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PREFACE

lllustration and Animation

Before beginning I should refer how honoured I am to write these
words that introduce the first edition of CONFIA, international
illustration and animation conference.

In Portugal, until very recently, illustration and animation
based higher education courses, were very scarce and only
provided by a few private universities, which offered separated
programs - either illustration or animation. The MA in Illustra-
tion and Animation (MIA) based in the Instituto Politécnico do
Cavado e Ave in Portugal, dared to join these two creative areas in
a common learning model and is already starting it’s third edition
with encouraging results. This masters program integrates several
approaches and techniques (in illustration and animation) and
integrates and encourages creative writing and critique writing. In
parallel and to support the knowledge produced in MIA’s context,
we decided to create an international conference on illustration
and animation.

As MIA (MA in Illustration and Animation), CONFIA aims
to be a national and international reference in research specifi-
cally in Illustration and Animation, Drawing and Audio-visuals
in general. This conference was planned to be a meeting point
for specialists, artists and scholars at a global level, supported by
our Scientific Committee and it’s recognized merits concerning
artistic, academic and commercial levels in projects for animation
production companies or publishing illustration for children.

The response to our call for papers was motivating, with a
number of 45 selected and reviewed papers included in this pub-
lication in Drawing/Illustration, Animation and Art theory and
specific sub-areas of knowledge: traditional drawing; contempo-
rary drawing, graphic illustration; information graphics; editorial
illustration, illustration for children; character design, comics &
graphic novels; scientific Illustration; 2D animation; 3D anima-
tion; animation for video games; character animation; animation
for virtual or augmented reality; animation in interactive media;
motion graphics; sound and animation; linear storytelling; crea-
tive writing; visual culture; interactive storytelling; narrative and
non-narrative animation illustration and animation pedagogy and



authorship in animation or illustration.

I would like to thank the invaluable work of the Scientific
Committee that supported this project since the first moment. For
Instituto Politécnico do Cavado e do Ave it’s an honour to organ-
ize this first conference in theses emerging areas, and cultural
industries, that by definition trough talent and creativity, are the
engine of job creation and cultural and economic wealth.

We hope that research and CONFIA contributes to find new
routes for knowledge.

Paula Tavares
Polytechnic Institute of Cavado and Ave, Portugal

ILLUSTRATION, AUTHORSHIP AND
THE POLYMATH PRINCIPLE

This lecture is based on aspects contained in two books that I have
written about illustration. It concerns research, multi-tasking and
authorship with a particular emphasis on the intellectual process
for solving problems of visual communication.

It is a provocative thesis that celebrates the notion that an
illustrator can be a polymath: a convenor of original knowledge,
an authority regarding subject matter, a designer and concept
originator and have a complete, esteem driven ownership for their
creative practice.

Alan Male keynote
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THE MYSTERIOUS ANIMATED
INVENTIONS BY ANTHONY LUCAS,
OR THE EPIC OF JASPER MORELLO

Maria Lorenzo Hernandez .1

mlorenzo@dib.upv.es
Abstract Keywords
This essay analyzes Anthony Lucas’ short film The Mysterious Animation, Anthony Lucas,
Geographic Explorations of Jasper Morello (2005), an adventure Morello, Steampunk,
film set at a Steampunk universe, which proposes a revision of design, Victorian, Science-
literary classics of science fiction as H.G. Wells and Jules Verne. fiction, literature, digital
The paper will stress the idea of animation as a means to revisit composition, stop-motion,

subsequent texts, establishing re-animating relations between
them. Also, the article will highlight the idea of the animator as
inventor, describing the procedures that have led Anthony Lucas
to a bold combination to join the ‘retro’ with modernity.

1. Universitat Politec-
nica de Valéncia, De-
partment of Design,
Camino de Vera s/n,

46022 Valencia, Spain



F.1,2. On the right,
Anthony Lucas and his
protagonist.

On the left, a
Steampunk airship

from Gothia.
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1 - Introduction

With its long title, Anthony Lucas’ The Mysterious Geographic
Explorations of Jasper Morello: Jasper Morello and the Lost Air-
ship (2005) is an animated short film, which was intended to lead
a fascinating series of adventures set at a Steampunk universe.
Eventually the only one produced, this pilot episode suceeded
thanks to its unique aesthetic and narrative, earning an Oscar®
nomination for best animated short in 2005.

Its director, Australian filmmaker Anthony Lucas, forged an
extraordinary Gothic atmosphere here — already announced at
his earlier career, as his short film Holding Your Breath (2002),
with which he had already begun to shape his personal imagi-
narium that he denominates ‘The Shadowlands’ [1]. Through a
technique as delicate as silhouette animation under camera, and
incorporating new technologies such as digital composition and
3D computer animation, Anthony Lucas created a visual language
suitable to express the mythical and legendary from his imagina-
tion (Fig. 1).

Moreover, The Mysterious Geographic Explorations of Jasper
Morello revisits several classic novels from Nineteenth century
literature, especially H.G. Wells’ The Island of Doctor Moreau
(1896) [2] and Jules Verne’s Twenty Thousand Leagues Under the
Sea (Vingt mille lieues sous les mers, 1869) [3], suggesting that
animation establishes re-animating relations between these texts.
Firstly, the paper will present an analysis of the alternative
universe where the adventures of Jasper Morello take place,
highlighting the Steampunk countercultural philosophy that lies
beneath its iconography. Secondly, the essay will identify the
components of the literary amalgamation that has resulted in the
film narrative. Finally, the article will stress the idea of the anima-
tor as inventor, describing the procedures that have led to a bold
technique combination to achieve the ‘retro-futuristic’.
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2 - The World of Jasper Morello, a Steampunk
Fantasy

Steampunk — from ‘steam’ and ‘punk’, a critic to current soci-
ety —was in its origins a literary subgenre born in the realm of
speculative Science-fiction in 1980, though nowadays it has grown
up to become a whole artistic and social movement. Steampunk
unfolds in a setting where steam power is still the predominant,
with a nod to Victorian England (Fig. 2). Anachronism, escapism,
obsolescence — with its obsession with exposing the machinery,
nuts and wheels of each mechanism —, even fetishism, are its
most common style brands.

For Scott Westerfeld, a Steampunk novels writer, the phe-
nomenon is ‘partly a set of nostalgias — for handmade and
human-scale technologies, baroque design, and elegant dress and
manners’ [4]. Cinema and television have brought — when not
preceded — this philosophy to the screen, giving place to graphic
novels, series and films such as Stephen Norrington’s adaptation
of Alan Moore’s comic book The League of Extraordinary Gentle-
men (2003), Guillermo del Toro’s interpretation of Mike Mignol-
la’s Hellboy (2004), Barry Sonnenfield’s re-actualization of the
classical TV series Wild Wild West (1999), or Katsuhiro Otomo’s
animated film Steamboy (2004). However, the early silent film by
Georges Mélies’ A Trip to the Moon (Le voyage dans la lune, 1902)
properly announced the most important features of this subgenre.

However, The Steampunk Bible makes an all significant state-
ment concerning Anthony Lucas’ film: ‘In twenty-six minutes,
Jasper Morello and the Lost Airship manages to achieve a more
concentrated Steampunk effect than any full-lenght film of the
last hundred years, and does so with flair and grace’ [5]. The film
tells the story of an unfortunate navigator, Jasper Morello, enlisted
in an expedition in search of a cure for the disease that ravages his
city, Gothia. In the course of this odyssey, Jasper meets Dr. Claude
Belgon, who commands the experiments on board; he will be
his friend at first, but later the doctor becomes his enemy. At the
outcome of the film, Jasper Morello will have to decide between
his own surveillance and self-sacrifice to bring the cure they have
found to civilization.

Through a refined language of lights and shadows, where sil-
houettes are intended to express the most essential things, Gothia



F.3,4.0On the right,
chasing scene from
the film.

On the left, Victorian
PC, modifications by
Jake von Slatt.
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appears as a sophisticated industrial metropolis that, like Gothic
architecture, seems to seek verticality at all costs: the construc-
tion cranes, the rails connectors, dominate stylistically this city,
reducing it to its most functional components. Transport means
and vehicles show their inner mechanics, because Steampunk is
more fascinated by the arts and crafts of prototyping than to mass
production — which hides its gears and devices.

At Jasper Morello’s universe, the space is crossed by aerial
ships moved by steam-power, and continents are floating islands.
As well, communications imply the use video-phones, and the

Morello’s ‘compass’ combines the old sextant and the newest GPS.

The crew also plays original music instruments, and they shot
blunderbusses-like weapons activated by batteries (Fig. 3). The
inventions at Anthony Lucas’ film recall numerous designs by Jake
von Slatt, by Datamancer, or even by the San Francisco collective
Kinetic Steam Works, all them dedicated to creatively reimagine
every kind of steam-propelled — or not — gadgets: laptops that are
activated by winding mechanism, Victorian All-In-One PC’s with
keyboards as typewriter’s, original electric guitars, etc., can be
found at these extraordinary cabinets of curiosities (Fig. 4).
Notably, the presence of technology in the film is aimed to
re-think the familiar: for instance, how our civilization would look
like if the predominant electric system had been Nikola Teslas’ —
and not Thomas Alba Edison’s? This is one of the paths towards
‘Uchrony’: the shaping of an alternate universe from a divergence
in a major historical event, for example the resolution of a war,
or if a particular historical person never existed, as a scientist
or ... Christ. Precisely, one of Gothia’s most astonishing proper-
ties is their ignorance of Christianity, determining different laws
and values : at the repeated litany from mass burials we listen,

The Mysterious Animated Inventions by Anthony Lucas, or the Epic of Jasper Morello
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‘Through the Horizontal and the Vertical we draw Faith’, as a
glorification to science and progress that could only be conceived
at an agnostic society; however, the symbol evoked bring to mind
the cross of Calvary.

Furthermore, not only society and technology is re-formulated
by Steampunk, but nature itself: at the film we see flying pig-fishes
and giant carnivorous insects, among other phenomena. The
monstrous giant insects found by Morello at a lost island presents
unique properties, as its chasing mechanism: a decoy imitating
a bird that sings marvelously; when the victim is attracted, the
monster throws against it his arms long as lianas (Fig. 5). In this
evolution of species, where mutation and transformation predom-
inates, nature resembles a bestiary of living machines — endowed
with more automatic reactions than really instinctive: this way,
the reinvention of the natural world evokes other Steampunk
inventions, as the Insect Lab by Mike Lobby (Fig. 6)— a showcase
of mechanical animals whose design obeys more to the potential
than to the merely functional: for the Steampunk designer, as for
Anthony Lucas, the most naive and outdated forms of manufac-
turing define the attributes of their universe.

3 - ‘Every man has his purpose’: Mas Scientists and
Literary Alchemy

This section will refer to the literary mix that underlies the film,
widely shared with the Steampunk as alternative Sci-fi, fascinated
by lost continents, travel, robots, laboratories and enlightened
scientific from Victorian literature. The film takes from on H.G.
Wells and Jules Verne, the first characterized by elliptical descrip-
tion and fantastic subjects, and the second captivated by the detail
of scientific reports and inspiring much of his writings on exist-
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F.5,6. On the right,
long shoot of the
insect-monster.

On the left, Mike Libby,
2009, Dynastidae: Eu-
patorus Cracilicornis,
rhino-beetle with metal

gears.
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F.7,8. Onthe left,
doctor Claude Belgon
feeding with his blood
the beast.

On the right, Jasper
Morello video-talks

with his wife Amelia.
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ing technology. However, at specific scenes from the film, it also
draws from Poe, Conan Doyle, Daniel Defoe and even from Bram
Stoker’s vampire stories.

The film maintains unquestionable structural coincidences
with The Island of Doctor Moreau, although it may also call to
mind Twenty Thousand Leagues Under the Sea, repeating some
characters’ typologies: the castaway who tells his story, a normal
man forced to live with an undesired host; and his alter ego, a
talented adversary able to commit the worst aberrations to follow
amessianic goal, though his performance eventually turns against
him. The mad scientist serves as a hinge between the unlikely
and the functional, between speculation and science, because his
eccentric mind melts the most utilitarian mechanics with dark
alchemy, as suggested by the remanufacturing of the human in
Mary Shelley’s Frankenstein (1823) and The Island of Doctor
Moreau, whose scientists precede biologist Claude Belgon from
Anthony Lucas’ film (Fig. 7).

At the beginning of the trip, Jasper Morello and Dr. Belgon be-
friend each other and share confidences. To console the afHicted
navigator, the doctor says to him: ‘Like the ant, every man has a
purpose’. But the real purposes of the scientist do not emerge until
their ship collides with an abandoned fishing aircraft: since then,
he will be obsessed with the idea of bringing to the Academia an
unknown — but hostile — species, whose rests appear in the ghost
ship. So he convinces the captain to head towards the quadrant
where the ship had been before. In this unexplored area Belgon
find his Golden Fleece, but also the cure that Humankind needs,
because the insect-monsters, ferocious and uncontrollable, turn
out to be the basis of the medicine. The scientist, excited by the
double discovery, does not hesitate to take the chrysalis of one of
these beasts, yet unborn and defenseless. But once it hatches, the
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scientist will sacrifice the entire crew to keep the criature alive, in
a way that recalls the slow bleeding of sailors aboard the ghostly
clipper ‘Demeter’ in Bram Stoker’s Dracula (1897).

Inversely, Jasper Morello’s only motivation is to return home with
his wife, Amelia (Fig. 8). Though absent, the woman works as a
catalyst of storytelling, but she also endows it with a significant
subtext: women have the natural gift of producing life, a power
that unmarried scientists secretly want to imitate. In Anthony Lu-
cas’s film, Dr Claude Belgon expresses its rejection of women as
an obstacle for men to reach their scientific destination: ‘Women!
They can carry themselves into the future through their ability to
procreate, but a man can only do so through his work! We, men of
science, should stick together’, he says, tightening his intellectual,
almost homoerotic bond with the navigator.

