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F.3 Sequéncia grafica
da interface do pro-
totipo da aplicagdo em

funcionamento.
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néo acerte, 0 personagem mostra-se triste, o botdo fica vermelho,
e 0jogo volta a iniciar, caso acerte na sequéncia, o personagem
salta contente e muda para o modo de apresentagdo da sala
através de legendas que aparecem na parte inferior do ecra. As
legendas vao aparecendo devagar para haver tempo suficiente

de leitura mas € possivel avancar depressa apenas com o toque
no ecra. Assim que ¢ terminada a apresentacao, ¢ mostrada uma
imagem que auxilia na exploragio do espago e posteriormente

a aplicacdo volta ao seu estado inicial, sem passar pelo ecra de
introdugio.
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3.3.2 . Conteudos Textuais

Optou-se por selecionar algumas das informagdes que se consid-
erou mais pertinentes, tendo em vista os objetivos deste projeto,
e foram adaptadas para um nivel de compreensio baixo e ainda
com uma vertente ludica para captar a aten¢do dos utilizadores
mais novos. As informagdes propostas para apresentacdo na
aplicacdo foram selecionadas por terem conteudos que incitam
a exploragdo e descoberta da sala em questio e por possibilitar

a consciencializagao de situagdes que nao sejam passiveis de
visualizar de imediato. Juntamente ao texto, para auxiliar nessas
situagdes, € disponibilizada uma imagem caso a situagio assim o
exija.

4 . Teste e Avaliacao do Protétipo

Para a avalia¢do da aplicag¢do desenvolvida no projeto, foi
necessario submeter o prototipo a um grupo de amostra repre-
sentativo dos potenciais utilizadores da aplica¢do (Fig. 4). Na ob-
servagdo indireta, o instrumento de avaliagdo pode ser um ques-
tionario, ou um guido de entrevista [8]. O prototipo nao incluia
toda a informacao e estrutura da aplicacgo final, mas a suficiente
para reproduzir com credibilidade a experiéncia de utilizacdo da
aplicacdo. A avaliagdo do prototipo permitiu colocar questdes as-
sociadas a escala do ecra do dispositivo, ao espago de navegagio
do objeto e possiveis relagdes com as especificidades dos conteu-
dos animados, obter uma percegao de como sera a aparéncia final
da aplicagio e fazer as devidas revisdes do prototipo baseadas nas
conclusodes retiradas neste processo.

4.1 . Amostra de Participantes

Jakob Nielsen, um especialista da usabilidade em sistemas digi-
tais, defende que se pode fazer estudos apenas com cinco elemen-
tos de um escaldo etario ou com um grupo de vinte em métodos
quantitativos [9]. Mas mesmo num estudo pequeno, € necessario
selecionar uma amostra aleatdria o mais representativa pos-

sivel da populagdo a ser estudada [10]. Portanto para a sessdo de
avaliacdo foi constituido um grupo de amostra de 9 criangas, dos 6
anos aos 9 anos, esta amostra constitui um grupo de vinte criangas
num intervalo de idades entre 0s 6 anos aos 9 anos, de ambos os
sexos, na qual foi possivel reunir cinco de cada escaldo etario. Esta

585

F.4 Experimentagdo do
protétipo da aplicagdo

com crianga.



586

CONFIA . 2nd International Conference on lllustration & Animation
Porto . Portugal . December 2013 . ISBN: 978-389-98241-6-4

sessdo teve como objetivo avaliar as funcionalidades e conteu-
dos visuais e sonoros do protdtipo num grupo de individuos que
representa o publico-alvo principal para a aplicagio, e foi seguida
da implementag¢do de um inquérito por questionario para avaliar
os pontos positivos e negativos das funcionalidades e contetudos
visuais e sonoros da aplicaggo.

4.2 . Analise e Interpretacao de Resultados

Através dos inquéritos realizados procurou-se entender se os par-
ticipantes conseguiam identificar claramente os conteudos mais
relevantes e se a interagao com as fungdes da aplicagio era intui-
tiva. Verificou-se uma ocasional dificuldade de leitura dos con-
teudos textuais que se verificou incidir nos participantes com seis
e sete anos de idade, diminuindo nos participantes de oito e nove
e anos. Apesar de se ter verificado a necessidade de aumentar o
tempo de apresentacao do texto, e fazer algumas quebras entre as
frases para facilitar leituras mais demoradas, a situaco referida
manteve-se presente nos participantes de seis anos. Adicionou-se
ainda uma opg¢ao de toque para disponibilizar aos participantes
avangarem para o conteudo textual seguinte considerando o caso
dos adultos, por exemplo, que dispdem de melhor capacidade de
leitura.

Para alguns participantes nem sempre era percetivel o que
lhes era pedido durante a experiéncia, mas com alguma orien-
tagdo depressa se tornavam mais autonomos. A interagao foi mais
ou menos intuitiva, embora inicialmente todos os participantes
tivessem esperado que o personagem se mostrasse ativo sem
interagirem. Mas a interagdo com a interface nao foi tdo intuitiva
como esperada pois a maioria das tentativas de interagdo eram
direcionadas para a personagem, por isso serdo adicionadas
pequenas instrugdes para conduzir o utilizador no uso da apli-
cagdo. A aten¢do dos participantes, particularmente dos mais
novos, focava-se principalmente no personagem, ao invés de se
focarem nos sons ou nos conteudos textuais o que influenciou
bastante nas respostas obtidas. A componente ludica foi muito
importante para os participantes no geral, este elemento auxiliou
no interesse das criangas pela participagdo na experiéncia. Outro
fendmeno que considerei muito importante comparativamente
aos mesmos utilizadores foi o facto de a idade ser uma forte
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influéncia na componente ladica do projeto, os participantes de
escaldes etarios mais elevados revelaram mais entusiasmo do que
os escaldes mais novos - esta situagdo parece corresponder com

o facto de haver menos compreensio da aplicag¢do que resulta em
dificuldade, que por sua vez nao alimenta o entusiasmo e sugere
que a aplicagdo podera ser também apelativa para escaldes etarios
acima dos 9 anos de idade.

Concluimos através destas sequéncias de observagio direta,
que um ambiente descontraido € essencial para uma experiéncia
bem-sucedida. Os elementos da amostra focam-se menos na
figura do investigador e na reagdo que as suas agdes provocam nos
outros, focando-se mais na experimentacao da aplicagdo em si.
Ainteragdo tornou-se mais intuitiva, ndo dependendo tanto de
auxilio na experimenta¢io da aplica¢io, tornando-se assim um
mundo completamente descoberto por elas proprias através de
tentativa e erro. Apesar de esta ser uma situa¢io ideal, ao invés de
ter utilizadores individuais, as criangas demonstraram a mesma
vontade de cada uma delas experimentar a aplica¢do individual-
mente pois perceberam que a experiéncia nio ¢ igual se apenas
for visualizada, a visao subjetiva e o proprio toque no ecra foram
importantes para sentirem maior empatia com a experimentagao
no prototipo.

Numa visao geral podemos afirmar que a idade auxilia na
destreza e na naturalidade ao lidar com determinadas situagdes
e objetos, e também pode aumentar o entusiasmo da experimen-
tagdo de situagdes novas. Percebeu-se a importancia de as perso-
nagens virtuais terem a capacidade de se sobressair nos aspetos
relacionados com a jogabilidade, e que pudessem comunicar e
relacionarem-se emocionalmente com o utilizador.

5 . Conclusao

5.1 . Notas Conclusivas

O corrente estudo procurou analisar o panorama da utiliza¢do da
animagao no contexto da realidade aumentada, estudando as suas
diversas formas e suportes. Neste sentido, este foi desenvolvido
para que fosse passivel de ser experimentavel em dispositivos
moveis, e procurando que seja apto a ser utilizado por a um grupo
alargado de utilizadores individuais. Neste projeto foi particular-
mente explorada a contribui¢do da animag¢ao para uma experién-
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cia mais envolvente e ludica, procurou-se criar uma animagio
que desafiasse o utilizador, levando-o a busca de mais informagao
através da interagdo com esta. Foi entdo explorada a participacdo
da animacdo na composi¢ao de uma aplica¢io e estudado o papel
da personagem, em situacdes que a aplica¢do solicita intera¢do. A
personagem é um veiculo que transpde essa interagdo para levar

o espectador a responder e criar uma ligagdo com os conteudos
apresentados. Teve-se em consideracdo a necessidade de procurar
novas formas de interagdo com o espago envolvente, com esse
intuito procurou-se cruzar desenvolvimento de personagens com
estimulos visuais e formais dos instrumentos.

A incompatibilidade de programas por vezes leva a repensar o
trabalho e a procurar solugdes fora do planeamento previsto. essas
foram consequéncias de limita¢des na utilizagio dos software,
mais especificamente na transi¢ao de elementos graficos entre
estes. Uma situagao que mudou consideravelmente a abordagem
foi a opgao de utilizagdo de marcadores no espago que passou a
ser a melhor op¢o de implementacao devido as limitagdes que o
reconhecimento direto do espago levantou. Um dos principais de-
safios encontrados foi a transferéncia da personagem para o am-
biente de realidade aumentada, que consiste em problemas como
a adaptac¢do das texturas e da cor, refletindo-se na reprodugao
das animagdes realizadas. Procuramos assim permitir ao publico
uma interacdo ludica e informativa, com personagens animadas
auténomas que nos permitem saber mais sobre um espago, sem a
dependéncia de um guia, ou vincula¢do a uma visita guiada, e de
um modo pouco invasivo que nao interfira (fisica ou visualmente)
com as caracteristicas arquitetonicas do local visitado, acentu-
ando ainda um incentivo a exploragao - de interface, do espago,
das personagens e dos seus sons - que sublinham e nos imergem
no espago contentor de sons que a Casa da Musica representa.

