {
be broken down into smaller parts, such as this, but essentially then whatniye

need is the main theme, which | just sang. And that's from twelve pages to one page,

| suggested that they only have this one page.

Right, right.

So with this animators will then receive obviously only ¢ha the sheet music, and a
click track, which will only indicate certain beats and then ghaebviously the music
itself, audio track. And then they will receive one of these. With these | suggest that
the basic musical skillssorry, forgot to say that, | suggest that they should have i
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 th
particular scene.

Absolutely.

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 table to hear this audibly as well | know, but | think

G2 aSS AG @Gradzrfte Fa ¢Sttt L GKAY]l 6Aff
Middle C is like you said, (laughter) just basically know that this is higher than that
notes, and like the musigoes up and to... maybe you will be able to hear that as well,
YR 2dzald GAYAYy3AZ o0FaArAl GAYAy3Io YY26 (KLU
beats to each bar and then work accordingly to that. So then my proposed bar sheet

will look somethid € A1S GKFdGX tA1S GKA&AX AG oAff
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

R

l.j

2}

[fl
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to know how many frames they will have to portray a certain action. | 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.

Yes.

The thingis, we doiton @A FFSNByYy i GeLlSa 2F LI LISNEZ |yl
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, to8e ¢ KI 1 Qa KI LIISYyAy3 gAGK GKS
know, just a compact and better way, well maybe more efficient way, | can say like

that, to maybe animate. So | know we are living in a digital age, so and-wegeer

say like type of recycling ecodridly 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 wathkt from.

Yes of course.

And then from there the animators can use this as a guide to animate their particular
adSySao {2 GKFdYa 6KIFG LQY LINRPLRAaAAY3IOD

That's great. | think that having a good sort of foundation knowledge of basic like
music taminology like | think is a really good idea. And then with regards to the what
do you call it, thebar shee?

Thebar sheet

L GKAY]l AdQa | NBIffte yAOS az2NIl 2F (22t &
GKAY 1l 6KI{ @&eaitatdrs iskhatysétne f NBnYmightbe very excited
Fo2dzi GKS ARSIXTI 221 LQtf 068 @GSN 1SSy (2
find this stuff quite intimidating.

Ja, ja.

So if it can be something that almost is like a layer of indion on a timeline, you

know, that would be, that would probably be like a nice way to do it. The other thing

that | would say is that it would be probably be quite useful when doing something

that's very heavily reliant on the composer and the mugic| we can get that before

they have to animate. So | mean things like, if | could, like Fantasia and maybe the big
musical sequences in some of the Disney films, that would be pretty cool, hey? That
g2dAZ R 0S GOSN O22f o L QiRg ndvé for th8s8 vhodérneg & S S
musicals, | mean like Tangled and Frozen, and to see what the conversation has
0502YS 2@0SNJ GKSNB® . S0ldzaS ¢S R2y Qi NBI
Not at all.

¢KS2 KE@SyQli NBHEte NBESHasSR Fy2dKAy3 &8s
YR GKSNBQa y2 NBdySfltheidérrent frocégs&s. T2 dzy R 2

L O2dzZ R YI@06S Llzi &2dz Ay (G2dzOK gA0GK WIF 026
at Pixar
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Is it? That would be so great.

Let me see if | can

tfSIass
Because t L

working on the story, and the story and then finally they run out of time and th&ly |

680l dasS L 1y26
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Yy2iKAYy3Z

GKAY]l KSQff LINRolofeée @S¢
they do all this research, and they do all this storyboarding and they kdexep

have to do things as possible.

Ja.
YR A

or what?

gAtf 0SS AyGSNBadAy3a G2
what version do they get, do they get a scratch that then becomes orchestrated later,

Ja, what happens? No#eA Y A (1 St & &

time.