At the outcome, while Claude Belgon dies while Claude Bel-
gon victim dies of the events he has caused, Jasper Morello gives
their blood, drop by drop, to keep alive the creature that will bring
the cure to Gothia: the doctor has forced him to do so, because
Jasper is afraid that Amelia, his wife, suffers from the dreadful in-
fection. With its open end, the selfless sacrifice of Morello recalls
the death of Captain Nemo at Jules Verne’s The Mysterious Island
(L’Tle mystérieuse, 1874), finding redemption for his past
mistakes.

The Mysterious Geographic Explorations of Jasper Morello
shows animation as a potential re-animating machine for past
literature, composing them in a new, dynamic body. This extraor-
dinary story takes from numerous remarkable precedents, like
the macabre in Edgar Allan Poe’s The Narrative of Arthur Gordon
Pym of Nantucket (1838) and Joseph Conrad’s Heart of Darkness
(1899), with the main character discovering the dual nature of the
human through a horrifying experience. Likewise, the depiction
of the epidemic seems like Daniel Defoe’s A Journal of the Plague
Year (1722). Moreover, the tenebrous aesthetic, the angulous
design and, above all, the disturbing presence of the doctor recall
Count Orlok in FW. Murnau’s Nosferatu, eine Symphonie des
Grauens (Nosferatu, 1922) and silent horror film in general.

As Roland Barthes observed [6], authorship is disintegrated dur-
ing the creative process, which necessarily owes to a tradition and
a previous knowledge. Quotation is the most tangible evidence
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of this process: Anthony Lucas collects in the body of his film the
spectral presence of many other writings, where he recognizes the
Lucasian; if animation is a form of writing, it may also be (evil)
re-animation of former texts.

4 - Branches, Gears and Digital Composition: the
Animator as Inventor

Jake von Slatt, in his ‘A Steampunk Manifesto’, wrote: ‘The
nineteenth century holds important lessons for us dealing with
disruptive technologies, as well as giving us readymade techni-
cal solutions that were once discarded as inefficient’ [7]. Steam-
punk provides the arts and crafts with a renovated value, far
beyond those from mass production: the use of found objects, the
recycling of residual matters, and the recovery of old-fashioned
processes, are the main commitments of this manifesto, interior-
ized by Anthony Lucas as a behavior. As a matter of fact, the most
remarkable aspect from Anthony Lucas’ film is no other than the
astounding technical mix between the old and the modern: in
The Mysterious Geographic Explorations of Jasper Morello work
together the properties of stop-motion animation and the newest
capabilities of digital composition, opening an extraordinary field
for silhouette animation under the camera, an artistic animation
process — which was in clear decay.

However, the idea of the film animated using traditional
techniques is illusory, since the characters where animated using
Flash, though keeping the aesthetic identity of silhouette anima-
tion — as practiced by Lotte Rainiger and later by Michel Ocelot.
Nevertheless, this had not been possible without the previous
experience of Anthony Lucas as stop-motion animator, displayed
in films such as The Shadowland (1988), where he shapes for the
first time his sinister imaginary of stylized humans and voracious
giant insects. In these films, Anthony Lucas sets up an uncanny
world by collecting fragments of the real, even dead animals or
insect wings, beautifully depicting black and white collages of a
romantic atmosphere. But it is in Holding Your Breath, his last film
entirely animated by hand, where Anthony Lucas sets the basis for
his future combination at The Mysterious Geographic Explora-
tions of Jasper Morello. Holding Your Breath uses traditional
multiplane camera, but it also performs a primary approach to
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digital composition, which will endow the world of Jasper Morello
with a texture close to that of adventure film from the Thirties,
like Merian C. Cooper’s King Kong (1933) — a visual ironically
recovered by the digital.

Very often, the animator behaves like an (evil) inventor, as-
sembling fragments into another reality to re-formulate nature.
As Paul Wells stands, one of the main properties of stop-motion
animation is ‘fabrication’: ‘the creation of a certain meta-reality
which has the same physical property as the real world’, to think
‘an alternative version of material existence’ [8]. Notably, An-
thony Lucas’ attitude is akin to a discoverer or an engineer who
composes his own devices by combining residues, branches, small
metallic wheels, whatever that projects a proper silhouette or
simulates a credible technological environment (Figs. 9 & 10). The
latter addition of digital composition and CGI animation brings
to the film all sorts of machines, vehicles, even atmospheric ef-

fects that enrich the Gothic aspect of this world. Somehow, Czeck F.9,10. On the right,

animator Karel Zeman had a similar approach to the making of a Anthony Lucas looking
genuine world in his film An Invention for Destruction (Vynalez for objects to compose
zkazy, 1958), based upon Jules Verne’s For the Flag (Face au his sceneries.
Drapeau, 1896), who used a polished animation technique of film On the left, a primary
exposures and a detailed live action mise-en-scéne to reproduce result of digital com-
the original illustrations of Verne’s books, suggesting a wonderful position, after using
animated engraving-like film. graphic tablet.

The failed intend to develop the film as a series, as his creator
initially planned, ironically stresses the originality and uniqueness
of such a cinematographic experiment. Subsequent films like John
Paul’s Saccharine (2009) or Andrey Shushkov’s Invention of Love
(2010) imitate in all senses the aesthetic and conceptual basis
of The Mysterious Geographic Explorations of Jasper Morello.
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Meanwhile, the latest work by Anthony Lucas, My Rabit Hoppy
(2008), ironizes about some aspects from his imaginary world
and, at the same time, extends their ambivalent power: the film is
a ‘mockumentary’, a false domestic video where a child develops
a ‘Show and Tell’ movie about his rabbit, until the pet hides into a
big strange insect cocoon in their house’s backyard —identical to
those where Jasper Morello’s insect-monsters breed —, provok-
ing mutations in the innocent animal. The three-minutes film,
produced with small budget, is a disturbing and yet comical piece
that reverberates the essence of Anthony Lucas’ ‘The Shadow-
lands’, with the imaginary invading the real.

5 ...Asanknd

The modernity of The Mysterious Geographic Explorations of
Jasper Morello consists on its capacity to absorb animated and
literary traditions to transform them into something different
and unexpected: a marvelous narrative capriccio that simultane-
ously recalls the cinema of Weimar Republic, the classic age of
adventure film, and the complexity of science-fiction — unavoid-
ably linked today to digital images. The film appears as a refined
invention, as fascinating as Géorges Méliés’ naive tricks: its magic
is that of early cinema, a time that joins cinema, animation and
experimentation. Anthony Lucas’ film proposes a trip back to
hand-made aesthetics and crafts, an Homeric return to home,
though it is inescapably contaminated, mutating its DNA into a
new form of art.
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Ahstract

This paper attempts to discuss the analytic attributes of transfor-
mation from syntax to semantics in perceived motion based on
Motion Gestalt. The research proposes motion attributes as practi-
cal accounts for implementation or dominance that can cause a
shift for a viewer’s interpretation as follows: 1) the combination

of two dissimilar speeds in synchronism 2) an abrupt direction

and speed turn from a regular trajectory and 3) the same starting
points to initiate new cycles performing parallel movement.
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1 - Introduction

The key assumptions of Gestalt indicate that the experience of
seeing is a reasoning process that moves toward meaningful as-
sociations for the object rather than a mere summation of parts.
Gestalt, as a theory, is “a device toward further discoveries to see
what is really taking place in science [8].” Pierce [5] claimed, “We
have no reason to believe that we can unify all things and concepts
for which we use a common word. Rather we must seek that part
of experience, which can be related. When we have succeeded

in relating certain aspects of experience we have a theory.” This
perspective might let the critical readers become free from the
non-existence of a neurological basis on the psychological experi-
ments [7] of perceptual grouping for Gestalt.

Gestalts, as a viewer’s ability to interpret visual stimuli con-
sidering “possible structures for orchestrating positive human
experiences [4],” research examining eyes and/or brain tracking
to investigate motion perception to apply gestalt theory include
Hess and Timothy [2]’s detection of direction-defined and speed-
defined spatial contours if they are one mechanism. Results pre-
sent that contours can be defined by speed or direction; however
linking based purely on speed is much weaker than it is for both
direction and orientation extending an association field.

Researches from Sabatini and Solari [6] presents a general
framework to specify context sensitive motion filters. They define
that the interpretation of motion information is more confident if
a group of velocity vectors belongs to specific pattern, on the basis
of their relationship in a spatial neighborhood
considering gestalts.

Motion Gestalt [3], applied theory for gestalt grouping princi-
ples in motion, systemized the viewer’s interpretation on mov-
ing images on screen that it describes what viewers finally see/
think beyond how neural and visional mechanism interacts for
the motion. Based on Motion Gestalt, Motion Good-continuation
is measured by syntax of motion behaviors that causation in the
sequence of motion states the ordering and relationship to present
the visual structure of motion on screen. Motion Closure is meas-
ured by abbreviated passages led by the viewer’s interpretation
resulting from semantic summarization of the motion event to
present the conformity of motion behavior. A research question
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for this paper is, “What are interpretive or important qualities of
motion attributes shifting human judgment to interpretation and
gestalts of motion?”

This research is a subsequent analysis using the same experi-
ment data (the same movie clip and viewers answer) as Motion
Closure [3]. The goal is to discover the investigative features of
motion for the viewer’s understanding through the delineation
of structure and meaning apart. Methodologically, it separates
Motion Good-continuation defining structure and Motion Closure
defining meaning of the motion events. It is expected that the
findings can be practical guidelines for the conceptualizations and
processes of motion design on screen and bases for further cross
examination in relation to apparent motion and perception.

2 - Reasoning and Research Methodology

This research has the following reasoning process: If Motion Clo-
sure was true there would be dominance or patterns to summarize
motion behaviors regarding interpretation. The research revisits
the viewer’s answer as the evidence of Motion Closure and uses
the data to emphasize the important structure for meaning. The
research expects a new knowledge through a grounded theory
analysis for in-depth information to include meaningful and natu-
ral conditions of the visual structure for the viewer’s
interpretation.

The following outline describes the analysis method and
process of this research: 1) open coding: describing a plot to
characterize causative logic as Motion Good-continuation and the
details of the movement and sequence to identify categories, 2)
exploring graphs as the visual descriptions of the movement, 3) re-
visiting the viewer’s answer (existing) for Motion Closure, 4) axial
coding: matching the answer with the motion events categorized
through open coding 5) selective coding: describing and combin-
ing the behavioral characteristics of the motion to extract the
analytic attributes of the motion from both categories—motion
mentioned and not mentioned by the viewers, and 6) integration:
translating the phenomena for patterns or dominance with regard
to investigative features for motion design as conclusion and
discussion.

The followings represent the plot, detail sequences, and
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graphs mentioned. The graphs’ given positions consist of the x-
axis measuring time and the y-axis measuring horizontal move-
ments (x positions) or vertical movements (y positions), and are
derivative to visualize the accounts in comparison.

3 - Causative Logic and Analytic Accounts

The following presents states as causes (italics) and events as ef-
fects (bold italics) for Motion Good-continuation for regularity in
the motion: All objects move back and forth as they ascend, and
vertically drop down when they reach the top.

There are multiple behavioral variations to include irregu-
larities and diversities during the cycle of motion causation. It
is strongly recommenced to view the movie clip at http://www.
motiongestalt.com/closhalf.mov. The verbal description below
represents the details of the movement and sequence. Finally, the
movie contains the following features as analytic categories for
open coding. Each category is coded as <A>, <B>, <C>, <D>, <E>
and <F>.

“Squares stay with back and forth movement in the opposite
direction of each other (3a & 3b) throughout the vertical move-
ment to the top (1a & 1b). <A> Circles appear after Squares start
to move up and move to the right and left sides at the beginning
when Squares are moving up. The Gray Circle goes to the right
side, and the White Circle goes to the left side shortly, then they
move together to the left side (1a, 1b, 2¢ & 2d). <B> Squares go up
and straight down to the bottom whenever they reach the very
top (1a & 1b). <C> The Gray Circle slides to the right side at the
bottom right before it goes up from the first dropping off (2d).
<D> Circles are moving down in different speed each other (4¢).
The White Circle is moving extremely slowly after Squares drop
off, when Squares are moving back and forth in the bottom at the
second time. It’s much longer than that of the first time (1a & 1b).
Circles move up again right after Squares move up. <E> Circles
move together with Squares in the same speed when Squares
move to the top again from the first dropping down. Circles stop
every time Squares stop for back and forth movement during the
trip to the top for the second time (4¢). <F>.”
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1ato 1d: y position changes
(vertical movements).

From left to right 1a. Black
Square, 1b. Gray Square, 1c.
White Circle and 1d. Gray Circle

2a to 2d: x position changes
(horizontal movements).

From left to right 2a. Black
Square, 2b. Gray Square, 2c.
White Circle and 2d. Gray Circle

3a to 3c: From left to right

3a. Black Square's back &

forth movement close-up, 3b.
Black and

Gray Square’s x position changes
for comparison and 3c. Combina-
tion of square and circle’s y
position

4a to 4c: From left to right

4a. Black and Gray Square’s y
position from the frame 365 to
495, 4b. Combination of squares
and circles movement close-up
and 4c. Combination of circles

movement
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F1. X & Y Position
Changes in Time: In
each graph, x-axis
measures time and
y-axis measures either
horizontal motion (x
position) or vertical

motion (y position).
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4 - Vliewers Answer in the Analytic Category

Viewers response to the movie for Motion Closure were matched
with the analytic categories <A>, <B>, <C>, <D>, <E> and <F> as
axial coding. See Table 1 for example.

4.1 - Results

Results are organized based on (1) the participant’s rate to respond
to the motion behaviors (2) the motion behaviors responded, and
(3) the motion behaviors not responded, i.e., the entire sentence is
from the analytic category with rating.