5.2 . Contributos e Perspetivas para Trabalhos
Futuros

A aplicagdo desenvolvida, aliada aos conhecimentos teoéricos
adquiridos do projeto apresentado pode constituir um ponto de
partida para outras investiga¢des, no contexto da produgio de
conteudos criativos para realidade aumentada, ja que contribui
com uma experiéncia metodoldgica e empirica sobre a qual se po-
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dem evoluir trabalhos futuros na area. Finalizamos o projeto com
a expectativa de ter contribuido para a valorizacao desta area, na
qual percebemos haver potencial, com muito a ser explorado, e
com grande aceitacdo em publicos de todas as idades, com mais
incidéncia em camadas mais jovens.
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Introduction

This paper emerged out of the students’ interviews that I conduct-
ed during a course on Experimentation in Animation and Films
for students of Post Graduate Diploma in Animation Film Design
at National Institute of Design (NID), India.

Animation, as a medium of storytelling, communication and
pure artistic expression and experimentation, has had a unique
journey for more than a century. From being an alternative to
live action cinema and a medium for children’s entertainment to
becoming “a choice of the avant-garde, a modernist language and
the height of experimental cinematic achievement” [01] to being
recognized as “the most important art form of the 20th century”
[02], animation’s identity has been under constant
metamorphosis.

Animation and Film have been the most popular and prevalent
mediums of mass entertainment worldwide beyond the bounda-
ries of language and culture. The mainstream animation features
and animated television series, produced mainly in the animation
studios with commercial interest and targeted at wider audience,
have significantly shaped the collective conscious experience and
understanding of animation as a product of industrial process
aimed at popular entertainment. Scholarly study of animation is
yet to be given its due space in universities and art-design insti-
tutes globally. The current academic study of animation is pre-
dominantly oriented towards learning of animation as a medium
of storytelling for mass entertainment and communication rather
than as an art form in its own right.

A course on Experimental Animation and Film provides a
venue for the students to consciously break the boundaries of con-
ventional practice of animation and develop a different approach
in the process of animation making.

Following an experimental approach in design of an animation
offers an opportunity to the students to question and critique the
traditional understanding and practices in the medium, leading to
the broadening of their perspective about animation.

This paper discusses my findings and insights that I gathered
while closely following the students’ creative process as well as
interviewing them and discussing with them during the course.
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Act 1 - The beginning confusion --> excitement

For most of the students it wasn’t an easy beginning. Confusion
was a common feeling. But some of the students found it a liberat-
ing experience as it offered a playground to break the rules and
limitations that come with traditional practices in animation.

It was all about breaking the boundaries of one’s own perception
about animation what one had experienced and practiced so far.
One of the students referred to it as the breaking of the way in
which the visuals had been perceived so far. Their understanding
of the graphic possibilities, that animation offers, also expanded
and affected the students’ creative process and the final outcome.
Some of the students began with some thoughts and concepts
while some others recalled their immediate or distant past
experiences. They consciously avoided the narrative route. This
unconventional and unstructured approach worked as a breather
for the students and opened up an altogether different pipeline
for animation making. Originality and newness were common
elements in students’ creative approach and intention and paved
way for them to find materials, techniques and forms that fit
with reference to translating of their subjective experiences into
animated films.

The excitement in the students came more from the possibili-
ties in the medium rather than the story or the concept. For some
of the students experimenting in the medium involved going
beyond the limitations that one has in terms of skills. The freedom
to choose from a variety of mediums and materials was a way to
overcome some of those limitations but at the same time it was a
way to search for a bridge connecting their thoughts and feelings
and their translation into visuals and sounds. Gradually the excite-
ment took over the confusion and the students proceeded with
an expectation that they would stumble upon something new,
original or different on the way.

Act 2 - The process

Mediums, Materials and Forms

As the students were not thinking in terms of stories, characters,
messages or communication objectives, “techniques, mediums
and materials” took precedence in the beginning of their creative
process as most of them started with translating their thoughts
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and im- aginations into material explorations e.g. textile (Fig.2),
food colors, paints on water etc., sometimes even with- out a trace
of a thought or an idea of a narrative.

Breaking away from developing a structured storyline opened
up a way of looking at every idea as a potential candidate to be
translated into a cinematic exploration. The dreams, experiences
and reflections on day-to-day life became a source of thoughts to
be translated into visual explorations in different mediums and
materials.

One of the students felt the conventional process of anima-
tion making as stagnant and mundane with limited oppor- tunities
of innovation and creative satisfaction. He felt that experimenta-
tion is about having a regard for the “process” but always trying
to go beyond the “standard”. “Non-line- ar” approach was given a
preference over “linearity” in the “process” and it was suggested
that one can begin thinking about the “medium” and the “con-
cept” simultaneously as two parallels that can cross their paths
somewhere ahead in the creative process. The medium wasn’t just
serving the narrative or the concept anymore but their separate
exist- ence led to more options in terms of exploring the “vo- cab-
ulary” that mediums and materials themselves had to offer. The
choice of medium and material was also thought to be a deciding
factor in expression of one’s thoughts or communication of one’s
ideas and some materials and me- diums were found to be effec-
tive while others didn’t seem to work.

Some of the students approached other Art Forms like Indian
Classical Music (Vocal) and Indian Classical Dance (Bharatnaty-
am) to inform and enrich their aural-visual vo- cabulary so that
they could approach the “non-narrative” and “abstract” in their
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own animation practice with more clarity and creative possibili-
ties. One of the students ex- plored the Mudras (gestures) and
Bhavas (expressions) in Bharatnatyam (an Indian classical dance)
while the other began her experiments looking for possibilities in
the sys- tem of Indian Classical Raagas (melody). Some thoughts
and discussions took a turn towards aesthetics and visual com-
position and one of the students felt that the animated explora-
tions not necessarily have to be “pretty” or follow the cliché of a
structured narrative.

Students’ ideas of exploring beyond conventional medi- ums
e.g. drawing, cutout, claymation, was not only a way of overcom-
ing some of their own limitations in terms of skills but also was
intended towards finding “new forms of expression” in a dialogue
between the “medium” and “concept”.

The students also experimented to a great extent with
“abstraction” exploring colors, forms and movements and tried
achieving a sense of “musicality” in their animated movements.
They explored old and new techniques e.g. cutout, software
(animation, image editing, compositing) and Apps with same en-
thusiasm and intrigue. It proved to be an open venue for them to
incorporate as many techniques and methods to achieve new out-
comes. For most of the students experimentation began where old
set of constraints (narrative, characterization, communi- cation,
continuity) were gone and new set of constraints (non-narrative,
abstraction and material and medium in- teraction and explora-
tion) came in. Breaking away from the mold or the structure creat-
ed a void initially and brought significant amount of confusion in
the students but at the same time it opened up avenues to search
for new creative possibilities. It was also felt that this “feel- ing of
being lost” is essential to jog one out of the norm and help one to
ask questions and find ways. Experimen- tation was thought to be
about “shaking things up and mixing things up and to do things
the non-conforming ways”.

The whole experience was also referred to in “metaphori-
cal” terms. Sometimes experimentation was like “a blank canvas
where one can choose what paint one wants and can go to it”
while some referred to it as “a child’s learning ground to walk”.
For one student experimental animation offered an opportunity to
create one’s own set of visuals and ideologies, something that one
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doesn’t see happen- ing everyday in one’s creative practice within beyond conventional practice. For one of the students it was not
conven- tional boundaries. It was felt that one doesn’t need to tell just about materials and mediums and meaning making but ex-
a story every time to make sense and experimentation in film and ploring new “ways of looking” and “ways of deciphering a visual”
animation offered a widening of perspective about the medium was an experiment in itself.
and created a window to go “poetic” in one’s cinematic
exploration. \ Sl -
\
Another student felt that experimentation in animation of- @ ’Q =
fered a chance to be “wrong” and offered a break from al- ways q

figuring out the logic to make things “right” in terms of com-
munication objectives or telling of a structured story. She felt
that experimentation offers another dimension to one’s work in
animation and is a way to create something distinct, like a signa-
ture, relating to one’s own thought pro- cess and personality as

r
{%

& -4

she mentioned that some ways of thinking and creating come to As the students proceeded in their creative process the sense F.2 Some of the final
someone depending upon what kind of person one is. Some of the of “wonder” gradually took over and “clar- ity” emerged as stu- frames from the anima-
students were of an opinion that one can make an animation just dents moved from trying out differ- ent mediums and materials tion film “Friendship”
for oneself, purely for self expression and without any communi- (putting colors in water to spraying paint on canvas to trying brush by Akashdeep Sonkar
cative function. One student also felt this way of film making as strokes (Fig. 1) to placing the camera at some point and record- (student)
sharing something personal and opening of a window pro- viding ing) to a conscious attempt of constructing an idea and creating a
an overlap of personal spaces between the audience and the film- work.
maker. Experimentation in film and animation was also consid- For one student experimentation was a platform to ex- plore
ered to be a “visual discussion” with the au- dience and a way of the realm of “abstraction” with sounds and music through a play-
sharing one’s feelings that one comes across walking the streets ful approach towards the “form”. For an- other student experi-
one inhabits. mental animation was a “new way of looking at the world and
Another student believed an experimentation to have a clear the medium”. It was a territory that she hadn’t entered before.
“conceptual” aspect apart from exploration of medi- ums, tech- Initially she couldn’t ac- cept the idea of films freed from “pur-
niques and materials. He didn’t begin with an idea of the final film pose and meaning” and she had a “fear” of not being able to make
or a story but limited his experiments to a “framework” where he something that is not “deep or meaningful” enough while she
explored cinematic devices (like flips and loops) as an attempt to was experimenting with the medium. But once she got rid (con-
understand how these tech- niques and devices work and affect sciously) of that “pressure” of “meaning and reason” she started
the final cinematic out- put as well as the viewers’ reaction and ex- enjoying the freedom of choices, in terms of materials, mediums
perience. Another exciting aspect for the students in the process and techniques, and started having “fun” with just the forms and
was about ex- pressing or communicating complex ideas, some- colors and movements in her creative journey.
thing that one comes across in one’s life, through the medium of Another student felt that animation’s role is to express the
film and animation. thoughts and feelings that lie beneath the surface reality and exist
One student felt that we have an access to a much wider va- beyond everyday experience of actual- ity. The student also felt
riety of tools and techniques nowadays and the possibilities of that there is a strong connection between the act of film making
experimentation in film and animation are endless so it all begins and the willingness of the filmmaker to talk about things that she/

with one being open and willing to try new methods and processes he believes in or has seen or experienced.
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Act 3 - the culmination