[END OF RECORDING]
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INTERVIEW 4:

Interview withKane Croudace (KGnimator at Triggerfish Animation Studio, who acted as Shot
Supervisor in the animation feature filkhumba

Date: 30 August 2016

Length:25:10 Minutes

Place: Triggerfish Animation Studio, Cape Town
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KC

CJ
KC

CJ

KC
CJ
KC
CJ
KC

CJ
KC
CJ
KC

What were your responsibilities in the film Khumba?

| was shot supervisor which meant | saw all the shots through from storyboarding
phase across to end of animation,olong 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 departmentstdo 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
g2N] YR (GKSY R2Ay3 &a2YS OKIFNIOGSNI FYyAYL

What particular characters did you work on witietanimation?

In animation | worked on the mantis in a few shots and | worked on the silly zebra,
bA3St Ay | F¥Sg akKz2ia |yR (KSy f286Qa I yR
RARY QG R2 tA1S | ¥FdzZ f &K2( dggling®itizZa & FAESR

Ja. Were those particular scenes that you did animate like the mantis, were they
assigned to you or did you ask to animate it?

Some of them | asked, some were just there was nobody else available.
Mm okay and have you ever animatedance scene?

Yes | have.

Please describe the dance scene.

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 & 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.

Was it a long scene?
It was probably about ten seconds or so.
Was theresound incorporated into the animatic of Khumba?

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 thahood to be expressed.
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Was there in the other dance scene that you did, did you work from an animatic?

Uhm that, no that there was a very, very basic storyboard but then | got the track so

it was easy and then | could make a uhm click track as ®edb dza S G KI G Qa I «
easier to animate and then you can see the exact timing, much better and ja so | made

a click track of it and then | kind of animated to the click track.

To the click track rather than from the animatic. Okay so the musical oddhee
scene specifically in that that little short scene, were they storyboarded in detail?

L

Gl Ay Qi

ai02NEO62F NRSR

Ay

Iy e

ANBFG RSGI .

struggling to remember, it was quite a long time ago. Uhm no | think itjusddike
he dances now and they had a song that they wanted that was pre recorded so, | had
f20Qa

2F FTNBESR2YO®

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 theienwack like you said...

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.

Ja. How did you go about to use these, like your exact geoftem receiving them to
handing in the animation?

{2

L

3sa

ONAST

G2 adl NI

2FF

GAGKZ LQY |

kind of thing he wanted, what kind of mood. | think he pointed me in the direction of
like Chicago kind of thg, all that reflective black floors and that kind of thing and
324G GKS Ydzaao
SId a2 L F2dzyR 2dzi
and put that in & | could see that | could time his footsteps well and then | think |
blocked it out kind of roughly uhm with the major extremities of each motion, just
there as a guide and once | got the okay with that from the director | could go and fill

0KSy
St OK

it out.

L
0]

Putin the details and stuff.

Ja.

Iy R

L

LdJdzi Ad Ay I yR
g KL

AldQa oLl gl

Great. So you said you received the music. Was it the final music or was it a temp

track?

| think it was a temp track. Oh it definitely sounded much better in the final product

az

L

R2y Qi

1 Y 2 & orjud a reafly logvlgualitylsamiplé réte.bf heNidalO |

one, you know mixed down not very well but it matched. | have done some work on

2 0 KSNJ

1ySso
Oy 384G A4 0SOldzasS et

time.

[}

aK2Ga 2N 2y 20GKSNJ LINPRdAzOGAZ2Yya 6 KSNS

KFEd GSYLR A laslghg§ &RiiRas oy al Bave-ayfeRipodl (1 Q& =
@2dz YAIKG y20 6S RI

Ja, ja, ja. Exactly. What was, what would you say is challenging about animating a
dance scene?

What can be chédnging is the tempo of the music used because depending on what
I.
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bpm kind of has to work out with that. If you get a number that when you divide it
downtoasecond,itdday Qi Flrtft 2y 2y Sbetv@enthda8cann Qa 6 d
be hard because you never really hitting the beat on a frame.

hilFe& FyR FT2NJ AyaidlyO0S &2dz RAR (G4KS FTNRB3I RI
guadrupeds or like then human like charaxg?