<A> (1) 20% (2) Square stay with back and forth movement (3)

in the opposite direction of each other throughout the vertical
movement to the top. <B> (1) 20% (2) Circles appear (3) after
Squares start to move up and move to the right and left side at the

What Analytical Attributes Cause a Shift in the Meaning of Perceived Motion on the Screen?
Jinsook Kim

beginning when Squares are moving up. The Gray Circle goes to
the right side, and the White Circle goes to the left side shortly
then they move together to the left side. <C> (1) 100% (2) Squares
go up and straight down to the bottom whenever they reach the
very top (3) whenever they reach the very top. <D> (1) 20% (2) The
Gray Circle slides to the right side before it goes up from the first
dropping off. <E> (1) 100% (2) Circles are moving down in differ-
ent speed. The White Circle is moving extremely slowly (3) after
Squares drop off when Squares are moving back and forth in the

3

Table 2. Comparison of

Motion Characteristics
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bottom at the second time. It’s much longer than that of the first
time. Circles move up again right after Squares move up. <F> (1)
40% (2) Circles move together with Squares (3) in the same speed
when Squares move to the top again from the first dropping down.
They stop every time Squares stop for back and forth movement
during the trip to the top in the second time. The following section
shows a sample reference list with entries for journal articles [1],
an LNCS chapter [2], a book [3], proceedings without editors [4]
and [5], as well as a URL [6].

5 - The Behavioral Characteristics of Motion

Table 2 shows both the characteristics of motion features men-
tioned (i) and the characteristics of motion features not men-
tioned (iv) as selective coding. See <C>s, <E>s and <F>s for higher
rates.

6 - Conclusion and Discussions: What Motion
Attributes are Adaptive That Cause Shifts in the
Meaning of Motion hy Viewers?
Gestalt by means of wholeness in visual perception designates
the viewer’s ability to group or categorize visual stimuli based on
“productive thinking [9].” Motion Gestalt extends the concept of
perceptual grouping to time for motion. Motion Good-continua-
tion embodies syntax constructing causative logic of movement
in the unfolding process. Clear causation allows viewers to order
multiple motion events based on relationship, and the motion is
simplified by the causal flows satisfying the viewer’s experience
for dependable motion on screen. Motion Closure embodies
semantics constructing meaning by the viewer’s summarization
of the events. Gibson [1] mentioned, “Although we have had a suc-
cession of impressions, events are perceived as coexisting. What
you see is the whole act.” In short, individual concepts of motion
behaviors are expected to be formulated corresponding with
Motion Good-continuation and reformulated into indispensable
meaningful structures of motion events for interpretation cor-
responding with Motion Closure.

This paper attempts to deliver functional motion attributes
that can cause a shift in the meaning of perceived motion through
separating syntax and semantics. In essence, the research identi-
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fies the characteristics of motion that influenced to the viewer’s
interpretation based on case driven perspectives as qualitative
research. Finally, this research proposes motion attributes for
practical accounts, applicable for implementation apropos com-
petitive features from complex organizations and for the bases of
triangulated research in relation to motion perception on screen
as follows.

1. Attributes exhibited in the case include emergent focus on two
different speeds within associating features. The two speeds from
the two circles, as one of the circles was moving down slowly then
extremely slowly, exert the predominant influence by the squares’
drastic movement. See <E>s in Table 2. 100% of the participants
responded to this attribute. The two squares’ back and forth mo-
tion at the bottom could be a directional contrast too from the
long vertical trajectories—dropping down from the top. However
the back and forth movement was not dominated moreover it was
made consequently from the predominant attention. On the other
hand the contrast of two speeds was fully responded.

Viewers were not consistent. From the gist of the events, they
didn’t make any attention to the change of event when noticeable
contrast of speed was followed concurrently. For practices, the
combination of two dissimilar speeds in synchronism during mo-
tion events can be considered as a motion attribute that causes a
shift for meaning.

2. Attributes exhibited in the case include emergent focus on
drastic transposition from usual progression. See <C>s in Table 2.
100% of the participants responded to this attribute. Motion inci-
dents are summarized based on the substantial movement, which
is dominant to a sort of gradual change or minor movement. Two
squares short back and forth movement and its directional opposi-
tion each other repeatedly in ascending order didn’t make atten-
tion. See <A>s in Table 2. For practices, an abrupt direction and
speed turn from a regular trajectory can be considered as a motion
attribute that causes a shift for meaning.

3. Attributes exhibited in the case include emergent focus on
dominance by parallel movement and the relative spatial ad-
jacency. The two circles were moving up with the squares in
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concurrency and with spatial proximity. See <F>s in Table 2. 40%
of the participants responded to this attribute. Viewers did not pay
attention to the movement stopping periodically when the two
circles were moving together with the two squares. See the <F>

of (iv) in Table 2. For practices, the same starting point to initiate
new cycles representing synchronicity and performing parallel
movement, as Motion Common-fate [3], can be considered as a
motion attribute that causes a shift for meaning.
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UGC CULTURE

A case study of the user generated animation

AiNakajima.1
ai@anno-lab.com
Sadam Fujioka.2 - Takeshi Usami.2 - Kiyoshi Tomimatsu.1

Abstract

Nowadays the User Generated Content (UGC) is regarded as a big
source of creativity in Japan. In this paper, we focus on advanced
stage of UGC, taking a case study of User generated animation
project “Perfume Global Site Project 001” as an example. We
assess the potential of Japanese creative scene by applying UGC
culture.
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1 - Introduction

The keyword “UGC” has already been used as a common word to
describe content culture on the web and still remains a hot topic
especially around pop culture and subculture in Japan. Recently
there have been several changes around UGC culture in positive
ways. It is pushing state of the art content culture and is beginning
to catch attention as a huge source of creativity.

Generally speaking, user-generated content (UGC), also
known as consumer-generated media (CGM), refers to any con-
tent edited and uploaded on the web by non-professionals. This
has a wide range of meanings, including editions on Wikipedia
or merely funny-home videos on YouTube. But in this paper, we
focus on an advanced stage of UGC, taking animation culture as
an example. We refer to it as User generated animation.

First, we explore the background and history of UGC culture.
Next, we report on an open source project as a case study of User
generated animation. We made an experimental animation and
we report on the making process. In conclusion, we discuss poten-
tialities for content creators by applying UGC culture in creative
field.

2 - Background

2.1 - The Development of UGC culture

Since 2004, the trend of Web2.0 brought more interactive
web-communication systems and UGC was born based on this
infrastructure [1]. Harvard professor Larry Lessig said Internet
users had been “only readers” of websites made by static HTML
before [2]. (Although some users tried to express something,

at least they should know the way of coding HTML.) Since the
advent of Web2.0, technical bi-directionality and automation
have allowed read-only users join in “read and write” culture, for
instants: blog systems, Wikipedia, YouTube, Facebook, Twitter
and so on. Nowadays, people even regard Internet as the platform
of self-expression.
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2.2 - The impact of UGC culture to animation pro-
duction

The advent of new productive platform based on Webz2.0 has
transformed both of contents culture and media system.

Advent of new production approach and collaboration style
Peer production, was suggested by Yochai Benkler [3], as a way of
producing content and services that rely on self-organizing com-
munities of individuals who come together to produce a shared
outcome spontaneously. Although the communities included
more general-public users than paid professionals, they suc-
ceeded brilliantly in a variety of collaborations and developed
great software like Linux and Apache. They also offered network
collaboration tools and open programs as substitutes for business-
made technologies. Eventually it provided new collaborative
possibilities for other fields as well, including the animation field.
[Table.1] In each production process, there is software available
for free (outlined below), which facilitate the entry of beginners

into video production and give creators a variety of options for T.1Free Service and
working and collaboration styles. Open Source Tool for
Animation Production

Growing digital ecosystem for creativity

Amateur creators started exhibiting their talents on the stream-
ing-video services and SNS. To begin with, most often they en-
joyed remixing ready-made contents, creating parody movies. In
their online community, they applauded good challenges between
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each other with proactive comments. Better work is referred to

in blogs and buzzed more on SNSs. We know the quality of the
contents depending on how many people referred to it and this
eventually worked as a quality filter. The outcome, which had
been made based on open-source services, tend to be shared their
materials or skills as a source for next re-creations. Sometimes
visually and sometimes technically, an original work diverges in
various style of creation.

Nowadays we can eventually find a lot of high-quality im-
proved contents if creativity interrelates and evolves in the digital
ecosystem. As a result this situation encourages and promotes
amateur’s creative activities more and more. As it is now this phe-
nomenon of UGC has actually become a big source of
creative scene.

Application UGC culture to marketing

At the beginning of UGC, Japanese content industry was unfa-
vorable against the web culture because they made a profit by
controlling trend and production. They were afraid of their liberal
and anarchic style, where content-creators connected to consum-
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3 - Case study
Production reports of the experimental animation“anno Perfume
global”

In April 2012, the team of Kyushu University and the team of
anno lab Inc. released an animation titled “anno Perfume global”
on Vimeo as a work for “Perfume global site project 001”. The
work was made with hand drawing and stop-motion style, but it
technically has 3DCG approaches in the process [Fig.1].

F.1“anno Perfume

global” (vimeo.

ers directly and created content in self-sufficient way. They also com/40577562)
warned about the possibility of a diminished quality of
contents culture.
After some conflict, Japanese content industry realized that 3.1 - What is the Perfume and Perfume Global Site
UGC had become too dominant to compete. It had begun to col- Project 0017
laborate trials with UGC culture. At the same time, they noticed “Perfume” is an electro-pop girl trio in Japan, which is well known
that it would become the best way for marketing. If content is among young people for their futuristic concept and performance.
good quality, the collateral information will be virally spread on With their accomplishments in Japan, Perfume is now challenging
the network together. Consumers have feelings of engagement the global market and then began new web site “Perfume official
with the information because they participate to spread it some- global website” [Fig.2] [Fig.3]. To make the news hooks to plug
how. It is currently one of fastest marketing ways on the Internet. “the Japanese creative culture” in the global media, they launched
April 2012, we joined in an open source project, which called the UGC project and asked all kind of creators such as designer,
“perfume global site project 001”. It is one of the good examples engineer, and video and animation artist to participate in it.
of marketing-applied User generated animation project in Japan. F2. (Left) Perfume:
We produced “anno Perfume global”, which is an experimental Tokuma Japan Com-
stop-motion animation for it. During the proses of the production, munications
we found some distinctive features of UGC production style from F3. (Right) Perfume
former ones. official global website

(perfume-global.com):

Rhizomatiks
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F5. (Left) “White
Grove” project by Evan
Roth and Ben Enge-
breth (whiteglovetrack-
ing.com)

F6. (Right) “House

of Cards” project by
Radiohead (youtube/
8nTFjVmgsTQ)

CONFIA . International Conference on llustration & Animation
Ofir. Portugal . November 2012 . ISBN: 978-383-37567-6-2

In the website, instead of real images of the Perfume itself, visitors
can see interactive dancing figures with polygon animation and

a lot of kinetic typographies linked by the users’ comments on
twitter in the background. The website was developed in Away 3D,
which is 3D rendering engine of Flash, by Rhizomatiks and Music
was composed by Yasutaka Nakata. The project team announced
that the motion tracking data (BVH file) and sound data (Wave
file) is open as an open-source project with the MIT license [4].
The team put some example data in Open-Frameworks, Process-
ing, Max, Flash on GitHub. They also show some simple examples
together.

3.2 - Related works

The project was inspired by “White Glove” project [§] by Evan
Roth and Ben Engebreth in 2007 [Fig.5] and “house of cards”
project [6] by Radiohead in 2008 [Fig.6]. However they didn’t get
good popularity because social networking services or tools were
still not either highly developed or familiar at the time [7].

3.2 - Start-up and Motivation of the project
Sadamu Fujioka, the director of our project, planed a concept
idea of our animation work. Our team has a stop motion artist,
Takeshi Usami, who is well known for “Gluebe” which he made
using colored glue as a material of animation [8]. Ai nakajima
took part of 3DCG motion graphics by CinemagD. Iwatani Nariaki
was responsible for programing. Moe Gotoh, Yoshiko Houkabe,
Tomoyo Matsuda, Thara Masahiro worked as painter of each cel-
luloid picture.

Fujioka aimed a new expression to analog conversion of
digitalized human-motion animation [Fig.7]. At that point, we
had already seen many of prior works which had uploaded for this
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project. They had mostly similar expression style using normal 3D
models and 3DCG software. Fujioka wanted to show something
more unique and challenging than any of others.

3.3 - Production report of the animation

Convert a BVH file in order to be readable by Cinema4D

We found a problem in the original BVH file. Though the original
BVH file had 40 fps settings, Cinema4D read it as 30fps. We got
out of synchronization with music. At first, we went to online for
any other solution in Cinema4D communities, but we could find
only some users’ comments “we are looking for someone who
could work for it.” So Nariaki Iwatani, a programmer of anno lab,
made a patch program written in Perl. It converts any BVH frame
rate into 30 fps frame-rate using a method of Liner interpolation.
He uploaded it and let it all users use as an open-source.

Design abstract expression with motion data on Cinema4D
“Xpresso”, visual scripting system of Cinema4D, enable us a high
level of control over rigs, animations and physical simulation.
“Thinking Particles” is an event-based particle system based on
physical simulation. Combining those systems, we expressed
dynamic dancing movement with single hexagon and particles
around each dancer’s body.

F6. “Xpresso” and
“Thinking Particles

»
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F7.3DCG motion
animation (vimeo.

com/40796736)

F8. Printed images on

transparent OHP films
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Draw storyboard for camera work and complete the 3DCG
animation

We made a storyboard and then design camera work with full-
length shooting style, single camera shot without switching to get
amore exciting view of animation. of dancing We completed the
3DCG motion animation [Fig.7].

Render to sequential PNG images and print them out on
OHP films

After the rendering of final 3DCG movie, we converted them into
640 * 360 pixel PNG images for 20 fps animation. We printed out
all images on transparent OHP films [Fig.8].