The students strongly correlated experimentation with freedom,
artistic, subjective, personal, individual, auteur and signa-

ture. This course was taken as a platform to engage in a critical
discourse about the language of animation and to try out new
materials and techniques leading to new creative output and new
understanding of animation as an art form. The freedom from the
conventional character-centric-narrative-fiction approach paved
way to go back to one’s dreams, perception and experiences of
day-to-day life as playgrounds to engage with animation as an
artistic tool for expressing one’s thoughts, ideas and philosophies.
One of the students felt that experimentation in animation is a
way of shaking up the norms and breaking away from conventions
to find new creative possibilities in the current practices in anima-
tion that has reached a plateau.

At the same time the idea of experimentation in animation
and film wasn’t embraced without skepticism and the oscillation
of thoughts between art and functionality, individual expression
and communication and form and content never ceased to exist.
This dilemma led the students’ creative processes in different
directions and thus each student experienced the process differ-
ently. Some told a story but explored unconventional
approaches while others completely moved away from any kind of
storytelling or communication and had fun just playing with the
materials, mediums and techniques.

In the end all the students found the experience to be enrich-
ing in terms of having explored something new and different in
the diverse vocabulary of language of animation.

Conclusion

It was very intriguing for me to see how the students’ per- spec-
tive about animation’s artistic-expressive nature broad- ens once
the students move beyond their conventional understanding,
experience and practice of animation as pri- marily a medium of
storytelling and communication. When animation is looked at
outside the framework of its narra- tive-communicative function
then it’s true artistic possibili- ties come to the foreground. When
one begins to explore other aspects of the language of animation
e.g. creative pos- sibilities in materials and techniques, new forms
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of expres- sion emerge. The making of artwork itself takes the
center stage and it becomes self-reflexive, leading to an artistic
experience of its kind. The non-linear approach in experi- mental
animation where Form and Content (story / thought / concept)
journey independently (to possibly culminate at some point in

the creative process) opens new possibilities for the animator to
have a more enriching experience while exploring “animation as a
versatile language that can speak in many tongues”. [03]

For some students it was pure experiment with the medium
while for others it was an opening up of a different pipeline of ani-
mation making. Some found it to be an artistic endeav- or while
others simply had fun playing beyond conventional boundaries.
But everyone was, to certain extent, able to look at the medium
through a different lens and could experi- ence the immense crea-
tive possibilities that animation of- fers.
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The wind turned into animation
character

M. Carmen Poveda

Abstract

The depiction of sequential momentum in children’s book illus-
tration is a form of visual communication where the artist takes a
positive role in expressing narrative ideas, a role which has many
similarities to the role of director. Sequential momentum is an
expressive visual device that animates the narrative; it is primarily
a visual tool, which is effective in depicting movement, drama and
time in a static medium.

In order to analyse the complexities of this, the paper will
break down the notion of sequential momentum into three com-
ponents and discuss how these components feature in the work of
several prominent author-illustrators. The first of these compo-
nents is action: the momentum of the image and the expression
of frozen kinetic energy on the page. The second is time: how
the image depicts a single moment or multiple moments in time.
Lastly, the discussion turns to drama showing the intensity of the
moment and the theatre of imagery that exists on the page.

One might assume that expressing sequential ideas, through
what has been referred to as a ‘discontinuous medium’ (McCloud,
1993), could be inhibiting, however expressing a moving story
through a static medium demands a focus of conceptual direction
by the artist. It challenges the artist to identify the very essence
of anidea and then to express that idea using a multiplicity of
graphic codes that iterate and reiterate the notion of momentum.
The fictional world of children’s books provide temporality and
causality, where the audience can engage in expectations and an
imaginative journey, which in the process of comprehension, is
transformed into motion and becomes continuous.
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1. Introduction

In this paper we address the difficult task of creating a mute char-
acter without human appearance. Specifically describe how it was
created and animated the wind for the short film A piece of wind1.
The character, in any of the arts, usually behaves similarly to the
way a real-life individual, but not always looks human. If you add
to that the character does not speak, the expression of life during
his performance is a difficult and very demanding for the artist.
The human body has the ability to complement the verb indicat-
ing consciously or unconsciously what the individual feels and
thinks. The face and hands are the principal responsible for such
non-verbal expression. When the character are not a human form,
the animator has to strike a metaphorical or symbolic gestures
such human, relying on other resources such as sound or color.
What is the origin of this study?. This study seeks to find new
forms of body language and get an abstract, almost no volume
graphics, get the viewer convey feelings and actions of the human
being. The solutions presented here are valid but they are not
unique, they are simply personal ways of solving the problem, as
Russian actor Stanislavsky (1863-1938) asked his student drama
classes, “You are here to study, to observe, not to copy. Artists
must learn to think and feel for themselves and find new forms of
expression “(11).

The reason for choosing the wind as a character is that this ele-
ment of nature does not have a perceptible body in real life, only
in times of maximum drag force elements such as dirt or leaves
being so noticeable at a distance. Being that we’re working on
character animation and not another artistic discipline, we must
not only think about how an image but how they behave over a
period of time. This was explained the Scottish animator Norman
McLaren (1914-1987) during his interview with J. Baquedano:
“The animator, more than any other movie maker, notes that what
exists on each image is never as important as what has happened
between images” (1).

2 Antecedents

The wind has been an essential element in many animated shorts.
Sometimes appears so discreet in the film as an element of the set,
as a single agent goes very unnoticed atmospheric. But sometimes
plays a role in the script. In these cases the wind is used by the
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animator as a graphical tool to convey an idea or a feeling. We
choosen three short films that apply these ideas and then discuss.

2.1 . 'homme qui plantait des arbres (1988), ani-
mated by the canadian artist Frédérick Back

In this case the wind is not a proper character as lifeless own but
their role is very important in the film. Frédérick Back uses the
wind as a link in the various events that occur during a period of
time. In the film we see two distinct parts. The first is described
as a desolate space, sad and abandoned. In the second part we
see a stage full of life, vegetation and color. Both in part and in
the other, the wind stirred tackles the characters and elements of
the stage. If at first strengthened the message bringing desolation
sand and soil of a barren land, in the second part is the same wind
that favors the expansion of the vegetation, filled with color and
life space.

2.2 . Paroles en I’ air (1995), animated by the
french artist Sylvain Vincendeau

Vincendeau Sylvain’s film does not use the wind as a character
but as in the above cited is an essential element in the script. We
see throughout the short the successive attempts of the central
character for contact with a girl who lives in a nearby house. With
windows facing the protagonist tries again and again to get a mes-
sage written on a sheet. To which the girl read it builds a

plane sheet of paper with written but the wind is in your favor and
messages just getting into the homes of other neighbors.

In this case the wind lacks corporeality. We know that is
present through the paper airplane moves through the air. Only
when it takes a lot of force on a tromenta can appreciate through
clear lines on a dark background. Again marks the resource to give
transparency when a gentle breeze and opacity when acquired
great strength in their movements.

2.3 The wind subsides (1996), animated by the ger-
man artist Vuk Jevremovic

The latest short film we considered interesting to analyze is the
German animator Vuk Jevremovic. The wind subsides the first
short film was made and is an experimental film which highlights
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the use of painting within the animation. Throughout the film

we see the continuous displacement of a leopard suffers various
metamosfosis, color changes and textures. In this case the feel-
ing of speed and tension leading to the rapid run of the animal is
enhanced by the action of wind, that accompanies continuously.
Jevremovic uses wind similarly to as did Frédéric Back, as an
element that reinforces an important idea to convey in the film. If
Back is used to express desolation and life at different times in the
film, Jevremovic uses it to generate tension and increase the sense
of speed in the viewer.

3 . Wind study
Let us return to the film A piece wind and with it the creation of
the character. Before that we encourage you to define both in ap-
pearance and in personality. A key feature in the design would be
its lightweight nature. the wind moves similarly to as does in real
life. But what would we do without words to express your mood or
feelings?. How was resolved using the resources of color, texture
and sound. This was a particular decision because there are artists
that refer to elements of reality in a metaphorical or symbolic,
even creating its own language away from the actual design. In
our case we would keep some of the properties of real referent:
lightness, low visibility and resizing. It was decided to create a
character based on spots with different shades and textures. By
the time the character emotional state change during the movie,
the scroll speed, tone and texture of his body altered.