L 0KAY]1 AGQa 1AYR 2F KINR® vdz RNUzZLISRa | NB
have to manage that but we so used to looking at humans every day that when a
KdzYry Aa FYyAYFGSR || oAl Fdzyye ¢S Oly GSt¢
Sttt | TS LIS2LA S &ALISYR &2 YdzOK GAYS f22
Y2@Ay3a o6NBRy3a ¢gKSy GKSe& aSS Ado {2 AdGQa KI
Do you know of any specific method that animators might use uhm to animate music?

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 tamselves and record that first and then when they happy with that, kind

2F O2L® Al GKNRJAK (KS fSya 2F (GKS OKI NI O
how the dance sequence in Khumba was done where the ostrich is a ballet dancer,

uhm was done inttat 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
LISNE2Y Il ff& 0SOlFdzaS LQY fA1S | @GSNEB f23A0L
click track down, try and ewince 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

0KS Y2@0SYSyid 06SOFdzaS L OFyQid RIFEIyOS gAGK Y
Mm no. Ja. [laugh]. Shame.

Very well any\ay.

Do you have any musical knowledge and skills?

| played bass guitar and guitar and a very, very little bit of keyboard and | know some
YdzaA Ol f 1y2¢ftSR3IS odzi AdQa ({AYR 2F KIFEF
music with other people who law a lot more about it than me so they would tell me

gKI G4Qa 3JF2Ay3 2y YR L (1AYR 2F dzyRSNROI yYR®
triads of the major scale or anything like that, not proper knowledge.

Was the guitar and bass self taught?

Mostly selftaught, some internet lessons and some like | think three actual lessons
from people who | paid to teach me.

Okay great. So do you think you have an innate musical talent or an exceptional love
for music?

| think | have an exceptional love NJ Ydza A O® L R2y Qi GKAYy]l L
because it seems to take a lot of practice to do anything that | want to do.

aY Al0Qa GNHSo
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But | can like imagine songs in my head and then work them out in a very kind of slow
process of likenonotthii y23iSs 21Fre& fSG4Qa GNBXZ 21F& Gl

Ja that sounds right.

Ja.

So you do understand basic musical concept?
Ja | think so.

LQY 2dzald 3J2Ay3 G2 aKz2g e2dz I FS¢ (GKIFG N
something you can keep but specélly 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.

Yes.

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?

Ja | think so, the rhythm and tempo.
Ja.

5STAYAGSt e ySSRSR dioker thihgs.h guess likexhe matiByduy 3 (i 2
1AYR 2F KI@S (G2 ¢2N] 2FF gKIG GKS YdzaAO A
as that part of animation then it really helps to reinforce it.

Ja, definitely and if you did not use your musical knogednd skills, what do you
think something else that might have enabled you to animate the musical scene
more?

| know that people who do like physical things like martial arts or gymnastics or
dancing or anything that requires like fairly extreme usehef body are often very

good at that kind of thing because they understand the body mechanics behind it so

| guess you can get a more realistic looking movement in the dance from that and |
adzLJ2asS Fa t2y3 a4 @2dz KI @S elkhave a dickdz R2 y ¢
track in your uhm screen, that just shows you where each beat is.

Have you ever used a bar sheet to animate music?

| have not.

Do you understand how to use a bar sheet or do you know what a bar sheet is?
Is it a sheet with youmusical bars on it?

¢CKIFGQa SEFOGfe 6KIG AG A&d hlleé a2 2dzaAi
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 themthsic 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 onttrezy/
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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
animabr, Wilfred Jackson had a very basic knowledge of music and he suggested but