Draw with glue on each OHP film and Repeat 1616 times
We drew with transparent glue by the “Glue Gun” on each film,
tracing printed particles. The ink was melted by the heated mud
and distorted the sharp edge of picture. The glue is viscous mud
and became embossed solid on the film after it gets less tem-
perature. We drew over and over. Finally, we got 1616 films for
postproduction [Fig.9].
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Shoot each frame with Multi-plane camera system

We put drawn films in consecutive serial number on each vertical-
ly layered glass. The transparent OHP film allows seeing through
the next and after the next films on layers below. We shot all at
once from above. We were inspired by the “multi-plane camera”
system [9], which gives dynamic and organic movement to the
animation [Fig.10] [Fig.11] [Fig.12]. We import 1616 shots into PC
and edit captured film with After Effects.

Complete the animation
Finally, we got a unique and experimental animation, which had
digital designed movement and analog designed texture [Fig.13].
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F9. Draw with trans-
parent glue with glue

guns

F10,F11. (Left and
Center) Multi-plane
camera system

F12. (Right) Multi-
plane camera system
“Advanced thinking
by Walt Disney” in the
1950

F13. “anno Perfume
global” for Perfume
global site project #001
(vimeo.com/40577562)
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F14. (Left) JavaScript
based dancing anima-
tion. (mohayonao.
herokuapp.com/per-
fume3)

F15. (Right) Animation
by Miku-Miku dance
(nicovideo.jp/watch/

sm18242496)

F16. (Left) Daihei
Shibata & Hiroshi Sato.
“Perfume Desktop
Disco “ (daiheishibata.
jp/disco)

F17. (Right) Yasuhiro
kobari (sepia.dti.ne.jp/
bari-kb/pfmGSP_mak-
ing.html)
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4 - Qutcome assessment and Conclusion
4.1 - Pickup some remarkable works and unique
approaches

Up to the present date (28. August 2012) more than 433 works were
uploaded after the first announcement in March 2012.
Mohayonao developed interactive animation with 100 dancers by
JavaScript [Fig.14]. Takokan made a dancing animation powered
by Miku-Miku Dance [10]. He referred commonly-used character
from Munch’s “The Scream” [Fig.15].

There are 4 professional animation artist joined officially and
we can check their top-class works on the official web site.

Daihei Shibata used Cinemag4D. He made his 3D project data and
all graphic data opened on the web [Fig.16]. Yasuhiro Kobari in
Triple Additional Inc. produced dynamic and realistic anima-
tion. He used 3ds Max, FumeFX, Krakatoa, After Effects. He also
showed production report on the web and explained how to make
it [Fig.17].

There are some unique works besides. Mono made an anima-
tion with the AR (Augmented Reality) technics by Processing.
Anno lab made another work titled “Anno Perfume Training
Gypsum” using Kinect and OpenFrameworks. The application au-
tomates the process of taking photo, when actual dancer succeeds
in posing as same as motion data. After taking each 2819 photo
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for all frames, they are combined and become stop-motion video.
Yoshizaki made dancing life-sized robot. He used RIC90 robot
controlled by V-Sido which if his original Humanoid-operation
system for robots.

4.2 - Feedback of works

Anno lab made two animation “anno perfume global” and “anno
Perfume Training Gypsum”. We made both of production reports
in the anno lab’s official homepage. Compared to the other normal
days, we got the huge number of access only by uploading them

to the Vimeo and a tweet with the hashtag “#prfm_global_site”
[Fig.19]. We got 3,247 accesses to the production report page of
“anno Perfume global” and 4,584 accesses to the one of “anno
Perfume Training Gypsum” from 25 April to 30 July. The Cin-
emayD project file for “anno perfume global” had 133 downloads.
Although anno lab locates Fukuoka in southern island of Japan,
we got more accesses from Tokyo (3,048) than Fukuoka (1,349)
and found global accesses form various locations, Taiwan (46), US
(43), Germany (23) and so on.

41

F16. (Left) AR FLAR-
Toolkit (nicovideo.jp/
watch/sm17758575)
F17. (Center) “anno
Perfume Training Gyp-
sum” (anno-lab.com/
annoperfumetraining-
gypsum/)

F18. (Right) Danc-
ing robot RIC90
(nicovideo.jp/watch/

sm18013313)

F19. Access log of
anno lab Inc. by Google
Analytics (25 April to 30

July, 2012)
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F20, F21. Categoriz-
ing by tendency of

animation
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4.3 - Discussion
We chose the 100 most viewed videos from outcomes in this pro-
ject and categorized them into 4 groups.

We made a matrix using the values of technical solutions in
the vertical line and values of relevancy to other works in the
horizontal line [Fig.20]. Works in group1 and 2 were mostly made
by programmers. Works in group3 and 4 were done with 3DCG
software. Works in group1 and 3 were frequently quoted as parts
of scripts or materials in the others’ works. They are originally

the core of UGC culture in Japan and were the most active groups
in this project as well. Works in group2 and 4 seemed to have a
clear purpose for original expression or aesthetic coherence. We
found that their behaviors in UGC activity were connected to their
development environment (outlined below).

This project brought about a meaningful change by offering
opportunity to encounter creators in other categories. Since be-
fore, each group has its own cultural preferences and share ideas
only inside of a community and seldom mix with other groups.
However, eventually “Perfume” worked as a creative catalyst and
centripetal force to involve various types of content creators into
one project.

Although creators in group4 are of the artist type and tend to
keep their techniques a secret in order to protect their originality,
some animation artists in group4 had offered their project file or
production report in this project. We assume that they followed
the way of group1 and 3. Great works by group4 raised the overall
level of this project and it became a trending topic in the Internet.
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4.5 - Conclusion

This paper described the several important changes which
brought UGC culture to the animation field. As a case study, we
report on actual challenges and assess the feedback as a result
of the user generated animation project “the Perfume global site
project 0oo1”.

Perfume succeeds in spreading their presence in media virally,
together with a large number of user generated animations. On
the other hand, content creators also gained a large amount of
feedback from the public. We also found an interesting fact that
the Perfume as an icon became a creative catalyst which brought
the encounter with creators in other categories. As a future work,
we would like to research this phenomenon more in-depth.
Through this experience, we found both sides had an advan-
tage, for creators and for marketers, by joining the UGC project.
Though UGC was warned to have a diminished quality of contents
culture before, this project showed the potentiality of UGC cul-
ture. The success would bring about new collaborative changes
between UGC and business field soon.
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THE ROLE OF DRAWING IN
ANIMATED FILMS
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Ahstract

Historically, the role of drawing in traditional animation was
unequivocal. How has this role been affected or changed by the
advent of computer animation, and the increasingly widespread
use of digital tools in animation? Can the contemporary anima-
tor work exclusively with these digital tools and forego the use of
drawing, or are these tools an extension of traditional drawing
utensils?
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1 - Introduction: Types of drawing

Drawing as art: Most commonly, drawing is perceived as being
an art form in itself. We have grown accustomed to studying and
enjoying the drawings of great masters. In doing so, we are rec-
ognizing that the activity of drawing consists mainly in an artistic
act, whose end product is deemed to be viewed as a work of art.
The artist using this type of drawing as his or her main form of
expression is intent on transmitting certain mannerisms, personal
aesthetic preferences and his unique form of artistic expres-
sion. This type of drawing would be best characterized using the
term “artistic drawing'. In this type of drawing, the act of draw-
ing and the drawing produced by it are ends in themselves. The
end product of mark making on a surface is similar to the marks
themselves.

Drawing as a communication tool: Also, drawing can be used
at a purely communicative level. This means that rather than
helping to develop a concrete object, it is used to transmit ideas or
concepts (this type of drawing is found in rough sketches archi-
tects, designers and filmmakers use in the early stages of the crea-
tive process - these drawings are typically very difficult to 'read’ by
people not familiar with their specific graphic language.

Drawing as part of the design process: The term drawing can
also define the whole set of activities that occur before an artistic
object is created. This necessarily implies that the type of drawing
used to conceive a certain object or idea will usually be more or
less hidden when achieving the final result. This type of drawing is
frequently found in architectural diagrams, all forms of prelimi-
nary design sketches, storyboards in animation and live action
films, amongst many others.

Both of the latter types of drawing have characteristics widely
different from those found in ’artistic drawing’. They are used to
develop or communicate ideas, and the end product of the process
they aim and form is usually widely different from the original
drawing. Drawing as a ’tool‘ or as a 'language’ [1] constitutes an
immense field of study, and can be applied to most, if not all crea-
tive fields.

In animation, all three types of drawing are relevant to the
process of creation, but one can also define a fourth and final type
of drawing, specific of animation: Drawing as movement: This
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type of drawing exists when besides the functional types of draw-
ing used to develop an animated film, one can also see elements
of it in the final animated film. Drawing as movement implies
that individual drawings are put together as frames, and create
something new and different from each individual drawing. It is
fundamentally different from the other three types of drawing, as
it develops through time.

2 - Animation and drawing

Following the short definition of the types of drawing that are
possible in any artistic product, it entails that different modes of
drawing can and usually are used to produce an artistic product.
This also holds true in animation. In this context, animation refers
to the creation of a short or long film, in which the action derives
either from drawing individual frames (traditional or 2D anima-
tion) or from the creation of individual frames through the use of
a computer software such as Maya or Flash (3D or digital anima-
tion). Other types of animation such as stop-motion animation,
mixed-media animation or animation based on rotoscoping or
motion capture (MoCap) will not be discussed extensively, as at
the moment they constitute a smaller body of work than the main
types presented here, and the use of drawing in them varies by
degrees. This does not mean that drawing is not relevant to the
creation process of these types of animation, only that the specifi-
cities of its role in the creative process are clearer when comparing
traditional drawn animation to computer animation.

To better understand the role of drawing in the production
process of animation, one must firstly analyze the process through
which an animated film is usually developed.

Many animated films start with a script or story. There are ex-
ceptions to this approach, if one considers the work of filmmakers
such as Oskar Fischinger, Len Lye or Norman McLaren, who rely
more on experimentation and visual abstractions than on conven-
tional narrative. Once the theme or narrative is established, the
first step of the development process is usually the production of
inspirational sketches. These sketches serve to establish the gen-
eral mood and feel of the characters, settings and spatial layout.
In a larger studio production the task of creating the inspirational
sketches is given to diverse artists, usually coming from a fine arts
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background and not necessarily working in animation. This allows
for a wider range of aesthetic influences and ideas, which will later
on be honed down by the production team. This process is usually
used both for traditional and 3D animation. In a smaller, more
independent production, the artist who produces the sketches is
sometimes also the animator.

Storyboarding or framing is a very critical stage of any anima-
tion production. The storyboarding process breaks down the
script (whether narrative or more abstract) into scenes equivalent
to those that will be seen in the final film. This process takes into
account what camera moves and angles will be needed to best tell
the story. In a larger studio production, specialized storyboard art-
ists usually create storyboards. This does not happen in smaller,
more independent productions. This process is used both in 2D
and 3D animation, and also in live action films, and as any change
during the production stage is extremely expensive, it is vital that
the storyboard comes as close as possible to the final film.

Both in 2D and 3D animation it has now become more or less
common practice to digitize the storyboard frames and create a
timed sequence called animatic - in this moving version of the
storyboard, the filmmaker will be able to visualize the timing and
rhythm of the film. It is often already set to dialogues, music or
sound effects.

The development of characters, if there are any, is also an
important step. At this stage, many different design options can
be considered, and large amounts of drawings are produced. The
drawings that define the characters in a traditional animated film
are somewhat closer to the to the final result that will appear in
the film, although lacking the dimension of movement that will
only materialize during the animation process itself. In computer
animation, once the characters and their features are defined,
they can be modeled in a 3D software.

An animated production also needs an artist or group of artists
to develop what is known as concept art. This process can occur
either at the beginning of the production, while the storyboard
is still being worked on, or at a later stage, when storyboard and
characters have been completed. It consists of creating a series
of visual representations in color, manually or digitally painted,
that give a good impression of the final look of the film. For an
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individual artist working alone or with a small group, it helps to
visualize how the final film will look. In a larger studio production,
in which several departments can be working on different parts

of the project simultaneously, it helps to maintain a unified look
for the film. Following this brief description of the pre-production
process of an animated film, it is relatively easy to see that draw-
ing plays a vital role in all stages.

3 - Types of drawing in animation

From the early days of animation, drawing has been a crucial tool
to develop and represent both characters and stories. In tradi-
tional (2D) animation drawing is of course not only the primary
tool for developing sketches, characters or storyboards, but is
very close to the final visual result. Animators have an advantage
if they know how to draw well, and also fully understand the
possibilities and limitations of drawing as a medium. One of the
most extreme examples of these drawing requirements was found
at Walt Disney Studios. Animators regularly drew from life, and
attended figure-drawing classes. The graphic language of Disney
developed in a consistent and regimented way, and one can state
that “The template for classical animation was set by Disney
during its ‘golden era’, which established all the techniques for
fully rendered 2D animated forms that survive into the present
day” [2] The type of drawing developed at Disney evolved into

a 'template’ of sorts, emulated around the world, in which the
individuality of the animators was lost in favor of a homogenized
drawing style. However, regardless of the formal constraints set
at Disney limiting the free expression of their animators, drawing
as a technique was highly regarded, and its mastery was indis-
pensable for any animator working there. Walter Stanchfield was
one of the most notable drawing teachers of the post-war period
at Disney. His lectures were recently published by Focal Press,
and in the introduction to this extensive series of exercises, he
emphasizes the importance of drawing for the animator: “Draw-
ing for animation is not just copying a model onto paper - you
could do that better with a camera. Drawing for animation is
translating an action (in this case a pose) into drawing form so an
audience can retranslate those drawings back into an experience
of that action.” [3] This understanding of drawing as a means to
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translate or create an action is unique to animation, as in most

art, design or architectural projects created using this medium,
amore static approach is usually taken. In this type of projects,
drawing usually translates an object or image, and not an action
or movement through time. Stanchfield’s lectures were based on
drawing from life, an approach that Paul Wells also condones,
albeit from a different standpoint: “The emphasis on observation
in drawing for animation cannot be over-stressed in the sense that
it is important to draw from life, and not from an imagination that
would have been already colonized by established image forms.”
[4] In his view, drawing from observation is even more necessary
for contemporary animators, who need to detach themselves from
pervasive images such as those produced by Disney, which can
limit an artist’s creativity and originality.