The character in their behavior uses the body language of real

The wind turned into animation character
M. Carmen Poveda

individual, therefore we must find a way to express emotions, as
explained by the American animator Preston Blair (1908-1995):
“Once defined the emotion will express the character must ex-
plore every possibility of movement seeking more expressive and
clear solution “(3).

Once defined the character in its static stat we need to find
solutions to represent different animated character behaviors.
During the film, the wind has different states: the beginning is
calm and distracted, relaxed walking through the woods. Then is
very angry and aggressive, coming to attack the character of the
girl. Once you have managed to contain his fury, the girl asks him
to return an object belongs. When she refused, the wind tries to
snatch it hard, pulling her. Let’s see how they solved each of these
situations.

3.1. The wind is calm and distracted

At the beginning of the film, the wind appears on the scene as a
quiet and peaceful character. Stroll through the woods distracted
without realizing that a person, hidden under a tree, steals a piece
of your body. Being relaxed, wind represented a very soft spot
faded chalk a very clear tone, with poorly defined boundaries.
There was no texture or contrasting tones. In the performance,

it was decided that this tranquility would manifest through slow
movements and a very smooth animation. This would be com-
bined with fades in the assembly of the post, to emphasize this
slowness of movement.

The peacefulness in this case is represented by a property:
Movements slow. When a person is calm and relaxed and not
making sudden movements quick, usually. The same applied to
the wind, moving very slowly, like a gentle breeze.
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3.2 . Second hehavior. The wind is aggressive and
violent

After the wind finds have removed part of his body, looking for
furious and angry to the person who has stolen. When he finds it
hard lashes attacking from behind as she endures the onslaught
hunched over herself and crouched on the floor.

The fury of the wind is represented by dark lines and highly
textured. Wind body darkens and gains in roughness and nu-
ances. Its outline is now much more defined than in the previous
state. In terms of the behavior, we have solved the fury with very
fast movement of the mass of the character. Mass also increases in
size. Along with the look and the movement is the sound of wind
which increases the feeling of strength. In the former case the
wind moved quietly.

What are the linkages with the real gestures? In this case also
the speed is taken to indicate the shift feeling. But we have also
implemented another gesture: color. When a person extremely
angry, his face reddens and therefore your skin becomes darker,
as explained by the naturalist Charles Darwin (1809-1882) in his
study of body language: “In the anger, the heart is accelerated
slightly.

The face color intensifies. The glance is bright and stands
firm. The breathing quickens. The flaps of the nostrils dilate. The
mouth is closed tightly as the brow wrinkles “(5).

3.3 Study of the hehavior of the elements that ap-
pear in the short character interacting with the
Wind

Once defined the appearance and behavior of the wind, we need
to study how they are affected touch objects in its path, especially
when it takes a lot of strength. If we observe what happens in real
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life we see that objects are affected to a greater or lesser extent
depending on their weight and flexibility. Who or what wind
interacts objects?. With the girl’s character and nature that grows
in the forest that is the scenario. Consider first the character of the
girl. In this character we have several elements that move with the
wind: the body, hair and dress fabric.

The image shows a preliminary study of the film. The wind
was placed against the girl and slowly gained more strength. The
girl held still while the wind is weak, but must bow and even sepa-
rate the feet for balance when the wind is strong. The hair is light
and flexible, so that rises at the slightest breeze. The cloth of the
dress behaves in a similar way. Before the wind moves and stays
close to the body of the girl.

We also see plants in the scenario. In this case, the plants are not
torn off by the wind but are affected by their strength. The small-
est and weakest parts go flying. The stiffer stems are broken while
the most flexible bend to regain its normal state after the passage
of the wind.

4. Conclusions

The first conclusion from this study is that we can create a charac-
ter without human appearance. That as such, it will behave as an
individual with a personality that is designed in preproduction but
with the peculiarity that their feelings and actions will manifest
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differently than it does a person, lacking physical features as ex-
pressive as eyes , mouth or hands. Instead off; it is very interesting
to find out, as commented Stanislavsky, new forms of expression,
in line with the special nature of the character. These forms of
expression will refer to the natural human gestures and everyday
behavior, because after all, the viewer has to understand what the
character feels and thinks. There are many studies on the expres-
sion of the human body, of which we highlight the work of Charles
Darwin as a scientist and Le Brun as an artist and whose legacies
are an invaluable source of study for the animator has to give life
to any character.

The second conclusion we have reached is that there is no sin-
gle solution to the problem we proposed. This problem remember
that was to get something as abstract and undefined as the wind
got convey to the viewer that had personality and communicate
that he could feel, think and act like the rest of the characters.

It was not easy, but we have achieved it due to a study of the
appearance and changes in color, texture and size. Now this is a
particular way of solving the problem of bodily expression. There
are many solutions as animators and all equally valid. There are
thousands of ways to express joy, sadness or anger. Each anima-
tor solves the animation based on what you know and especially
in terms of their personal way of expressing this sentiment. It is
inevitable that the animator when making animations, leave its
mark as the painter or sculptor does in their respective works.
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Anything Left to Borrow
From Cinema?

Guidelines for Game Narrative

Oguz Turan Buruk

Abstract

Storytelling in computer games is a subject on which many re-
searches have been done throughout the years. With the tech-
nological development in rendering and animation techniques,
the cinematographic approach to storytell- ing in games also
improved dramatically making games stand closer to cinema.
Therefore, we decided to analyze 7 movies to see if any alterna-
tives left which games designers can barrow from cinematograph-
ic representation. As a result of our analysis we came up with 8
guidelines holding potential for enhancing the story telling in
games. Our research showed that, the techniques used in cinema
still have clues for storytelling in games and further researches
will be useful for improving the quality of narrative in interactive
stories of digital games.

611

Keywords
Storytelling, Narrative,
Computer Games, Movies,
Cinema



612

CONFIA . 2nd International Conference on lllustration & Animation
Porto . Portugal . December 2013 . ISBN: 978-389-98241-6-4

1. Introduction

Storytelling in computer games is a subject on which many argu-
ments have been emerged throughout the years. While some
researchers claim that the games and storytelling are different
domains and games does not have a pure story telling [1]; many
other researchers believe that; we need to focus on how to en-
hance previous narrative experience in the game content. Above
argumentation between gameplay and storytelling, mostly arises
from the iterative nature of gameplay and the cut scenes (non-
interactive parts which interrupt the game play for the sake of the
story) which spoils the immersion of the game [2]. Although these
problems exist, game developers have not left using cut scenes
or telling stories in other ways. Moreover, current visual repre-
sentation techniques improved by advanced technologies which
provide many opportunities such as more realistic rendering,
better realtime animation and sophisticated visual effects. These
improvements result in more realistic and immersive storytelling
sequences in video games.

Cut-scenes, being the main elements for expressing the story
in the background, are likely to adopt camera movements, shot
selection and framing from the cinematographic techniques [3].
“Point of view” -looking angle to the outside world which is de-
fined as first or third person- also changes according to the camera
angles as it is in the cinema [3]. In addition to these two, narration
with motion is another mutual point of video games and movies.
These three subjects are mostly experimented and developed
in cinematography long before. Therefore we believe that there
are still alternatives left which game designers can borrow from
cinematographic representa- tion.

To improve this hypothesis, we have selected 7 movies of
which their narrative structures and techniques have potential to
be transferred to interactive stories of the computer games. The
first three movies are Three Colors: Blue, White, Red [4] pro-
vides a genuine structure which makes unconventional relations
between the movies of the trilogy. The forth movie, Run Lola Run
[s], and the fifth movie, Sliding Doors [6] have stories branching
into different story lines which can be named as “tree structure”.
“32 Short Films about Glenn Gould” [7] has a web structure [8]
which is an unorthodox method holding a potential to be an inspi-
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ration point for interactive structures. And finally seventh movie
Baraka [9] is chosen since it does not use any voice-over narration
and express the information with only visual and audial composi-
tion which can be related with iterative sequences of the games.
The analyze method of ours are based on narrative structures
and narrative techniques used in the movies. Narrative structures
vary into several different types which are named as Dramatic
Arc, Kishotenketsu, Hero’s Journey, Hollywood and Robleto [10].
Dramatic arc, is the most known and used structure being defined
with three main stages called “Rising Action”, “Climax” and
“Falling Action” in Freytag’s Triangle. In dramatic arc, “rising ac-
tion” is the part where characters are introduced. In “climax”, the
problem is explained and the “falling action” is the part which the
problem is resolved. This structure can be a reference to even the
most complex stories [11]. The movies chosen do not convey the
traditional structures; however their complex forms of narrative
structures can be explained by using terms of dramatic arc as it
is done in this paper. After defining the structures, we will try to
explain the narrative methods which makes possible to survive in
these kinds of structures to see if they are sufficient for creating
guidelines for the interactive stories of computer games overcom-
ing the problems like interruption of the gameplay for the sake of
the story. By this method, the guidelines for advancing the narra-
tive in branched stories are also proposed in the paper finally.