S KIFI@®S 2yS GKAy3a Ay 02YY2y YR Ad0Qa GAY]
and the animators work from a set beat and the musicians do but we write everything
down and thenth@ 62 NJ] FNRY 2yS OSYyGN}f LRAY(G |y
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 eacframe. 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 paifrom 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 musiappens and such. Then now more lately the music

is not so prevalent anymore and they use screens, shots and grabs and describe the
FOGA2Y o0dzi GKS& R2y QG NBIffteé aSS (G4KS YdzaaA«
to what they do and then today)t SNBE Q& y 20 S@Sy Ydzai Oz (KS
FyadY2NB 4 Fff FyR L &adza@3Sad GKAA Aa | oA
gStf FYAYFri2NBR akKz2dzZ R KI @S 2dzaid | oFaixod v
know how to read orgestration 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

2F YdzaA O o0dzi léng &nd | dd add SughBst that yb$ &ill 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 incorporatedry (1 6St @S LJ 3Sa Ayid2 GKAaA
basically all | 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 mooerminology 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 caybe plan the animation accordingly and

know bars and how much beats goes into a bar and such to then work out how many

TN YSa GKSNB gAff GKSy oS yR 21 0KFdQa (I
this they will receive a click track and then lwthe 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 paegs himself to do a turn or something

FYR GKSYy Al o0dzAfRa dzLJ 26+ NR&a (GKAA 0SSOl dza
and you can also hear it and ah then put in storyboard frames or initial ideas about
movement and the title will be written downhe 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
FNIYSE GKSNBE gAtt 0S Ay | oSG 2NJ I oSk aG |
that animators do it this way is because | thibkQ&d y A OS (2 KI @S S@SN
LI 3S o 2dz Oy &aSS GKS Gz2alftAade 2F 6Kl GQa

5

GKSNB 6S OFly 2yfeé 4SS I FS¢ FNryvYSa 2NJL R
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happens and | think this will be great for timing arldrming 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?

| think it would depend aok on the kind, the medium of animation. So for like stop

frame | 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 handygtito 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
5AaySer GKS RANBOUGZ2NIL GKAYy]|l 62dZ R 61yl 0
not a hundred percentsure. I8k Ay O2YLJzG SNJ I YAYFdA2y AT A
rosetta stone kind of thing, definitely for planning, especially if someone understands
musical notation a bit and then can work on it.

lfaz2z L 1y26 6S fAGAyYy3A Adfically toRRA Bharéctert 38
animators using computers so | 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 wheretfimator can work in

YR YIFI&o6S KS OFy g2N)] & F LXdzaA Ay aleél =z
G§SOKYyAOIt aiddzFT odzi 2dzaid G2 &a4SS IyR KSI NJ
will maybe ja be a more effective way.

Ja | think where it will & 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
GKSNBEQa | o0AB22XBoKSBIBEONBHECSYRR (KSE R2YyQf
odzi @2dz {y26 AGQa SIFaASNI G2 asSS Al sAGK 0
it would give a good queue on like the extremity of the movement needed so you can

build it up. You can plan thanuch more easy than listening | guess.

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 yourk 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?

| think | would.

LGiQa NBIFffe AyuSNBadAy3aIod [/ 22fmuchhidgryodr INB L
input.

Pleasure.

You can keep this as well just for knowledge sake and yes thank you for taking the
time out of your day. | know you are very busy with rhymes and everything.

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: ! YAYI G2NR& 1 2YSs /LIS ¢246Yy

CJ Have you ever animated a dance scene?

NV A dance scene, no, not a dancerse.

ClJ 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 filmsaw a couple
2F GKSYZI LQR KIFI@S (2 GKAY] lo2dzi AdGZ RIyO!
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 animaticdf planning purposes?

NV Crucial yes. So before the animatic | put it in, | think I'd have the music before | have
the actual, before, before the storyboard.

CJ Okay and, will, so the animatic and the, sound incorporated, will it be to the precise
correcttiming, 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 | realized. |

RANBOGUSR 2yS 2F GKS &aK2NIla FyRX YS&siAOd#Z 20
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 eveithisnh ja.

ClJ 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 | would say,
but what else do you think do you, would you need to animate a dance scene?