One must now proceed to question whether drawing still holds
the same importance as it did in the Disney era when considering
the process inherent in the creation of a 3D animated film by a
large studio such as Pixar. Since the advent of computer anima-
tion, drawing would seem to no longer be the cornerstone for the
creation of animation. Digital media have provided a range of
tools that can assist in the creation of animation without a single
drawing being produced. Still, one must consider that: “Modern
technology does make it possible to be an animator without any
need to draw. This cannot be denied. Even modern 2D technology
enables animation of sorts, where you can draw images straight
into the program without ever touching pencils or paper. In some
ways, this is very desirable. (...) Can a person be an animation art-
ist without ever being able to draw? Technically, the answer is yes.
Creatively, however, I think not.” [§]

At this point one also has to draw a distinction as far as digital
media in animation goes: It is one thing to speak of a computer
animated film, in which the process of animation can be cre-
ated through templates, models and commands, but which does
require little or no drawing; and quite another to refer to the use
of digital tools for drawing (such as tablets, or the more recent
Inkling device by Wacom, which digitizes a drawing done on
paper while it is being made). These are completely different uses
of the same technology, and from the standpoint that drawing
is essential to the development of an animated film, the use of
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digital tools should perhaps not be viewed as being very different
from the use of more traditional drawing instruments.

It is however inevitable that the role of drawing has been affected
by new technologies: “Computer rendering initially pushed hand
sketching towards the start of the design process, only to be used
in initial ideation, brainstorming, etc. Now that the use of the
computer has settled in, and the benefits and disadvantages are
clear, it is time to re-evaluate.” [6] This re-evaluation of the role of
drawing created using digital tools is as critical in animation as in
any of the other creative disciplines.

Perhaps one must perceive the role of drawing in this digital
era in a twofold capacity: firstly, as a way to develop ideas (Draw-
ing as a communication tool or as part of the design process),
secondly as the means these ideas are realized and brought to the
screen (Drawing as art and Drawing as movement). While the first
two types of drawing are still widely used, in animation the third
and fourth types of drawing are probably not as current anymore,
and if they are still used, they can assume new, hybrid forms. A
recent example of these new uses of drawing can be found in the
Franco-Belgian animated production of Ernest & Celestine (2012).
This short animated film is based on the children’s books series
created by Belgian author Gabrielle Vincent. The books featured
hand-drawn watercolor illustrations, which the directors of the
animated film managed to reproduce quite successfully. They did
s0 in a way representative of the hybridization of drawing in the
digital era: “We used software to animate the watercolor draw-
ings.(...) The challenge was to reproduce her thin line drawings all
at once, and the Flash technology took care of that. But mainly,
the challenge was to color in the drawings to give it the look of
Vincent’s drawings. (..) It is interesting that we could really keep
the watercolor look, and that came from the software we created
for this project. It’s interesting, for example, that all the animation
work that Benjamin (Renner) did was polygraphic, without paper
- so it is the perfect marriage of tradition and new technology.” [7]
The use of a digital tool such as a tablet to create drawings by hand
represents the best of both worlds. The production process can be
considerably sped up, through the use of computers, but the draw-
ings retain some of the same expressive qualities a drawing made
on paper would have. Director Benjamin Renner characterizes the
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approach to drawing in this production: “IThad already made my
mind up to draw very few details and go straight to the essence,
with the idea of “animated sketches” in mind that would allow us
to focus on the pleasure of drawing without going back over it lots
of times. We pursued an idea of free strokes; sketches with strong
lines that didn’t painstakingly seek to recreate the volumes.” [8]

4 - Alternate animation processes and the ‘princi-
ples of animation’
Due to the immense task animation presents to its makers,
throughout the years some attempts to simplify the process have
been undertaken. Rotoscopy was the first of these processes,
patented in 1915 by Max and Dave Fleisher [9]. In this process, a
sequence that is to be animated is first filmed in live action, and
the frames of the animation are traced over the cells of the film.
The animator can choose whether he copies the filmed scenes
entirely, of if he uses them as a basis for a more personal inter-
pretation. Max Fleisher used this method to create his Out of
the Inkwell series (1918-1929), featuring Koko the Clown. In this
series, and although he makes extensive use of rotoscopy, the
main character is drawn with relative freedom. This process was
also used in feature films such as Don Bluth’s An American Tail
(1986). In this story of a Russian mouse immigrated to the United
States, although the animal characters were animated by hand,
all the human characters were animated using rotoscopy. It can
be argued that this technique saves time, but it can have some
drawbacks, namely that rotoscoped characters tend to resemble
the movement of humans too closely, and are difficult to integrate
seamlessly with other, non-rotoscoped characters. This technique
still implies that drawing is very present in the process of animat-
ing, even it is a type of drawing closer to tracing, rather than to the
traditional 2D animators ’drawn from scratch’.

More recently, MoCap (Motion Capture) has started being
used in the creation of many 3D feature films and video games.
In this process, the position and movements of a human actor
wearing a special suit covered in reflective markers are recorded
by an array of infra-red sensors, and this information is later
transformed by a computer program into any character that the
animator desires. In films such as Robert Zemeckis’ Polar Express
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(2004) and Beowulf (2007) this was the main technology used.
This technology also allows for actors faces and expressions to

be mapped onto digitally captured movement, almost totally
nullifying the need for drawings in the stages of character design.
As was the case with rotoscopy, there is a fundamental difference
between animation based on Motion Capture and conventional
2D or 3D animation - while the former basically translates human
movement into an animated format (there may be some tweaking
of this movement, but it still is its basis), the latter relies on the
skills of animators who create movement from scratch.

For an animated character to be truly engaging he cannot
simply mimic human traits or movements, as can be the case with
Rotoscopy or Motion Capture. In the early days of Disney, a group
of animators strived to create a list of traits and characteristics
that would be essential for the development of a ‘good’ animated
character. They were called "The twelve principles of animation’
[10] and have persisted largely in big studio productions as the
rules to follow when creating an animated film. As with most
of Disney’s work and stylistic guidelines, and because of their
‘blockbuster’ characteristics, audiences are well accustomed to
seeing characters drawn with the twelve principles in mind. This
has made their use a must for most larger, general public targeted
films or television series. The success of an animated film in
the past decades seems to stem rather from a cast of characters
designed in the Disney tradition. A typical example of the use of
these principles can be found in Warner Brothers’ Roadrunner se-
ries, especially in the character of Wile E. Coyote. Regarding only
characters created by Pixar such as Buzz and Woody in Toy Story
(1995), Toy Story 2 (1999) and Toy Story 3 (2010), Sully and Mike
in Monsters Inc. (2001), Remy in Ratatouille (2007) or Russell and
Carlin Up (2009) clearly stem from a long tradition of adher-
ence to the twelve principles of animation. Another well-known
example is Scrat, the squirrel featured in the Ice Age films (2002,
2006, 20009, 2012), produced by Blue Sky Studios. This character
embodies most of the twelve principles of animation, almost tak-
ing squash and stretch beyond the limits of plausibility.

In more independent productions these principles are usually not
applied, which does in no way mean that the characters portrayed
by them are not as successful as those that follow them. For exam-
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ple, in Michael Dudok de Wits’ Father and Daughter (2000) the
characters have a very simply drawn traits, in a graphic language
close to that of certain types of illustration. Frédéric Back, another
independent filmmaker, sometimes works with very simple, al-
most childlike drawings (Illusion -1975), and his characters remain
very relatable.

5 - Drawing practice in animation

We would claim that drawing is still (if not more) of an essential
piece in the process of creating animation, and that if it is aban-
doned because contemporary technology allows for shortcuts

in this process, the final outcome will be poorly made animation
films. The question whether drawing is still relevant in contem-
porary animation has to be answered with a resounding yes. In
the development process of animation the relevance of drawing
is obvious. It is an essential tool for defining and communicating
ideas, and can be irreplaceable in the creation of storyboards and
characters. Besides looking at drawing as a tool, one must also
look at it as a graphic style or language. This means that apart
from being used to develop ideas, drawing can be a personal form
of expression, visible in the final format of the film. From Windsor
McCay’s earliest experiments in animation with Little Nemo in
Slumberland (1911), Gertie the Dinosaur (1914) or The Sinking of
the Lusitania it has become apparent that drawing is a powerful
tool to represent either whimsies of fancy such as can be seenin
Little Nemo or Gertie, or to portray actual events in an extremely
realistic and shocking way, as was the case with The Sinking of the
Lusitania. In this short film (it lasts only about 8 minutes) McCay
manages to convey a vivid sense of horror and realism. It is quite
extraordinary how drawing, and black and white drawing as such,
manages to convey such an intensity of action.

The work produced at the Disney Studios shows us the power
that a realistic yet stylized type of drawing can have in capturing
wider audiences. As stated before, the type of drawing practiced
at Disney tended to standardize visual references, which audienc-
es grew accustomed to, and one can argue that this "habituation’
to Disney style is in part what has made their films so popular over
the years. Walt Disney took the specialization of his employees to
heart: “Some artists have innate (probably optical) preferences for
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small, tidy, tight characters, like beetles and chipmunks. Some run
to decorative miniatures, some prefer long, limp loose contriv-
ances like Pluto. To discover in each artist the caprice he best likes
to draw, then to harness that specialty, is just one more example
of Walt’s determination to use the best available person for every
task, even if he has to make that person the best. [11]

Spanning both the end of the twentieth century and the begin-
ning of the twenty first, Studio Ghibli, under the firm leadership of
Hayao Miyazaki has used some of the characteristics of Japanese
drawing tradition, along with Western influences, to produce
delicately drawn films such as Grave of the Fireflies (1988), My
Neighbor Totoro (1988), Kiki’s Delivery Service (1989), Princess
Mononoke (1997), Spirited Away (2001), Howl’s Moving Castle
(2004) or Ponyo (2008). Although the style of drawing of his mov-
ies is guided by Japanese animation tradition, Miyazaki quotes
animators such as Paul Grimault, Yuri Norstein or Frédéric Back
as being some of his main influences. When asked in an interview
whether he though hand-drawn animation will always exist in
the face of computer technologies, he answers that “There are so
many ships in the animation sea that are computer driven, that
I think we can have at least one that’s just a log raft that we can
row by hand.” [12] At Studio Ghibli, drawing on paper is still the
main element used in films, and very little digital effects are usu-
ally found in their films. As in most larger studios, there is a strict
hierarchy and production line, but when comparing this structure
to that of Disney, the main difference between Walt Disney and
Hayao Miyazaki is that Miyazaki draws a lot and extremely well,
and as such is an active member of the animation team. A distinc-
tive characteristic of Miyazaki’s approach is that he usually draws
the full storyboards for his films himself and his drawings are what
the other team members usually use as inspiration and guide for
their own work.

Set in a wholly more European drawing tradition, Sylvain
Chomet uses a caricatured and exaggerated drawing style to por-
tray his characters in films such as The Triplets of Belleville (2003)
or The Illusionist (2010). In BBC’s 2005 documentary The secret
of Drawing, he states about the stages of his drawing process that
“The first thing is basically not to be too heavy at the beginning
(...) Light drawing is essential, and then being able to imagine it,
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and after that create it from imagination and not from reference.
(-..) The next drawing is a bit more refined than the one before.
You actually put down the detail. (...) And the more experience
you have in animation the less you use a computer. Well, you use
it at the end, when you want to see the final details.” [13] His ap-
proach is that of a draughtsman, carefully stepping closer to the
final drawing in each successive layer of marks.

Although a more ‘polished’ style of drawing can be desirable
for certain types of animation, and is more frequently encoun-
tered in feature length films, in independent animation it can be
abandoned in favor of a more expressive type of mark. Animators
such as Phil Mulloy, Robert Breer or even Don Hertzfeldt opt to
use a cruder type of drawing to represent their narrative, show-
ing a less strict adherence to the usual ideals of representational
drawing, such as different line weights or naturalism. Phil Mulloy,
in his films such as Intolerance (2000) refers to a very rough
drawing style, reminiscent of children’s drawings or primitive art.
Robert Breer creates abstractions and impressions with a style
of drawing evocative of sketchbooks, capturing fleeting impres-
sions and free associations. Don Hertzfeldt drawings remind us of
characters in a crudely drawn cartoon, and he often refers directly
to the medium of drawing revealing the drawing surface and the
pencil to the viewer (Genre - 1997). These are but some examples
of how drawing can show multiple expressions, some of them not
full of realism, and still be effective as a means of telling a story.

In computer animation the role drawing plays is more compli-
cated to determine. It can and should be a tool in the development
of animation, but it is not as close to the final product as it would
be in traditional animation. This does not make it less relevant
for the development process. It can be used in the creation of
storyboards, character design and concept art. Without the use
of drawing these processes risk being poorly developed because
besides all other possible uses of drawing, if it is used as a com-
munication tool and as part of the design process it will facilitate
the elaboration of ideas. Drawing also provides for an understand-
ing of the virtual three-dimensional object - it can fulfill both
a diagrammatic (planning the space) or and a representational
(creating characters and settings) function.