2 . Unconventional Ways to Tell Stories

The trilogy of “Three Colors: Blue, White, Red” considered as the
masterpiece of the Kieslowski includes the first three movie as
mentioned above. The first movie of the trilogy, “Blue”, is telling
the story of “Julie” and dram after her husband dies in a traffic
accident. In “White”, a Poland Citizen Karol, his girlfriend and
the tides of his life between France and Poland is the case. The
last film of the trilogy, “Red”, introduces us Valentine who is a
student and a model in Geneva and depict the story between her
and Kern who spies into the phone calls of citizens. In each movie,
independent stories of different characters are narrated in a linear
fashion. However, non linear structure of whole trilogy which
connects these different characters to each other is the most ex-
ceptional side. The sequences where the characters in each movie
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come across, are placed in the plot of the trilogy in a way which
makes the spectator create a link between movies in their mind.
One of the scenes which takes place in a court can be given as an
example for the sequences in that appearance. “The court scene”
appears firstly in “Blue”. The scene shows Julie being stopped by
a courtroom staff while entering the wrong room incidentally. At
this moment, the defense of the defendant is heard in a foreign
language which is translated by a translator to the French. The
same scene is repeated in “White”, showing Karol, the main
character who is Polish, defending himself, making us realize that
the defense which we heard in “Blue” belongs to him. Soon after,
we see the Julie who is stopped by the courtroom staff. Plot here
makes us think that we saw the movie before. This confusing mo-
ment, immediately evokes our mind to create a bond between two
movies, although there is not any direct connection in the stories.
The method used is worth attention to understand an authen-

tic way to connect different chapters or sequences. To simplify,
showing same events from the different point of views or from the
eyes of different characters can be used for creating links between
chapters and sequences.

Apart from the court scenes, there are other obvious, yet
indirect scenes which connect the three movies to each other (Fig.
1). In these scenes, an old person tries to throw a glass bottle into
the glass bin. All three movies have the same scene, never- theless
in each movie a different part of the story is narrated. In “Blue”,
the old woman tries to throw the bottle; however she remains
incapable of reaching to the hole of the glass bin. The main char-
acter, “Julie”, realizes the old woman when the sunlight reflected
from the bottle disturbs her eyes, anyhow she chooses to remain
indifferent to the situation. The climax of this short story takes
place in “White” when the same process is iterated by an old man
with the same result while the Karol, unlike “Julie”, watches him
and gives an emotional reaction by smiling at him. The very same
scene reaches to the end in “Red” when the glass bottle is eventu-
ally threw to the glass bin by the help of Valentine. The process
in these scenes, unlike the main plot, is directly related with each
other in all movies of trilogy. The completion of the process in
“Red” gives the message that we are watching the last movie of
the trilogy. The technique used here can also be a guideline for
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linking the different chapters and sequences. Placing a short story
which is indirectly related with the main story line while progress-
ing all along the chapters or sequences can be a way for linking
these different chapters.

Blue White

W Climax

Climax Climax

ctl
W Rising Action

v v
Falling Action Falling Action
. Glassbin Scenes

he fourth movie to be examined is “Run Lola Run” which is an
art house classic. The movie tells the story of Lola who needs to
find 100.000 Mark in 20 minutes for his boyfriend. Narrative
structure of the Run Lola Run is separated into three different
story lines and these 20 minutes are told for three times in the
movie by rewinding it to the beginning and telling the story with
different progress and endings. The story is changing in each cycle
depending on small differences in Lola’s actions. For instance, in
one cycle she hits a woman while running and in the other cycle
she passes her by making the story change. The same method can
also be used for games in which more than one story line is avail-
able. Current games divert the story into different directions with
conscious decisions just as killing a character or leaving him/her
alive. Other than that, a game named Heavy Rain [12] proposing a
story line which continues even if one of the characters dies along
the way. It also promises the failures in quick time events affect
the story letting it continue with this impact instead of ending it.
Nevertheless, although the system seems like having a potential
to be divided into abundant number of story lines, the possible
outcomes are not varying as expected [13]. Therefore, making
“failures in timing” or decisions which seems unimportant affect
the story may enhance the narrative in games.

F.1 Narrative structure

of Three Colors Trilogy

Red
v Falling Action

Climax

v
Falling Action
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Ist Flow 2nd Flow
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F.2 Narrative Structure Run Lola Run hosts also unconventional narrative techniques
ofRunLolaRun  for telling the story of the people who the Lola comes across while

running without disturbing the pace of the story. When Lola
passed the certain characters by, the main scene is interrupted
by still images which are presented like a fast slide show. These
photos tell the stories of the side characters in a very brief moment
without interrupting the pace of the action. It also breaks the rou-
tine of the scene where only the running action of Lola is shown.
As a guideline principle it can be said that the implementation of
other do- mains which narrates a story in such a brief moment can
be used for storytelling with- out interrupting the immersion of
the game play sequences.

One more aspect of the movie which should catch the atten-
tion is the scenes where it turns into a cartoon. Beginning of each
cycle, while Lola is passing her mother’s room, camera zooms into
the television which Lola’s Mother is watching. In the tele- vision,
we see a cartoon showing that a red haired girl (actually she is
Lola) is running down the stairs. The scene makes the spectator
question the reality of the events taking place in the film. As being
a transition between the inside of the house and the outside, these
scenes also seem like the transition between reality and imagina-
tion. It is also an example for transferring from another domain
for enhancing the narrative without adding any extra text or
voice-over.

The sixth movie, Sliding Doors, has a narrative structure
similar to “Run Lola Run”. The climax of the story starts when
Helen misses the subway. At that point, the story is divided into
two branches, one of which is advancing as if Helen did not miss
the subway while the other branch tells the real story where Helen
misses the Subway. Although the structure is similar with Run

v

\ (
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Lola Run, in Sliding Doors, two branch of the narrative structure is

presented at the same time instead of telling the whole story from

the beginning. The transitions between these two storylines are

usually so sudden; however with the use of certain symbols like

Helen’s distinctive hair styles which are changing in each story

line, the possible confusions are prevented. It is an exceptional

point for making such scenes, which can confuse the perception

of the spectator, more understandable. Confusions which are re-

sulted from the sudden tran- sitions between different states can F.3 Narrative Structure
be overcome with the help of certain visual symbols. of “Sliding Doors”

Ist Alternative 2nd Alternative

L J

v v

Falling Action Falling Action

These two movies were using the tree structure to tell their
stories. Another movie, we examined, 32 Short Films about Glenn
Gould, is progressing along on a narrative structure defined as
aweb structure [8]. Movie is composed of 32 short films which
constitutes the biography of Glenn Gould in an authentic way.
Looking to the main flow of the movie, it can be said that there
is a chronological order, beginning from the childhood of Glenn
Could, continuing with the period when he decides to start radio
broadcasting and ending with his lifetime after he decided to quit
giving concerts. However, being a property of the web structure,
there are scenes which are completely outside of the main flow
and also different in the aspect of narration style. For instance, the
scene named as “Diary of One Day”, where we watch the skeletal
movements and other body functions of Glenn Gould while play-
ing piano as if we are looking through an “x-ray device”, informs
the audience about a day of Glenn Gould by showing the notes
about medicines he took and his “blood pressure” in specific
times of the day. Iterative actions in the scene are presented in
unconventional ways such as showing the body movements in the
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x-ray view instead of a normal view. The doses and the names of
the medicines are expressed by interrupting the action for brief
moments. Interval between these interruptions changes accord-
ing to the rhythm of the music. All these composition integrate
narrative into the repetitive action of playing piano. As it is done
here, narrative can be implemented into the repetitive sequences
of the game play by using unconventional imagery and composi-
tion which is in harmony with the music.

Another property of the narrated story is how the structure
is related with the per- sonality of the Glenn Gould. The Glenn
Gould built his career on the unconventional variations and
fugues of Bach [14]. The movie also attracts the attention with the
variety of different styles used in short films and unconventional
placement of them in the structure. The connection between the
personality of Glenn Gould and the narrative structure of the film
is one of the most exclusive point of the movie. Even changing
the rhythm of the gameplay in line with the main character can be
used to imple- ment the narrative into the game without causing
any interruption.

Rising Action

v

Climax and Falling Action

T
o

- -—
F =
@ Short films in the main flow

[ Short films outside the

main flow

=

The narrative structures of the three movies and the trilogy
mentioned above are outside the accustomed fashion. However,
when it comes to Cinema, how you tell the
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story is not restricted with the plot. A movie consists visuals and
audial elements. The camera angles, frame, visual effects, sounds,
conversations and music are all narrative elements in movies.
Considering these facts, besides the movies which are important
with their narrative structure we also analyzed a movie using the
narrative elements in an unexpected way. Baraka [9] is one of the
movies which can be an example for this kind.

Baraka, originally being a documentary, centers its subject
among culture, religion and nature. Unlike the mainstream docu-
mentaries, Baraka does not use voice-over narration. Therefore,
the burden of the narration is on the shoulders of visual repre-
sentation and music. Baraka tells its story with the composition
of visual elements and the music accompanying it. The place-
ments of the scenes are planned carefully to express the mes-
sages correctly. “Traffic Chaos” chapter is an obvious example
show- ing the carefully ordered sequences in that manner. In this
scene, while flow pattern of the heavy traffic in the city is shown,
imagery from a chicken factory interrupts the scene at intervals.
Concurrently the people walking in crowds as if they are directed
by someone are presented. When all this composition is blended
with a rhythmic tribal song playing in the background, the scene
lasting 9 minutes is watched in an instance in spite of the repeti-
tive actions existing in the scene. These 9 minutes is very suc-
cessful in showing that how the lives of the people in a city are
performed in a routine as if they are products in a factory band.
Baraka shows that, with a right composition of imagery accompa-
nied with music, a strong narrative can be transmitted. Com-
positions of these kinds can be ideal for storytelling in iterative
sequences of gameplay.