NV What do | need to animate a dance scene, | think just, well context | assume. I'm just
trying to picture the, the setup or the context. So | 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 albhatityour,
GKIFEG 22dzQNB R2Ay3 Al ¢2ddZd R 6S> Al 62dA R o

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, | mean, those, those are the two
predominant senses that yowvorking with, uhm, ja.

And, how would you go about to use the audio then to start planning and animating
the scene?

Aah, first look at the beats of the music, so, so in the same way that you would take a
story beat, | think in the same way that | wdwapproach 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. 1 think first really
listen to the music, like listen tdhé music over and over and over, and from there
just decide on the different, the different emotions, so | 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 matke story of it.

Mm.

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 storyboaadimatic animation
tweaking and that stuff.

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?

& A A A

' KX L RARYQUUOAKBARKBIE{i2¥YzAY DI y2 L R2YQ
AaKSSiz F2NJ YS LISNm2YylFffe L R2yQd GKAyYyl
would be, for me that relates very much to the, so it's, to seeing the code behind,

behind Maya or somethingtosdée2 6> K2g fA{1S GKS ol O1lSYR 4
dealing specifically, if your role or, or to put it in another context, so if you have to fit

Ay F F2NY 2y 6S0aArAiGS e2dz tA1ST @2dz R2y Qi
what the website lookske and how to interact with it, and | think in the same way,

GKIFIG L ¢2dZ RyQi ySOSaalNARfe €221 +Fd GKS &
specific reason for it, but otherwise no, no just | listen to the music, [laughs], cause
otherwise like its just hardcore musicians who go wow, like that note, unlike aah.

Ja.

al 8608 (KS& g2dA R odzi y2 L R2y Qi GKAYy]l L
How would you determine the correct timing for the musical scene?

Aah, the correct timing?

Like planning outvhere 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
KFELIWSya f2y3 gAGK GKS YdzZAAOX 2NJ ¢g2dzA R &2

Ja, so physical reference | think is also incredilgortant, 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 immengaipful. Other than that, usually

FNRY Yé LISNE2YIlf SELSNASYOS AidUua 2yfteée 0SS
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K2 ¢ z a2 0KIaQa K2g LQ@S 06SSy GNIAYSR YR
1Y 2 F FyYAYEF (2N adzNg@D@rey guyk dsédto caudt beats, I G Q a
Aa zAuKZ Ad S6AGK FTNIXYS O2dzyio dzi 21X az

met are usually according to frames. So, when they look at like a fast turn or
a2YSUKAY3S 2NJ f A7 SeytboyrTitinfgmes.A NBE Tt 26 AGQf f

Mm.

Which, is something which | assume will be the same for music when they have the
NEFSNBYOS FT2NJ Al a2 ¢6KSy @&2dz aK223G GKS N

Mm, analyze it. What do you think will be challemgabout animating a dance scene?
Do you think it will be, more challenging than a normal animation, or just a normal
part of animation?

| think the challenge will probably have its own rewards system as well, cause once
again, like with the animatorshat | 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 sorhatg 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 flerent.

Mm.

So there you just need the principle of like weight, whereas in a dancing you really
gyt G2 tA1S KFiQa gKSNB GKS KIFyRa FyR
hands and the eyes have to work their magic. | think thentliked of goes into the

hips and the whole body, and just the whole character has to personify the piece of
music. Aah, so | think if done right then, then most probably more difficult.

Mm, do you know of any specific method that an animator might taseanimate
music?

o[ dZAKABS 82dz (Y26 (KS 2yta 2y8 G(GKFd LQOS
2yS> tA1S GKSIZI fAa Ué)f G2 GKS YdzaAl yR 2d:
ATQY FK GKFEG LINRPOSaasz ¢ kne@éhsumingbatitsiay S A &

bit more organic than just left brain analyzing the piece of music and then going from
there.

Mm.

Uhm, | think, it would probably be cooler just to have it done in groups. Aah, as, like

the brain assist through more than operson so better ideas are just generated, it
2dzad KILIWISya GKFG gles FyR 0KFGIQa K243 L
process, or at least that would be the best start of the process, how to come up with

like a dance scene. But further th#rat, the actual technicality, | think it depends on

how you were trained, | 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 peopleke, they just love the chaos. Most people | know just

love the chaos, ja, so.