Recently, as far as drawing goes, Pixar has been following the
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model inherited from Disney,. This position is marked by Tony
White, in his reference book Animation: From Pencils to Pixels:
“Much of conventional 3D character movement still lacks that
special ingredient that the best of 2D animation offers, that one
organic step beyond reality that separates the artist from the
technician. This is missing because the tendency of 3D animation
is to ignore the observing and drawing process. Things are chang-
ing, however, principally motivated by the work of the great Pixar
studio, which values drawing and the traditional principles of ani-
mation when developing personality and movement through the
computer-generated medium.” [14] The need for drawing skills
in the animation industry: “(...) is a heavily debated topic among
stop-motion, 2D, and CG animators alike. The consensus is that
everyone needs to be able to draw well. (...) Drawing helps you

to think more logically and clearly about where the scene should
go. Drawing helps you to see the whole picture. As visual artists,
we must not take the opinion that any other art form is useless to
us.” [15] In preparation for one of their feature films, Up (2009)
[16], the development process included a field trip to the Tepuis
(atype of table-top mountains) of Guyana, where a Pixar team
took photographs and drew the scenery. In the “Art of” collection
published by Chronicle books, a series that describes the produc-
tion process of many of Pixar’s animated feature films, it becomes
clear that the use of drawing is still present in the pre-production
process of a 3D film. Although the drawing materials can be new,
such as digital pencil or ink, most first drafts are started in conven-
tional drawing materials such as pencil, pen, marker or water-
color. Birgitta Hosea comments on this process: “Digital tech-
nologies have led to new production processes and reproductive
technologies that have changed the material basis of the medium
that we call animation. Pencils and paper may have been used in
the process, but contemporary drawn animation is more likely

to have been created with digital materials. The virtual material-
ity of drawing with a computer brings into question traditional
definitions of drawing. The action of drawing into a computer
with a digital pen and WACOM tablet can simulate the marks that
a ‘real’ pencil makes, but the mutable world of zeros and ones

has a very different material basis than the residue of graphite on
paper. The use of virtual materials necessitates the broadening of
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conventional conceptualizations of drawing, and drawn anima-
tion, to go beyond the idea of pencil on paper and include a range
of mark-making activities such as computer programming.” [17]

Many different artists provide sketches, create concept art and
storyboards, and it is only in the production stage that drawing is
usually abandoned in favor of digital media.

6 - Conclusion

It is possible to conclude that the use of drawing in animation

is still essential to its success, whether it be in traditional or in
computer animation. One must draw a distinction between what
is considered ’computer animation’ on one hand, and on the
other of the use of digital media as tools for animation. While the
abandonment of drawing in any artistic activity, and especially
animation would be prejudicial, one must not deny some advan-
tages that can come from the use of digital tools.

In the case of traditional animation, the role of drawing
extends from pre-production to production, encompassing most
moments in the creation of an animated film. In computer anima-
tion its role remains vital to the exploration and definition of an
aesthetic and functional completion of the film, but is usually
more predominant in the pre-production stage.
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Abstract Keywords
As a form of cinema, animation is not just for entertaining the La Linea, Animation,
audience but also for reflecting the philosophical notions. Even Sartre, Philosophy,
if there are dozens of examples; in this paper La Linea is going to Existentialism, Reflexivity.

be the main subject for deep investigation. La Linea (1971-1986)
is an old animation TV series that is drawn by Italian animator
Osvaldo Cavandoli. The simple shaped character’s each episode
has a different story but in reality, it touches to certain philosophi-
cal points. French philosopher Bergson’s idea of life, which is life’s
being a continuing line flows uneven, can be easily grasped in La
Linea’s beginning and his walking way during the animation. Ac-
tually, the most significant philosophical point in La Linea is exis-
tentialism. The cartoon consists of important French existentialist
philosopher Sartre’s ideas about being, man and life. This paper
mainly focuses on the philosophy of Sartre and La Linea’s rela-
tionship with the existentialist philosophy. La Linea’s story in each
episode is an illustration of Sartre’s ideas about existentialism.
The cartoon also consists of Cavandoli and La Linea’s relationship
with his creator. In this respect, the cartoon is reflexive and this is
not just the hint of alienation but also the determination about the
role of God for Cavandoli, as a creator.

1. Anadolu University,
Cinema and TV PhD.
Akay Cad. 22/14 An-
kara, Turkey
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1 - Introduction

Cinema as a visual entertainment is also a tool for reflecting the
ideas of life. It represents the notions and abstractions by showing
us the normal way of life. Animation, on the other hand, which
can be considered as a narrative form, reflects abstractions more
effectively. Most of the experimenting artists and some anti-aca-
demics found animation as a tool that touches unexplored things
like abstractions, questioning of space and time and geometrical
forms and flatness1. Most of the directors, like Jan Svankmajer,
Richard Linklater, choose to use animation as a tool to narrate the
philosophical ideas effectively. Animated films enables filmmak-
ers to be more expressive than any other mediuma.

Although there are tons of animation examples that consist
philosophy, in this paper La Linea, which is a TV series that was
broadcasted between 1971 and 1986, will be looked closely. The
paper first gives the general description of the cartoon and the
character. Then it will link the cartoon and especially the charac-
ter in it with the mainstream philosophers’ ideas, like Bergson’s
philosophy of life and Sartre’s existentialism. With this approach,
the paper aims to read the cartoon deeply and find the hidden
meanings in character’s adventures.

1.1 - General Look to the Cartoon

La Linea is a cartoon series that consists approximately 9o
episodes and each has 2-3 minutes duration3. The animation was
created by Osvaldo Cavandoli, an Italian cartoonist. The cartoon
has a simple idea; a character comes into existence by the hand of
animator and it exists just as a simple shape. It has no eyes, no de-
tail on his body or any kind of characteristic feature. It comes into
life as a simple white line and the story begins with its existence.
Each episode begins with the walking of the character. When

the line ends that he walks, La Linea starts complaining about

the situation to its creator (animator). Animator draws either a
continuing line or a shape that La Linea can explore. Each time La
Linea starts playing with the new shape, a problem occurs to him.
His clumsiness causes him to get injured every time. For example
he starts to play tennis with a ball and the ball crushes into him,

or when he drives a car, the car either gets broken or crushes

into a traffic sign and sometimes he does not like the thing that
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animator draws. This occurs especially when the thing he uses or
plays ends up badly. La Linea talks gibberish. It is possible to hear
English or Italian words but it is almost impossible to understand
the whole sentence that he uses. However, the audience can easily
get what he is complaining about. Cavandoli draws La Linea and
other objects with a white pen onto different color backgrounds.
He gives the clues of the increasing and decreasing climax with
changing the color of the background. He strengthens La Linea’s
emotional status with the color change. As the background turns
from green to red the audience can easily get the scene is chang-
ing and there will be a funny thing. When the background turns
from red to blue, La Linea calms down. Cavandoli also uses voice
and music to strength the animation but the background colors
are more effective than the music. La Linea’s each episode has its
own independent story. The beginnings and the endings are simi-
lar in each episode. It starts with animator’s drawing La Linea and
La Linea makes a gesture indicating that he has just woke up from
his sleeping. In order to start his journey, he wants the animator to
draw the line that he would walk on. He plays with the objects he
found in his way and explores them. All of his actions cause him
to get into trouble, and this is actually what makes this cartoon
entertaining. In the end of the episodes, La Linea either explodes
or falls down from the line. He comes into being, experiences

the thing that he encounters and he diminishes. Cavandoli also
creates the challenges and funny scenes from his drawing of wavy
line. When the line continues evenly, La Linea just walks and ex-
plores his environment. But when there are voids in the line, aims
or even waves, they increase the rhythm of the animation. Paul
Wells talks about the animation story construction in his book and
claims that discontinuity in the story line creates the humor. He
says “the rational order of the world and the whole nature of the
cause and effect most be disrupted by the unexpected”’4. La Linea
is a concrete example of this abstraction. There is a line in the ani-
mation, and as it gets out of the way, for instance as it becomes a
sea or a mountain or a void, the humor comes with it. La Linea has
problems with this non-linear line and it is the core of the anima-
tion that makes it entertaining.
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2 - Philosophical Ground of La Linea
As it is noted before lots of philosophical notions can be found
in animations and La Linea is one of them. The cartoon comes
from one of the important cartoonists of Italy, Osvaldo Cavandoli.
He uses simple shapes to create his animation similar to another
important cartoonist of Italy, Bruno Bozetto. Non-complicated
geometrical shapes are adequate to tell a story and even the most
abstract philosophical and cultural ideas. La Linea comes into life
from a continuing line and the most important characteristic of La
Linea is his nose. He has no eyes, no clothes. It makes the charac-
ter universal. The illustration of La Linea depicts a man that can
be seen all over the world and also the language that La Linea uses
is gibberish, which strengthens the fact that his being universal.
The shapes that Cavandoli draws in the animations are simple too.
Sometimes a rectangular shape signifies a box, a tape or a rock.
The animator eliminates the cultural or productive attributes of
the objects. So in the first place although the audience can have
some problems to understand the object drawn, it becomes clear
as La Linea starts using the item. The objects have their meanings
according to their use-values. The imagination of La Linea and his
taking the object according to it gives the audience the definition
of the shape. It can be said according to this notion that, using the
objects pragmatically, La Linea rejects the commodity fetishism
in the animation. This notion can be found in Marx’s writings.
The production system (capitalism) causes objects to loose their
use-value and have different meanings and they are used in ac-
cordance with those meanings. Apart from their use-value objects
are overrated and people have commodity fetishisms. Objects
are used not according to their use-values. They are used as an
indication of status. They desire to have an object not just for their
pragmatic uses but also for their useless attributions. La Linea, on
the other hand never desires to possess the object. He examines
the object and uses it according to its use-value. The objects that
Cavandoli draws have no attributions; they are just simple shapes
without any ornament. Not a single object is praised and becomes
very important for La Linea.

Apart from that, most significant philosophies that La Linea
has are the existentialism and the philosophy of life. Henri
Bergson, a French philosopher lived between 1859-1941 and who
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wrote about life and man in general, and Jean Paul Sartre, another
French philosopher lived between 1905-1980 who can be counted
as an important philosopher of existentialism, are going to be the
main topics in this paper.

2.1 - Existentialism and La Linea

Sartre’s existentialist philosophy starts with an essential sentence,
which is “existence precedes essence6.” Existence is the begin-
ning of every act and it is the crucial part of being. In this respect it
can be easily said that La Linea’s coming into being is a kind of il-
lustration of this idea. His existence is the beginning of the anima-
tion and it is the most important part of the animation. Everything
begins with his existence. His essence is pure and natural, without
detail, so Cavandoli emphasize La Linea’s existence more rather
than his essence. When the character starts walking and encoun-
ters with the obstacles in his way, Bergson’s idea of life comes into
mind. According to him, life is a kind of river that flows. It does
not have leaps and voids. Man cannot jump from one moment to
another. Everything is linked to each other and it is a continuing
formy. La Linea’s way that he walks is the same. He does not jump
between the lines. When he sees a space he complains about it as
if it is an abnormal situation. He walks and experiences his jour-
ney. His trip goes on that continuous line. Sometimes it turns into
amountain or a sea but it flows. This can also be linked with Sar-
tre’s philosophy, which has also been affected by the philosophers
oflife, like Bergson. According to Sartre, to be is to act. There is
no knowing consciousness but there is consciousness, which acts,
feels, perceives8. La Linea is a good illustration of this notion be-
cause the existence of the character is the beginning of his act. He
comes into reality from a line and his acts, feelings and perceiving
of the outside world makes him what he is. The life does not con-
tain a plain road. Although his philosophy shapes itself plainly on
being and acting, Sartre also accepts the given environment. As
free beings, every action and every choice we have makes us who
we are. But there are things that we cannot change, for example
the environment. However, although we cannot change the given,
we have the ability to change our relationship with thatg. From
this choice of relationship we derive ourselves, i.e. what we are.
To turn back to La Linea, the animator draws objects. Those can
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be counted as the given world of La Linea. The character does not
change the objects but he interacts with them. In each episode he
plays with the objects, he decides to construct a way of relation-
ship with his given environment.

Sartre gives an example to make it clear. Imagine a man is
having a bicycle tour in the mountain. When he encounters with
arock that plugs his road he cannot change the situation. He can-
not make the rock unplug his road before he reaches that point.
However he can choose his own act in front of this action. He
can either find another path to continue his trip or stop there and
complain about the rock’s plugging his road10. The choice makes
the man who he is. For this reason, in Sartre’s philosophy free-
dom has an important role. The man cannot intervene the given
world but he can freely make a choice about his behavior when he
encounters with a situation. La Linea’s story often circles around
this example. The animator draws something to La Linea’s road.
In some parts La Linea complains about the obstacle that he has.
While in some parts animator helps him to find a pathway to solve
his problem, in some parts La Linea is free to have his relation-
ship with the given object, Cavandoli does not help him. As the
animation comes out from an Italian animator’s hands La Linea’s
complaining and getting angry with the situations can be under-
stood as a cultural specialty, however, La Linea always explores
the given object without fear. He plays with the object bravely and
uses it in accordance with his own freewill. Nevertheless, his brav-
ery often causes him to have a bad experience. His choices during
the animation make him what he is. He is curious about the each
object and explores them, uses them. For example in Turkey the
cartoon is translated as “Bay Merakli” which is Mr. Curious. This
can be counted as an important derivation from La Linea’s ac-
tions. The character is curious about everything and this is derived
from his actions.

Moreover according to Sartre, man cannot be an object
outside of himself. He can only interact with it. For example in an
episode of La Linea, the character finds the reflection of himself
on a TV. First the reflection is also La Linea. However, it comes
out from TV and shows that it is another object for La Linea, not
being different from a ball or a table. La Linea interacts with the
character that comes out from the TV as he does with other ob-
jects around himai1.
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The objects in the given world seem similar to each other. The
consciousness of the man gives them the definition. The objects
find their meanings according to the subject’s perception. The
world shapes itself via the consciousness. This notion of Sartre
can also be found in La Linea. The shapes that the animator draws
are simple and can be anything in the first side. However La Linea
gives them the meaning. Sometimes he uses a circle as a ball or as
awheel. The world that is given by the animator finds it’s mean-
ing according to La Linea’s consciousness. The outside world is to
give them meaning and this can be done only by consciousness.
La Linea does the same; he defines the meanings of his outside
world and makes them meaningful. For the audience, the objects
that the animator draws are simple geometrical shapes. With the
help of La Linea, and his consciousness attributions of meanings,
the shapes become meaningful both for the animation and for the
audience. Moreover according to Sartre, the outside world cannot
be consumed. As we cannot change them but change our relation-
ship with the objects, only thing we can do is to give meanings
according to our will and consciousness. We cannot negate them
or diminish the outside world. The only thing is to perceive and
give meanings. In La Linea, the similar situation occurs. Cavan-
doli draws especially natural features in the animation. There are
fishes, birds, trees, seas, mountains and so on. Although La Linea
conflicts with all these natural elements, he loses all the time.