3 . Guideline

Above, 4 single movies and a trilogy utilizing different narrative
structures and techniques are examined. As a result of examina-
tion we come up with 8 guidelines as stated below:

1. Different Point of Views: Showing same events from the dif-
ferent point of views or from the eyes of different characters can
be used for creating links between chapters and sequences. Some
games make available to play the game with different characters.
Even, these characters can be controlled simultaneously. Moreo-
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ver, trilogies and series are quite common in the game industry.
This guideline can be a clue for creating link between different
games comprising series or different sequences which can be
played with different game charac- ters. This kind of approach for
linking different scenes to each other would be a genuine way in
digital games. For example, Diablo III [15] is a game which can
be played with different kinds of characters making available
different stories in every play session with different character. An
environment like in Fig. §, can be visited more than one time in
different play sessions with different characters. A basic example
for this guideline can be applied by placing a previously played
character and make him/her act according to the previous game-
play session, while the player is visiting the same environment
with a different character in another gameplay session.

2. Short Stories: If there are chapters in the game, whose
stories are completely different than each other, the connection
between them could be created with the use of short stories which
have indirect relation with the main flow while having an obvious
connection with each other. This method could also be an authen-
tic approach in digital games for bonding the different sequences
of the game. These short stories can be differentiated even with
the animation and art styles used and may aim to tell a story dur-
ing the game play sequences.

3. Unconscious Choices: The effect of the user to the story
could be built on uncon- scious choices instead of conscious
choices. Especially in games, the player is allowed to manipulate
the story with the choices he made. However, this choices are usu-
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ally the conscious ones. The reflexive moments, where the player
should dodge an attack or jump from an edge have usually effects
only on game play. Instead failures in reflexive actions may lead
other story pieces. These may also end up with different game me-
chanics which requires different expression and animation styles.
Different Domains: By the implementation of different do-
mains in the game play sequences, the narrative can be adminis-
tered without causing any interruption in gameplay. The method
also useful for breaking routines. Similar methods have been
used in digital games. For example: In GTA4, it is possible to play
retro Arcadegames in game machines. However, since the game
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machines are the part of the world created in GTA4 [16], it is not
exactly the same. One of the closest examples can be the Batman:
Arkham Asylum [17]. In one part of the game, although the main
genre of the game is “Third Person Action”, the game turns into a
2d platformer

4. Fig. 7). The transition is not sharp as it is in “Run Lola Run”,
however it is an authentic transition between two different game
genres. Yet, it does not have any effect on narrative of the game.
The method can be extended for telling stories during the game-
play.

5. Symbolic Visual Cues: To represent the different states
which are created by different choices of player and have the
possibility of being confused, could be overcome by using sym-
bolic visual cues. In games where the story is led more than one
branches, similar methods can be used to express distinction
between storylines. These methods can be especially applied to
the animated characters in game play. By using different anima-
tion styles on the same character, dif- ferences as indicated can be
provided throughout the game play.

6. Unconventional Imagery: Narrative can be implemented
into the repetitive se- quences of the game play by using uncon-
ventional imagery and composition which can be balanced by
making them fit the rhythm of the game music. As mentioned,
one of the main problems of narrative in games that they are not
integrated into the playing sequences and the use of cut scenes in-
terrupts the game play. Narrative elements comprising unconven-
tional imagery with a composition suiting the rhythm of the music
can represent the story during the gameplay. The anima- tions of
the characters, objects and effects should be in synchronization
with the rhythm. Rhythmic animations combined with narrative
objects which can be placed to the screen as result of interaction
of the user may provide a nar- rative without interruption.

7. Personalities of Game Characters: Spiritual states and
personalities of the game characters, which are abstract concepts,
can be related with the narrative structure and used techniques.
For instance, if the story is built upon a character having a manic
depressive disorder, narrative can be transmitted by composing
game levels with sharp changes in rhythm.

8. Compositions Delivering Messages: The iterative actions can
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turn into strong narratives by composing the scenes in an order
which can constitute a story. By show- ing obvious similarities
between different cases sequentially, these kinds of mes- sages
can be generated without voice-over narrations. By creating
similar compo- sitions during the game play sequences, it may
be possible to tell stories during play sequences without the need
of a narrator. Simply, an example for this kind of situation can be
given as two different animated characters can act in two differ-
ent, nevertheless visually similar areas. The kind of composition
can provide a narrative about similarities between two domains.
If the similarities in the environment are enhanced with animated
objects, this will also alter the rhythm and break the monotonous
atmosphere of the levels and iterative actions.

4 . Conclusion

In this paper, we analyzed seven movies whose narrative struc-
tures are appropriate for interactive narrative to reach guidelines
which can be used in interactive stories of digital games.

As a result of our studies, we are able to extract principles of “dif-

» o« » o«

ferent point of views”, “short stories”, “unconscious choices”,

”» o« » o«

“different domains”, “symbolic visual cues”, “unconventional
imagery”, “personalities of game characters” and “compositions
giving messages” which can be considered guidelines. These
guidelines hold potential to be used for enhancing the narrative
experience in digital games. The games are considered inap-
propriate for storytelling because of their iterative na- ture [1].
However, guidelines in the paper referring to the iterative actions
promise solutions for telling stories during the gameplay sequenc-
es without causing any interruption. Although the used methods
and compositions are designed to be suita- ble for the movies,
further researches should be conducted to understand the ways
for applying these guidelines on games.

Other than the iterative actions, guidelines we created give
also clues about creat- ing links between events and characters in
the branched stories. Especially, using the “certain symbols to ex-

» o«

press the distinctive story lines”, “showing same events from the
eyes of different characters”, “integrating short stories progress-
ing along different chapters” are quite clear guidelines to apply.

Moreover, instead of conscious choices of the player affect the
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story, the ways of making the “successions or failures”, which are
the results of unconscious choices, affect the story progress should
be studied on.

Relating the narrative structure and the game character’s
personality is a complex process. However this kind of relation
holds potential for turning game play sequences into narratives.
Composing the levels or the rhythm of the game affiliated with
main character’s personality or spiritual state can be an authentic
method for games to tell stories.

The result of our study shows that, still more principles can be
established by analyzing movies having non-linear structures. To
obtain more guidelines which can be inspirations for directors of
interactive narrative, further researches should be done by analyz-
ing more movies. Even this short analysis proves that, the game
designers can still borrow from cinematographic representation
techniques for enhancing the narra- tive in games.
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Abstract Keywords

In Valencia, in 2010, was performed for the first time the theatre, animation,
children’s play Consonant, by the Valencian theatre company audiovisual scenography,
Maduixa. It is a multidisciplinary project that combines dance, mation graphics,
theatre, illustration and animation. performance

The play making also counted on a team proceeding from dif-
ferent areas, leaded by Juan Pablo Mendiola.

Choreographers, illustrators, designers and animators started one
teamwork creation that produced as a result one play adressed to
children’s audience, that has been performed at different theatres
in Spain and France.

This team is currently working on the creation of another play
called Dot, that will be first shown in Valencia next November.
Even though theatre has been accompanied by projection and
cinematographic tricks since the first optical inventions, the
present moment offers a very profitable scene for multiskill work
pointed to show creation, that allows to research into the possibili-
ties of interaction between body and animation. Thus, animation
escapes from its tradicional nature, looking for new creative goals,
broadening its repertoire and discovering new platforms and
media for its live enjoyment.

This text will let us go into the creation and staging processes
of a theatrical play, in which choreographic work, drama building
and animation are intimately related and mutually reinforce each

other. 1. Doctorate Assistant
Besides, some technical questions that should be taken into Teacher | Universitat
account to deal with this kind of work, will be revealed. Politécnica de Valencia

(Spain)
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1. Introduction

In 1914 Windsor McCay jumped from the comic pages to the
screen with Gertie the Dinosaur. This is one of the first movies
fully conceived with drawing to drawing animation techniques.
This proposal posessed some very special features that positioned
this movie as an unavoidable international example.

At these beginnings, animation and show were intimately linked.
McCay himself, as many other cartoonists, took part in some
small vaudevilles called chalk talk, where the audience could
listen to their discourses while enjoying their live drawing. On
February 8 that same year, McCay himself introduced his play at
the Chicago Theatre Palace.

He was wearing a smoking and held a whip in his hand. The
screen was only showing a rock landscape picture.

After the order 'Gertie will come out of that cave and do every-
thing I tell her to do’, a shy female diplodocus appeared in scene
and started to comply with McCay's orders.

After the order Be a good girl and bow to the audience, the
animal took a bow in front of the public. Later, before Gertie's
refusal to obbey her tamer orders of alternative raising her right
and left paw, McCay started to tell her off, and, ashamed, she
started crying. She was the first cartoon character that showed her
feelings and personality.

This was followed by a string of interactions held between the
real and imaginary characters.

McCay even offered to the dinosaur a fruit that became three-
dimensional in the screen. Finally, McCay himself disappeared
from reality to enter fiction.

The quality of the cartoon character animation was unde-
niable. Besides, her creator had contributed to the animation
process with some techniques that would be followed by many in
the future.

But the main contribution of McCay with this vaudeville was
creating, without noticing it, the first interactive play.

But, what drove McCay to propose such a staging project, even
when animation basis were still not set?

Winsor McCay was facing an art that was still unaware of its
potential, and he did it without complexes or prejudices, with an
instinctive ludic sense, showing the most performative part, the
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essence of animation in a live show.

Butif McCay's contribution regarding to cartoon animation
was extraordinarily developed by cartoonists who succeeded him,
his performative side fell into oblivion. Very few have worked in
real time and in body relationship animation.

The cartoonist experiment expected to overstep the physical
limits of the screen and, at the same time, the intangible boundary
between fiction and reality, an extrasensory experiment that only
got its thoroughful meaning on stage, at the moment of the acting.

The seed of this technique planted by McCay one hundred
years ago, is now picked up by cinema and media for offering to
the public some new ways to experiment the cinema show. Now
it has been improved with 3d and corporeal perceptions, achieved
by stereoscopy and by the contributions of the ludic videogame
industry. Both of them follow the trend of melting the boundaries
between fiction and reality, and also transcending the
screen limits.