Creative mind thing.

Mm, ja, chaotic organized.
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Ja, ja chaotically organized, ja it's designedly finished.
[Laughs], ja.
Do you have any musical knowledge orisRil

KX a2 Al KIFILWSya L R2 KIFI@S az2yS KAadaz
guitar. And | played for about seven years. Uhm, only like classical, yes.

Did you go for lessons, or was it selfight?

Ja, no lessons. So | had a teacwho taught me, what | assume is like the Unisa
syllabus. | think so, ja so you do the scales, you do the apeggios blah, blah, blah, ja.

Okay, and would you say you have a innate musical talent or a exceptional love for
music?

Love for music yega | 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.

[Laughs].

That was so beautiful, | can totally relatetk@t, so yes, no music is one of the things
fA1S NRIKG dzLJ GKSNBZI 2Fd | KYZ yIFGdzNIt @
fA1S F 20 o60SGGSNI KKy YSI wfldZAKagsS az
26 L RARY QU NX>asfas$ldéng &I chull like Bogson@thiggfhat sounded

like okay to me, ja.

Mm, ja, so do you understand basic musical concepts?

Maybe, ja.

Okay, so I'm just going to tell you about a few things which you would probably know,
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and thisis justt8 LI LISNE LQft SELXIFIAYy SOSNEBGKAY3
FYAYFGAZ2Y &LISOAFAOFEtE GKFG L R2y Qi GKAY]

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

TNIYSa LISNIGSHGET YR K2¢ SOSNBGKAYI NBO2f

concepts vhich is the music as well. So | 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 | think animation also and ja anyway. Do you think
you would ug your musical knowledge, even if it's not like intentionally, to animate

a character more believably in musical scenes?

Probably not intentionally, because | always used to suck with theory in music anyway.
So maybe it's been always much more interarad much more, feminine. Much more
TSStAy3 o0laSRT FYyR L GKAYy1l tA1S GKIFGQa
surely that is what | would use when listening to a song to determine how to animate
it. So | assume we can say yes, ja.

If youhave 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?

I would use to like as terminology to explain how to animate a scene?

g K
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Mm, ja, or maybe justuse ds,A { S FT2NJ AyaidlyOS LQff dzasS GA
core things, that obviously you have to time the music to be precisely correct with the
animation.

z

aYZ dzKY &a2YSGKAYy3 tA1S IYyRIyGdS L R2y Qi (K
say slow

Ja, ja, ja.

The beat, uhm, | think dynamics. Uhm, motive, ja, | think orchestration could be nice.

Uhm, ja tempo and time signature, rhythm obviously, and maybe pitch. Ja, cause |

agree with you, like some of them would clarify, so it's the, eging a, the abstract.

.dzi 20@A2dzateée AdGUaA AYy | KASNI NOKIFE glex a
would use that.

Ja.

But something like, as you say, rhythm or pitch or something, so I think that might be,
L R2Yy Qi (1y260

[Laughs], Whatiher skills or knowledge do you think one would use to animate, not
specifically in a musical scene but like ja?

Acting.

Acting, there we go.

Totally, totally 100%.

Okay ja.

'FKEZ 2FX L GKAY]l GKFGdQa I Odtderéagodsivhyfldzy y e S
R2y Qi F¥SSt GKIG LQ@OS NBILffte S@OSN) O02yySOGS
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 aht 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 outhett is, is really cool.

Mm.

Ja, so, so acting, so like acting is right at the top.

Pretty up there. Have you ever used a bar sheet to animate and dance scene?

b2y L R2y Qi GKAY]l a2 11 &a yezyS SOSNI al A
Yes.

Okay.

Ja, sol'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.

Crazy.

So, the animation was done and then the music was just an afterthought which was
af I LIWISR 2yid2 GKS IyAYFGA2yS FyR GKFGQa K2