The nature always beats him. He can never consume the outside
world, the nature. He perceives, fights with it and always fails to
diminish it. The nature always wins.

While Sartre constructs his existentialist philosophy, he
highlights responsibility as an important point. As beings, we have
freedom to choose, and those choices make us what we are. In
each choice and the way of relation we interact with the object,
we are responsible. Each act of the man becomes his responsibil-
ity. He has to take that responsibility, because his actions make
what he is. Whenever a man confronts with an object outside of
himself he makes a choice to act. If we return to the example to
Sartre gives about the man in the mountain with his bike, he can
easily choose to find another pathway or start complaining about
the rock. He can also try to move the rock from his road, or simply,
he can choose to do nothing. Whatever his choice is the thing
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that makes him what he is. If he does not choose to do something
with the object or does not want to interact with it, this is also a
kind of choice and this gives him the responsibility too. La Linea
bravely makes his choices but as each act causes him to have a
problem; he does not want to take responsibility. Most of the time
he escapes from the problem or starts shouting to his creator. For
example in one episode, he is affected by a woman character that
he meets in the animation. He makes everything to be with her.
When he accomplishes his wish, the problems start getting big.
The woman gets pregnant and puts La Linea in to a house. La
Linea does not take this action’s responsibility and tries to escape
from that state.

The life can be thought as a project in Sartre’s philosophy. We
always put targets to ourselves to be something. We spend our
time and energy according to this target and whenever we reach
that target, we are never satisfied. The being is like a thing that
searches for itself12. It never finds itself but keeps searching for
it. Therefore the targets that we put for ourselves seem perfect in
the first place. We make everything to reach that target but when
we reach that target we immediately realize that it is not what we
wanted. For this reason there are so many choices, desires and
effort to become something. With each action we try to be the one
that we projected, however we never be that way. As we are acting
according to our project, we are responsible from our actions. In
some points we are refuge to, what Sartre calls, “bad faith13”. We
do not want to make a choice and take any responsibility. We ac-
cept ourselves as we are, and say this is actually what we are. “Bad
faith” is a state that prevents us from reaching our project. For
this reason “bad faith” should not be a desirable state for Sartre.
People have to take responsibilities according to their actions, so
that their beings have a meaning. La Linea is a good example for
Sartre, because he never shelters to “bad faith”. With his curios-
ity, he never stops where he is. He tries to transcend that position
and continues. Simply his walking is a clear illustration of that. He
never stops and refuses to walk. He changes his state, his given
world and his relationship with the outside world with the help of
outside objects. This helps him to construct himself and make his
being have a meaning.

In Nausea, one of the Sartre’s outstanding novels, there is a
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sentence that gives the hint of his existentialist philosophy. Sartre
writes, “All existing things born for no reason, continue through
weakness and die by accident14”. La Linea also born for no
reason. An animator’s hand draws the shape and it gets alive. He
continues his line, walks and behaves existentially, and in the end,
he dies by accident. Each episode ends with La Linea’s clumsiness
and his falling down from the line or exploding. His vanishing
from the scene is always accidentally.

2.2 - The Role of God in the Cartoon

Another significant part of the La Linea is his having interaction
with his creator. The cartoon begins with the drawing of La Linea.
Cavandoli’s hand draws the character and he continues to draw

in some scenes during the animation. La Linea sometimes gets
angry and shouts to his creator. Cavandoli’s hand interferes and
calms down La Linea. He both creates challenges for La Linea and
helps him when he is in trouble. Cavandoli creates object of his
world when he draws La Linea. The animator remains as a subject
as we see his hand. Although the audience sees that the drawing is
just an un-living being, a pure object like a table, with its move-
ment, it becomes a subject too. The object that Cavandoli creates
turns into a subject. This is the illusion of animation. The pure
objects gain life and become subjects of animation world and La
Linea is a successful example of this. As we see La Linea is created
by a human hand and drawn from a simple line, it can still be a
character and a subject.

The relationship between Cavandoli and La Linea is similar to
the relationship between human and his creator God. The crea-
tor comes into the scene and draws his object, while God helps
his creature in some points - Cavandoli’s completing the line,
so that La Linea would not fall - he also creates challenges - like
Cavandoli’s creating problems to La Linea, with the shapes that
he draws. On the other hand La Linea complains and shouts about
the situation that Cavandoli created for him. With the obstacles he
draws he both creates entertainment for the audience and defines
arole like God’s examining their creatures with the obstacles. In
episode 215 while Cavandoli’s hand helps La Linea from one side,
another hand occurs which is in glove and creates challenges from
the other side1s. Although both hands belong to Cavandoli, the



6

CONFIA . International Conference on llustration & Animation
Ofir. Portugal . November 2012 . ISBN: 978-383-37567-6-2

glove hand becomes a devil while the normal hand of Cavandoli
remains as a God.

The interaction is in another episode 119 takes another form.
La Linea shoots an arrow and arrow hurts animator’s hand16. This
helps to interpret the relationship from another point of view. Al-
though La Linea is a created object for Cavandoli, while he is the
subject, La Linea’s turning into a subject with its movements and
other features they become equal in the animation. La Linea is the
object of Cavandoli’s world. He can easily change La Linea’s situ-
ation and interacts with him. On the other hand La Linea is also
a subject and Cavandoli becomes an object of La Linea’s world.
This discussion takes place in Sartre’s existentialist philosophy.
According to him, when a man confronts with another he tries to
put the other in an object form in his world17. As he perceives the
other and perceived by the other, a conflict occurs between these
two. Both are sure that they are the subject of their own world,
which is a perceiving being, feeling, acting and shaping the world
according to his will. They tried to be recognized as a subject by
one another. However both has to recognize each other as subjects
in order to prove their own subjectivity. One becomes subject by
recognizing the other, and in this process of recognition, they have
to put each other in an object form. The other subject has to be the
object of another’s world. In La Linea, Cavandoli and La Linea are
just characters too, which are subjects, but in their interactions,
they put themselves in the object position of their own world. La
Linea gets angry to the animator, as he does not draw the anima-
tion properly. La Linea recognizes Cavandoli as a subject from
the beginning but as he shouts to him or gets angry, or hurts the
animator, Cavandoli becomes the object of La Linea’s world.
However, the fact that we see Cavandoli’s drawing something into
the animation and we recognize him as the subject and La Linea
as the object of his world is much clearer.

Cavandoli’s hand also indicates the reflexivity in the anima-
tion. The audience gets conscious about La Linea’s being an
object. This is just a simple drawing that an animator draws.
However this does not violate La Linea’s illusion of life. Audience
still thinks that La Linea is a man or a subject. Even if the audi-
ence witness to the process of creating, the character La Linea
never falls into the uncanny valley. He is a living being. Cavandoli
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puts his hand into the scene, not only to indicate the relation-
ship with his creature and his having a role in that process, but
also for the alienation effect. The hand in the animation invites
audience to get into the animation process. They are going to

be conscious about all the animation’s being just an illusion. So
that the audience do not lost in an illusion. They are aware of the
process. Adorno states that every work of art is alien to aliena-
tion18. However it would be the reverse if it contains reflexivity.
The image reflects the production of its own, as it does in the very
old example from Emile Cohl, Fantasmagorie (1908), or like it
isin La Linea, the hand of the animator refuses the illusion. By
this way, alienation effect (animator’s being in the animation and
audience’s witnessing to the process) keeps the audience awake
during the animation. In each scene of La Linea, as the audience
starts losing themselves into the illusion, Cavandoli puts his hand
in front of the scene so that it becomes easier to understand that
everything comes from this hand and the movement of La Linea is
just an illusion.

3 - Conclusion
Philosophy can be found in every field of life and as its object is
life, it is a normal for it to fill all of our lives. The cinema on the
other hand reflects life on the white screen. For this reason, the
link between cinema and philosophy is not an unexpected one.
La Linea is a simple drawn animation that is loved and watched
by thousands of audiences. La Linea’s animation series translated
into lots of languages and broadcasted in different TV channels.
With its simple shape it accomplished to entertain many people.
La Linea’s having no eyes and other characteristic specialties
make the character more universal. It does not belong to a certain
notion although the cartoon comes from Italian animator Osvaldo
Cavandoli’s hands. In some episodes La Linea can easily play a
folkloric instrument like Scotland’s bagpipes. Or he can easily
become an American football player. The cartoon includes objects
from many cultures and La Linea is a simple representation of a
universal man who contains many cultures in himself. Besides his
being simple-shaped, the objects that are drawn by Cavandoli are
also simple. A rectangular or a circle becomes meaningful in the
hands of La Linea. As he starts using the items, they gain mean-
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ing both for La Linea and for the audience. This indicates two
different philosophical notions as it was noted before. One is the
elimination of commodity fetishism and indicating the use-value
of the objects and the other is Sartre’s philosophical notion, which
says that, being shapes in the universe around him. The external
world is just giving meaning to them. La Linea does the same. He
attributes the meanings to the objects according to their
use-values.

Bergsonian way of life is also illustrated in the animation. The
life flows or continues and it does not contain just a plain road. It
has ups and downs. The road that we live in cannot be separated
from our past or future because it is just a continuous flow. La
Linea’s line that he walks on is the same. It flows and has descents
and ascents. Moreover, Sartre’s existentialism is the most impor-
tant philosophical aspect that La Line consists. It starts simulta-
neously with the beginning of the animation. When Cavandoli
creates La Linea, he indicates the important point is actually the
being. His coming into life has no reason but as an existentialist
being. He explores his universe, gives meaning to them and expe-
riences life. With each choice that La Linea makes, the character
shapes himself. He is a free being and makes choices in his path.
Even though each choice gives him a trouble, he does not stop or
give up. He continues to explore and experience. With his each act
he transcends himself] his choices make him what he is.

As being an object of world of Cavandoli, La Linea interacts
with its creator. He shouts to him or complains about the drawing
that he makes. While Cavandoli helps La Linea in some way, he
is also the one that creates challenges for him. This relationship is
similar to God and his creature. As creatures we always complain
about or lives or the challenges we encounter. Sometimes we be-
lieve that God helped us to get through a problem. Cavandoli puts
himself as a God in this animation. This definition of role as God
also indicates the alienation. His hand does not allow audience
to get lost into the illusion. It wakes them up from this illusion
and invites them to be witness to the process. As we entertain by
La Linea and take him as a subject Cavandoli pokes us in some
scenes to indicate the whole thing is just an illusion.

Although it is an old cartoon series, La Linea can entertain us
today. There is no need to watch episodes sequentially as each
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episode’s story is independent from others and what creates the
humor is the line’s becoming wavy. La Linea is a universal charac-
ter and he is the reflection of us on the screen. He is curious about
his environment and wants to explore. When he finds a woman he
falls in love, then he does not take the responsibility of his actions
and runs away. For this reason La Linea targets adults rather than
children. While we can get ideas about life from the cartoon, we
also have fun while watching it. La Line accomplishes both mak-
ing us laugh at him and seeing ourselves on the screen.
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Abstract

This paper summarizes the research carried out in the PhD in
Design with the project: MUSICAL ICONOGRAPHY USED AS
RHYTHMIC MOUNTING SCORE - Teaching module, Concep-
tion, implementation and test. The subject of research in the

PhD project was an experimental module of learning, testing the
hypothesis of drawing as a tool to relate sound and moving image.
In the experimental learning module, the students would draw the
rhythm of sound creating a graphic score, then using the graphical
score as reference they would create different paces in the video
montage.
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1 - Introduction

This paper presents a research conducted in Visual Commu-
nication Design, specifically in a borderline between the areas
of sound, moving image and learning, aimed in developing a
learning module in relating music and moving image, developed
in a learning setting in high degree education level. The learning
module introduced visual communication students to the issues
of relating sound and moving image by drawing and sketching.
The students did not have earlier contact neither with sound nei-
ther with the moving image thematic. In this learning module the
drawing and sketching, functioned as new tools, for reinforcing,
and create associations with new concepts related to sound, and
video montage. The study took place between 2008 and 2011 in
the Applied School of Arts - IPCB.

For this study development were very important the collabora-
tions of the following teachers; Marina Estela Graga Gongalves de
Vasconcelos - teacher coordinator | School of Education and Com-
munication, University of Algarve, Eduardo Fernandez Herrera -
Professor | Faculty of Fine Arts, University of the Basque Country,
Fernando José Carneiro da Silva Moreira - associate Professor
with aggregation | Faculty of Architecture of the Technical Univer-
sity of Lisbon. Due to the length of the study this paper presents
a condensend version of the research sequence in the following
chapters; the concept motivations in the Theoretical Context
section, the goals of the research experience in the Objectives, the
activities sequence carried out in the research experience in Main
Quasi Experiment. The proposed Learning sequence is the last
contribution of this study, and the Findings presents the results of
the research.

2 : Theoretical Context

The audiovisual synchrony is a contemporary subject of great in-
terest in the context of music videos and video promos. In many of
these cases, the sound experience lead the image, the soundtrack
can change the movement perception within the animated se-
quence of frames. The visual narrative sometimes is not continu-
ous, giving several interpretations that change, according to the
deviations of both the attention focus, from the soundtrack for the
video and vice versa.
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Music Videos influences the modern cognitive perception
between sound and the image (Fahlenbrach, 2002) [4]. These
products are widespread and easily assimilated by everyone. Such
audiovisual messages exercises and stimulates the ability to relate
sound to images. The music video videos establish certain cogni-
tive behaviors, visible in the expression of visual imagery.

It’s crucial for students of Visual communication Design to estab-
lish a approach with this relations when producing audiovisual
contents. Because often the students don’t have musical training
is fundamental to explore another approach when accessing the
music comprehensionand expression. The hand gesture present in
translating the music sensorial elements to drawing allows a link
with the unknown message.