Both cinema and videogames take McCay's baton, but what
about that performative experience that allowed the projected
image to interact with a human being? Both theatre, shyly, and
performance, in an enthusiastic way, will follow the steps set by
this multifaceted cartoonist, exploring the mentioned limits and
creating scenic suggestions as original and creative as
transgressive.

Cinema has remained linked to theatre since its origins,
through the mentioned optic tricks and projection techniques. In
fact, one the cinema’s fathers, Melies, built all his cinematograph-
ic delirium around theatre show. This old and tight relationship
has indeed enriched both disciplines.

Some tricks like the Magic Lantern or Pepper’s Ghost were
filling the late 19 and early 20 century scenes, astonishing the
audience, but also sequential image had rushed into the theatre by
the hand of Meyerhold, Picator or Burian, all of them inspired by
the avant-garde ideology and spirit.

Later, the czech Sloboda excelled in teatre staging, proposing
esthetic and narrative solutions related to space, movement, time
or light. Systems like polivision or poliecran will be a revolution in
the 50-60"s theatre, in productions like Magic Circus.

Many of the current scenic designs count on audiovisual re-
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sources that contribute to enrich the play-writing and offer to the
public new extrasensory experiences. The animation technique
allows plenty of possibilities, particularly if the targeted audience
are children.

During the first months of 2011, Maduixa Teatre convened a
multiskilled team of professionals, choreographers, illustrators,
cartoonists, dancers and producers who started working in the
creation of a children’s play, under Juan Pablo Mendiola’s direc-
tion. Three months later took place the premiere of Consonant,
performed by two dancers and actresses who entered the world of
books through the magic of animation.

Among the projects for animation shows, even those targeted
to an adult audience, outstands the work of Neil Coppen (actor,
writer, director and designer in Durban, South Africa), particu-
larly for the piece Tree Boy.

Set in 1960s South Africa, this shows tells the story of Ben, an
eleven-year-old boy whose mother dies. His father, unable to cope
with the loss, starts drinking. Father and son move from a farming
area to an industrial town, and hope is born again through the
example of the life cycle of trees. The show is a mixture of real ac-
tion and projected animation, between the reality and fantasy of
Ben, who seeks solace in an over-grown forest. Real and animated
shadows are mixed to show the diferents levels from reality to
imaginary world.

We can find other good examples in the work of Between the
Devil and the Deep Blue Sea , the 1927 awarded english theatre
company. His aclaimed recent work The Animals and Children
took to the Streets, is the staging of a tale of urban squalor ,
backed by live piano. It tells the story of the anarchic slum chil-
dren invasion of the respectable parks and gardens of the well-
to-do, demanding a decent living and education. The proposal
is a mixture of animation and white-face melodramatic acting.
Graphicly, the show is inspired in Rodchenko’s paintings
and collages.

A different sample of performed animation, the work of Miwa
Matreyek shows live film projection and performance in pieces
like Dreaming of Lucid Living, Myth and Infrastructure or her last
work This world made itself. Matreyek was a student of an Ex-
perimental Animation Program from Call Arts, within which she
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developed Dreaming of Lucid Living. In this solo performance she
is the actress in her own performed animations. Her shadows in-
teract whith the animation, which connects with her own graphic
universe. Her works blend different techniques of projection, from
mono-projections to videomapping.

Regarding to performed animation for music projects, we
could point out the interesting work of Claude Grosch who cre-
ated Anna Angel, a part of the Philarmonie Luxembourg and
Traffik Theater Luxembourg joint project called Musek erzielt.
This programme aproaches classical music to a young audience
through theatre and storytelling. In this project Grosch animated
his own illustrations, attaching them to the flow of the narration
and music

The last representative exemple in theatre for children comes
from the Chicago Children’s Theatre’s
in association with Redmoon, who worked toghether for the
project called The Elephant and the Whale . Performing sea voy-
ages fables, this show not only contains animation , but also wild
mechanical objects, circus songs, panoramic paintings, shadows
and puppets.

After these examples of contemporary theater and perfor-
mance, in which animation plays a leading role, we are describing
in detail below the children targeted show called Consonant.

2 . The play and the company.

Under Joan Santacreu’s direction, Maduixa Teatre started its
artistic career path in 2004 in Sueca (Valencia), offering street and
indoors performances for the general public. In 2006 came the
professionalization with the show Maniatics, which provided the
sector’s recognition, leading the group to settle as a company
in2008.

With the intention of growing and working new disciplines,
the company strenghtened its main values: combining theatre,
dance, plastic arts, new media, a careful staging and a solid
performance.

A resolute investment in this research work consolidated the
group, defining its own language.

The fruit of this multiskill work definitely launched the com-
pany with the play Ras, that participated in most of the festivals in
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Spain, France, Italy and Norway, and toured significantly across
France.

Maintaining this interdisciplinary work line, they decide
to turn visual, choreographic and plastic languages into a new
expression vehicle for children in their new production, Conso-
nant, in 2011. However, the company takes charge of some extra
activities coming from the theatre’s sphere, like the organization
of the Muestra Internacional de Mim which takes place in Sueca
(Valencia) since 1989.

Consonant is Paula favourite s book. Aina, her younger sister,
will discover to her elder sister’s eyes that this book holds won-
derful episodes starred by letters, an imagination universe that
will lead them to trip full of adventure.

Consonant is a show in which dance, theatre, plastic arts and
animation will carry us to a visual poertyr world, feeding on Paula
and Aina’s imagination. Poet Joan Brossa's imaginary world is
the referent of this play, where the turning of letters into obkjects,
magic and word-playing are the real satarrings. The play was
awarded with FETEN prize in 2011.

3 . Staging

Some technical, narrative and esthetic considerations have to be
defined before starting one audiovisual design project intended
for a show. By means of previous meetings, all the technical and
artisctic staff should be informed of all these questions. Designers
and cartoonists should gather as much informationas possible.
All the features concerning to projector and screen distribution on
stage, as well as drama questions, are crucial for the designer and
cartoonist work.

Projection

In theatre, there are different projection techniques, depending
on the projectors and the resultant image locations. Besides, tech-
nique may vary depending on the nature of the projection surface,
the screen.

In general, is possible to project from the central part of the
stage (front projection). If the projector is located at the back of
the stage, it would be called a back projection. The screen is usu-
ally a smooth surface, built with fabric tightened over a frame,
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removable in order to assemble it easily. Occasionally it can be a
volumetric surface, shaped in a simple geometry whose faces are
mapped through the projection. This technique is called
videomapping .

We will not go deeper in this matter since it would require an
extensive development.

The screen can be made of fabric. Depending on its density
and the projection technique, different effects will be achieved.

If it is opaque, the space will be completely limited by it, avoid-
ing that anything located behind it can be seen. However, if the
fabric is transparent, like scrim, it will be possible to suggest a
sensation of two spaces completely different, by means of lighting
and projection. In this case, if light comes exclusively from the
front, the screen will be opaque from the audience. However, if
itis lighted from the back and the characters are behind it, we
will have a transparency effect, particularly suitable for unreal or
magic scenes. The game between both spaces will provide effects
with plenty of possibilities for the staging. As well as these two
kind of scrim or opaque fabrics, one translucent fabric could be
used when back projection is required.

The actors location also contributes to create different effects.
If they are in front of the screen, the projection can fall on
their bodies.

However, since they would also project their own shadows
onto the screen surface, the magic trick would be discovered. De-
signer and director’s expertise is required to avoid this unwanted
effect, contributing to make plausible the magic of theatre.

If the screen is opaque, they can also place themselves behind it,
although they could only be seen through a back light, then. This
would also project their own shadows onto the screen, happen-
ing the interaction, in this case, between those shadows and the
projection.

Locating the actors behind a transparent screen will achieve
an effect of perfect inmersion of their figures into the image.

To obtain the isolation of any of the projected figures, an absolute
black has to be achieved through an opaque black surface covering
the bottom of the scene (usually fabric).

In this case, the screen shouldn 't be lighted up by any ad-
ditional source, not even the residual light that projectors produce
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and only allows to get a dark gray.
For Consonant was chosen the back projection technique.

Two vertical opaque screens, one metre separated, were on
stage. Both of them were made of a fabric specially suitable for
back projection and white coloured, which grants the maximum
reflection of light.

The actresses interacted with the animated objects through
their own shadows, obtained by means of a projector placed be-
hind the screens.

F.1 Different projec-
tion’s effects depend-
ing on the situation
of the projector, the

screen and the actor.
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Technical design and workflow
There are not provided standards for a play’s technical confection
and workflow.

Each staging will handle some determined requests, and will
require different design adaptation to the sought-after kind of
stage, theatre, screen or projection. Also animation and roaming
will affect this design. Other issues like the audience s location in
the amphitheater will affect the play’s field of vision.

Also the software used to launch a real-time video, or even budg-
et, are factors that intervene in the technical design of the show.

225m

x>

The workflow, that must be well-known by designers, cartoon-
ists and technic staff is designed considering all these parameters.
As we have mentioned before, back projection was used for Con-
sonant. The scenography was very simple. On stage there were
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only two big screens (3 x 2.25 m), a box and a rocker built with a
letter D. The vertical screens had a same proportion as the avail-
able projectors resolution (768 x 1024px), in a 1.33 ratio. Projectors
were placed in vertical, behind the screens.
The use of back projection meant that the stage required
a space behind the screens. This area came defined by the
projector’s focal distance, which was 8 mm.
To calculate the projector s location, the longest distance, F.3 Plano técnico de
fixed in 3 metres had to be multiplicated by the mentioned focal Consonant
distance, resulting in 2.6 metres in horizontal.

~r o
A —4 =
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Animation, synchronization and final image

The actors work took place in a stage fitted for that purpose, the
set. When the choreography of each act was over, a video was re-
corded and sent to the animators. The dancers made a blind work,
since they couldn’t see the objects they were interacting with.
The videos provided the animators with the location of the objects
that were adjusted to the dancers movements. Once the piece was
finished, the animators sent the result, from which the dancers
adjusted again their movements for a perfect synchronization.
Although the complete work offers a perfect interaction result,

the work methods adjusted by hand the animation to spatial and F.4 Workflow. Anima-
temporal location of music and movement. tion and render
render
J—
a A B/ » | ™
——
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This picture was sent to the projector, which, by means of the
software Qlab, distributed the images to both projectors (creo

que aqui querias decir pantallas: screens), and, since it was a back
projection, also mirrored the image.

As we mentioned before, technical design and workflow are spe-
cific for each production. Technicians and animators can advise
the direction team, but eventually is the stage director who will set
the definite standards for the design. The animator is an interme-
diate link in this assembly chain that should be well defined, not
only in what concerns to workflow but also to timing.

4. Esthetic and narrative adaptation to drama

Once the work process is clear, design and animation teams start
to work on the choreographic work already done. This is not really
an enclosed work, but instead a work in progress, in which mutual
influences are continuous.

It's very recommendable the pressence of the animation team at
the rehearsals, in order to provide technical and esthetic solu-
tions and take note of what is happening there. Synergy must flow
between teams. Animation and theatre worlds are mutually alien,
and is advisable to be close to the props to understand theatre’s
ins and outs.

Unlike the animation strictly speaking, in which elements and
animated characters are the focus, theatrical animation has its
own corporeal characters who bear the burden of interpretation
and need enough anticipation and reaction times. Animation
completes these actions, so, even counting on a video support, the
animator works lacking of full information of what is happening
onstage. Because of this, the presence of the animator in researh-
als is essential.

After going through many theories developed by specialists in
stage direction, the use of audiovisuals in theatre can handle
different purposes since the narrative point of view, by building
spatial, temporal, or even emotional identities of the play.
According to Saltz (2011), these functions or relationships between
scenic arts and audiovisual media can be divided into:
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Virtual scenery

The media provide a backdrop
depicting the environment within
which the staged action takes
place.

Interactive costumes

Interactive costumes use the body
of the live performer as a canvas
for the media.

Alternate perspective

The media depict the events en-
acted onstage from another visual
perspective.

Subjective Perspective

The media depict the thoughts,
fantasies, dreams, or sensations
of some or all of the characters
onstage.

Ilustration. The media illustrate
the performer’s words.

Commentary

The media have a dialectical rela-
tionship with the stage action or
serve as epic commentary on it.

Diegetic Media

Diegetic media exist as media
within the world of the narrative—
when, for example, a character
onstage turns on a radio or televi-
sion set.

Affective Media

The media produce an emotional
effect on an audience.

Synesthesia

Instrumental Media

Interactive technology is used to
create new kinds of instruments.

Virtual Puppetry

The media create a performer’s
double.

Dramatic Media

This type of media representa-
tion functions dramatically by
interacting with the performers as
a character in the narrative.
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Besides, according to the taxonomy suggested by Iglesias
(2008), the projected or emitted pictures establish three primary
links with the happenings onstage: one harmonious relationship
that builds a significant continuity, one relationship of opposition
between pictures and performance, seeking for new meaning
and expressive horizons, and a suplementary relationship that
provides additional information.

Theatre for children should not use very complex relation-
ships, since the age range goes from 3 to 6 year olded, and children
of this age cannot simultaneosuly focus on many issues.

It is advisable to emphasize the action and make clear the main
developed ideas, there is no need to use profound and complicat-
ed performances, but rather simple and catchy solutions.

In Consonant’s drama, there were two well differentiated parts
that affected the use of the stage area.

On the one hand, the real space, fruit of the personality of
Paula, the elder sister, reasonable and responsible. On the other
hand, the space resulting of the adventurer and fantastic spirit
of Aina, the younger, marked by her imagination and creativity.
On stage, these two spaces corresponded to the areas in front and
behind the screens, respectively.

In Consonant, therefore, animation clearly represents Aina’s
imaginary world, where wonderful things, impossible in a real
context, do happen, touching finally also Paula. This would be the
so called subjective perspective (Saltz), although it also had the
function of illustration, affective media, synesthesia and dramatic
media.

Besides, although Saltz does not remark it, strategies of tem-
poral compression were done within the audiovisual project, in
which ones the characters passed from one episode to the next in
atime shorter than the given in the story. Investing in simplicity
for the children audience is not incompatible with a careful
staging.

lllustration

The conceptual protagonists for Consonant were the consonants
and for plotting we worked arrround visual poetry . One of the
key references was the work of Joan Brossa (1919-1998) , Spanish
poet who submitted the text and image to a delicious democracy
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in which they shared their prominence in equal and whose raison
d’étre is based on the existence of other. His works are character-
ized by simplicity and sobriety, while for the humor, sarcasm and
irony. Brossa as their predecessors Apollinaire and Mallarmé or
some of his contemporaries as Massin explore the hidden parts of
the letters raising games between them and looking attractive and
stimulating semantic twists with reading levels much deeper.

In Consonant this game between letter and picture was essential
to build a fantastic universe around the Paula and Aina.

The first thing to design was an alphabet, although Roman
typeface was based on trying to escape from the rigidity of the
original design looking irregularity in both the stroke and as the
combination of upper case characters and lower case, these latter
were enlarged to match the visual weight of the case.

Also freehand stroke helped to create a more casual look.
Each of'the episodes for Consonant was developed graphically
around the letter , creating ideograms aimed to broadening the
proper meaning of each letter and encourage children’s learning.
For example the “ Y” Greek form weew the branches of a tree
whose fruits were “ Q “ or a capital” D “ would become a water
bowl and an “r “ at the faucet fills.

The animators worked with the illustrator’s drawings Patricia
Barrachina , who was, at the same time, in a continuous connec-
tion with the stage director. These handmade drawings were
scanned and separated into layers in order to make the animation
easier. F.5 Illustration
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Animation

All animation work was created digitally from the drawings
provided by the illustrator . The movement of the objects were
reaction causes or actions that run the protagonists to bring that
sense of interactivity. The movements recreated in Consonant
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were related to natural phenomena such as wind, water or gravity,
formation or disappearance of objects, metamorphosis, embodi-
ment and simply spatial recreations.

Natural phenomena were developed in a more or less naturalistic
form according to the scene, there were leaves falling from the
trees or were swept by wind, water that filled objects or fell of
them, also soap bubbles or seeds that were scattered throughout
the actresses, all represented by typography. In the forest scene,
vegetable growths were recreated in the trees formed by “Y”

and “Q*“.

We used metamorphosis animations such letters transformed
in dresses. The embodiment, process that gives life character to
something inanimate, was recreated in different parts of the show
as an “M “ with wings, a snail or a spider.

Finally the animation was also used to pass quickly switch spaces
to others through transitions, like bedroom to bathroom, to a
kitchen or to a landscape.

The animation was two-dimensional, although some objects
moved in depth.

4 . Conclusions

Scenic arts provide a new sphere for animated experimentation.
In theatre and performative arts, the students and professionals
can find new platforms to take advantage of the interaction pos-
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sibilities between the animated pictures and words or dance, and
also other resources like recorded or archive pictures.

Through digital or manual techniques, the animators put their
creations at the disposal of the drama, in a space where image and
body languages come together.

The main problem of this kind of shows could be the tight budg-
ets, maybe.

But also the short deadlines must be remarked, since they
sometimes lead directors to stage shows in barely two or three
months production periods.

The occasional lack of interconnection between theatre and
animation worlds has to be also taken into account, although
more interdisciplinary teams are being created and carrying out
joint projects progressively.

Both disciplines processes are very different, so the animator
not only should make an inmersion work to understand theatre
techniques, but also an effort to make his work understandable
through the word and also through other resources like story
boards and animatics.

Besides, these kind of work also suggest a new gaze on theatre,
whose contemplation and enjoyment finds its full meaning in the
real time, in the live show.

A sensory experience that surpasses the traditional filmic re-
sources offering a kind of product much more close and energetic.
Not in vain, unlike the cinema spectators, theatre audience is
more active and predisposed to this kind of scenographic magic.

This other way to make animation, conceived as a global show,
means to dig up Winsor McCay's forgotten legacy. Almost a child-
ish wish of bringing to reality what happens in our imagination. So
to speak, to turn into reality our deepest wishes, to transform what
surround us searching for a better world. And all that, thanks to
animation.

Cast:

Performers: Aina Gimeno y Paula Garcia Sabio
Play-wrinting and director: Juan Pablo Mendiola
Choreographic director: Mamen Garcia

Music: Paco Garnelo

Violin: Lucas Granell
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Original music: Paco Garnelo

Lighting and audiovisual designer: Juan Pablo Mendiola
Illustrator: Patricia Barrachina - Patossa

Graphic animators : Beatriz Herraiz, David Martinez y Hector
Ferrandez

Costume designer: Pascual Peris

Staging space: Joan Santacreu i Juan Pablo Mendiola

Stage director : Marcos Orbegozo

Graphic designer: Joan Santacreu

Photography: Jordi Pla

Video: Nirvana Imatge

Distribution: Loles Peris

Production assistants: Vanesa Abad, Anabel Calderén, Inma
Melero

Executive producer: Joan Santacreu
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