The space in which the gesture intervenes, is a metric space
where a pattern generated by a mental image built upon a sound
recording, creates a musical iconography (Martin, 2006) [7] or
more complex graphic compositions (Tan & Kelly, 2004) [8] de-
veloping rhythm perception using graphic symbols like points and
lines, can create simple representations of rhythm (Bamberger,
1982) [1]. These typologies used in low-level mapping, produce
excellent relations between graphic elements and music (Solis,
2006) [11]. The audiovisual montage and synchronization can
use these graphic elements, to communicate the connecting ele-
ments, pauses and ruptures constituting a musical iconography
In the video montage, within the sequence animated of frames
the pauses and ruptures in the connected elements deal with the
subject of continuity.

Continuity is abreast to discontinuity; the continuity, and
discontinuity can characterize a moving sequence of frames
perceiving the motion in continuous time. An animated sequence
of picture frames builds the illusion of time duration at the viewer,
managing to gather one experience from continuity fluidity till the
complete fragmentation (Graga, 2006, pag. 135) [6].

When addressing the continuity/discontinuity of the picture
frames the question of succession of image frames and its rhythm
value arises. When defining pace is necessary Plato definition, on
the grounds of “ordering the time duration” as a metaphor, pos-
sible to represent in the regular motion of ocean waves upon their
advent to the beach (Graga, 2006, pag. 156) [6]. We can contem-
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plate the Rhythm as an organization and a language of continu-
ous, has an umbilical link to the human essence, where the metric
foundation got lost to the poetic flow (Meschonnic, 1982) [10].
The variations of intensities can also delineate the rhythmic flow,
emanating in its expression of various forms of language.
Norman McNorma McLaren addressed the theme of relating
sound and image in his work, in his movie Mosaic (1965), McLar-
en created the soundtrack using a drawing technique, erasing the
upper layer of the 33mm film. The author erased the black color
emulsion with the aid of a small knife, to leave small marks, then,
used a small optical reader in a Moviola machine (a projector ma-
chine) to read those marks and produce percussion sounds.
McLaren explored concepts of animation and synchronisms
between sound and image. The variations in size and shape in the
graphic marks affected the sound, tone, volume, and the sound
quality. Using this method Norman Mc Laren produced an exten-
sive variety of sounds.

The attempt to create a parallelism between a rhythmic sound
recording and the moving sequence of image, is visible in the
work of filmmaker Sergei Eisenstein. In it we can find another
stimulus for this project in his theory of vertical melodic montage,
in the relationships made at descriptive graphical structures of
rhythm present in the image frame and in the musical score.

Synesthesia, the mixing the senses of perception fascinated
Eisenstein throughout his life (Bordwell, 1993) [2]. During the
1930s, Sergei Eisenstein rebuilt his concept of montage, as re-
sponsible for an organic unity in the language of film. His interest
in synesthesia and the wish to include sound, in his organizational
theory, made him develop the theory of vertical montage. For
Eisenstein there was a guiding principle common to both mod-
els of senses, vision and audition, allowing the development in
parallel of construction techniques and audiovisual messages. To
Eisenstein, this principle was the movement, this element within
several physical manifestations, would be the basis of the vertical
mounting (Bordwell, 1993) [2]. Thus, Eisenstein suggested four
types of vertical montage; metric, rhythmic, melodic and tonal,
described in his book “Film Form and The Film Sense.”

In the example of the battle scene on the film Ice Nevsky, co-
exist a harmonic series of image frames cuts with the musical pace
and musical points of emphasis (Fig. 1).
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F1. Segment of Nevsky

graphical score

These notions of sound and image relations were very impor-
tant in the teaching/learning experience in this PhD research,
putting in evidence two types of visual shapes; the visual shape of
the frame and the “sound” shapes in the graphical score. In the
context of our research the use of drawing as liaison of sound and
image in movement settings enhances the relation between the
two media. The drawing may record the various music rhythmic
variations. In the drawing the points and lines cadence, suggest a
rhythmic record used to produce different juxtapositions of image
frames in the video montage.

In the experimental context of the research the students
represented the music by graphic means. The graphical score has
predominately qualitative information used then by the students
as a reflection about the rhythmic qualities suggested by the lines
and points sequence.

These are elements of great relevance in learning practices
when introducing the video montage, is however necessary to find
new forms, to unite these two worlds, the video montage and the
sound in a model compatible with the practices of visual commu-
nication design.

In the context of creating a learning module, the framework
in the context of teaching bLearning (Blended Learning) is ex-
tremely important, by searching for references in more traditional
attitudes and postures, moreover assimilating them in a modern
context of teaching / learning.

In this study the sound leads the visual experience, in the
frame the information retrieved from the sound may manipulate
the image, occurring then a “control” of sound over image.
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3 - Objectives

The aim, of this work was to create an experimental module
dedicated to the processes on interpretation of musical rhythm as
video montage conductor. Based upon the experiment in a new
context for teaching and learning, exploring strategies for imple-
menting online, this study had two goals:

a) Conceive an experimental Learning module, where
drawing functions as interpretative record of musical
rhythm as guide of the video montage task and:

b) Validate in bLearning context, through comparison the
experimental teaching module and the traditional teach-
ing module.

The test of the Learning module used a contrast experiment
between the experimental module with drawing as an interpreter
and the traditional module without the use of drawing. The
Learning module tested in the Main Quasi Experiment and after
validated by the opinion panel served as reference for the Learn-
ing Module described in this paper (Fig. 2).

4 - Main Quasi Experiment

The Main Quasi Experiment organized in two weeks, had five
classroom sessions. The sessions included the theoretical refer-
ences, practice, and results . The module distribution in the
experimental and in the traditional models, followed different
strategies but both used bLearning settings. The experimental
learning module, tested the hypothesis of an auxiliary method to
video montage, the drawing of sound rhythm as interpretation
of the rhythmic information (thythmic variations of the musical
piece) as an annotation tool, using the sequence; listening, draw-
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ing, and video montage. The traditional module applied the se-
quence; listening and montage, without the drawing as rhythmic
interpreter. The experimental module followed a D.E.S (Drama-
turgic E-Learning Strategy) to create a field of symbolic relations
between tools and techniques related with expressive values. The
two modules used the same videos and musical segments distrib-
uted in the eLearning platform adopted by the school.

In the Main Quasi experiment the two study groups worked
with the same videos (Fig. 3) And the same sound segment; how-
ever, only the study group A, the group testing the experimental
learning module, used the score, and the drawing technique.

The musical segment used belonged to the piece by Mozart -
Clarinet Quintet In A, K 581, “Stadler” - 4.Allegretto Con Vari-
azioni (Fig. 4).

The students after listening the musical segment, played three
times, performed a musical representation, using as drawing
representative elements: lines and points. The students draw their
representations on a spread sheet divided into six sections, repre-
senting 60 seconds (Fig. 5)
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F3. Images frames
from the different
videos distributed to
students. Videos from
the Prelinger Archive,
the public domains
from this archive
allows the free down-

load and reuse.

F4. Music segment
sonogram Mozart:
Clarinet Quintet In

A, K 581, “Stadler”

- 4. Allegretto Con
Variazioni. Position of
segment and interval -

4:008 - 4:558

F5. Graphical score
used in the sound

interpretation.
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Afterwards the students using the drawing as an editing guide,
carried out the montage in a 60 seconds video. After gathering the
students digital files, the teacher analyzed the drawings by com-
paring, the several representations of sound intensity, with video
segment distribution in the digital tool timeline (Fig. 6).

The activities related to the monitoring of the experiment in the
observation, happened during a period of two weeks. Divided
into three phases; introduction and motivation, development of
exercise, and finalization. Simultaneously there were activities of
sharing auxiliary materials and support.

Although, the LMS (Learning Management System) platform
used by the school, was not compatible with the latest program-
ming language standards, not allowing the import of XML data.
The learning module organization as a tool with possibilities to
export to a contemporary system was a concern. Therefor the
learning sequence followed the IMS-LD standard. IMS-LD is an
acronym for Instructional Management System - Learning Design
a standardized system resulting from a research project with the
aim of building a semantic system, an Educational Modeling Lan-
guage - EML able to represent learning units used in e-learning.

5 - Learning Sequence

The organization and strategy for designing the experimental
learning module, resulted from associating boundaries of distinct
areas of study, as well as a construction route able to motivate
and engage the student’s attention. It is vital to stress the test
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sequence importance and the chain of learning materials and
practices, which is the core issue in the learning sequence. The
base materials used in the exercise of video montage, videos and
sounds may differ from one exercise to the next. Because that is
anon controllable variable of the quasi-experimental procedure
applied in this research.

The strategy proposed in the learning sequence (Fig. 2) result-
ing from the research, uses an exercise of expression of sound
through drawing. There is, a pragmatic perception of its imple-
mentation delimited in an introductory stage in learning the rela-
tions between sound and video montage. The expressive values
produced by the drawings are expressions of personal level with
expressive qualities, valid only for the author of the drawing.

The module has, as limitations, the inability to create settings for
direct synchronization between sound and image, but it allows a
deeper reflection about the rhythm perception and how it influ-
ences the apprehension, of movement in the pace of the animated
sequence of images.

From the study resulted a learning sequence proposal pos-
sible to apply in introductory studies in the video montage. The
learning sequence involves four stages. In the first stage “Origins”
the students consult and discuss theoretical references, (authors
relevant to synchrony between sound and image), in the “Listen-
ing” stage the students listen the musical segment and then in the
“Drawing” they express their sound memory in a graphical score,
afterwards, the students create the “Video montage”, using video
segments earlier distributed in the class. The cryptic element
created by drawing and the link with different subjects constitute
a continuity between listening and montage, that cryptic access
allows the future applications of a transcodification
technic (Fig. 7).
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The drawing is a part in a dramaturgy strategy, inserting a
cryptic element in the Learning path, in analogy; telling a continu-
ity, a narrative organized of lines and points a personal interpre-
tation, a story built on the emotional experience acquired from
listening to the sound segment. The drawing has a D.E.S. Method
(Dramaturgy’s Elearning Strategy) function in a directive that
could improve the emotional experience retained by the student.
The D.E.S. method follows assumptions that dramaturgy contexts
are more engaging; facilitates intrinsic motivation and results in
positive emotion during learning (Burmester et al. 2005) [9].

6 - Findings

On the hypothesis developed and applied in learning environment
blearning. The exercise of expression by drawing used in context
of the experimental module of learning allowed an easier rela-
tion to the fullest and took advantage of the map of relationships
sparked throughout the exercise. When conducted in a bLearning
environment, the method allowed the student an easier construc-
tion of relations by the use of metaphors. The practice of the
experimental model also allowed parallel paths, where students
went through another type of relations and perspectives instead of
the traditional model characterized by a linear sequence.

This practice made an indirect approach procedure, because
the final montage of the video in the exercise was not the only
purpose but rather a strategy to open new paths for other connec-
tions. Within the experience scope, close to the specific context
of the exercise, occurred a crossing of two resources, one based
on a personal interpretation as a record, the other constituted by
relations constructed between the interpretive drawing and other
theoretical references, felt, but still not understood by the student.

The adventure of discover was an appended value when using
one dramaturgy’s model of learning as the model D.E.S., this sym-
bolic value, was instrumental in driving the experience, accom-
plished through the intersections analogous with representation
of qualitative information (about sound, and rhythm of moving
image) and relation of tools and concepts.

The symbolic element, was prominent and unifier of intuitive
listening and montage, accepting the rhythmic elements without
using a metric system. In the experimental model the drawing
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functioned, in creating a rhythmic score allowing the record ex-
trapolation into a video montage, a guide in creating an animated
sequence of image frames. Offering a new way to understand
the process and foster in a near future other transcodification
processes mediated by expressive tools. Having successfully pro-
duced better results, compared to the traditional model, based on
alinear and sequential strategy without symbolic marks.
Although the limited sample of students, material makes more
difficult to generalize the results we found results pointing the
experimental module, as a more captivating process, it allowed
a greater adhesion by the students to the few hours of contact
available by the teacher. Further in the future we will repeat the
research with a larger group of students, media and sample
variety.
This research is a contribution for future developments in new
educational practices, applied to the area of visual communication
design.
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Abstract

Drawing as experience is a research paper that highlights the fact of
drawing as a multisensory way of living, i.e.: 1)- observation and
analysis of reality and 2)- its creation place and atmosphere. At the
same time, there are other con-tents related to this as its portable
reality and the act of drawing anywhere, everywhere indeed, - its
emotional and poetic quality, - absurd and random, daily real-

ity and, - its multi and interdisciplinary nature. To conclude, this
study will be complemented by a guide about international crea-
tion centres, places of exhibi-tion, grants and competitions, etc. of
contemporary drawing.
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Introduction

Contextualization

When one draws, one is enclosed in itself, or one interacts with
reality thinking of the generic or the main details that are sor-
rounding him/her. In any case, these are ways of thinking and
understanding the places where we are living more intensely than
in a usual manner. One only knows how it feels drawing if he/she
is engaged in it. So, from the point of view of creation, in my own
theoretical and practical research as emerging artist; I started to
study this multi-sensory experience of the practice of drawing a
few years ago. Now it is one of the central themes of the PhD

I am writing.

The reason why I use Drawing as experience as title is, among
other things, to make a special reference to the spirit and approach
of the book Art as experience written by the English philosopher,
psychologist and educator John Dewey. He defends a sensitive
attitude where all our senses should be part of a total artistic
practice. According to the author, this way of being in the world
increases our capacity to act and understand what we are deal-
ing with. Art as experience invades completely everyday life, this
philosophy achieves a continuous exchange and fusion between
art and life.

Therefore, the interest of this research focuses on everything
that surrounds the act of drawing. What things come to mind
when we are drawing? Which ones affect us consciously and un-
consciously? The process itself, and beyond a predetermined end
result, is especially important. Drawing implies a very high degree
of concentration at many times, you can lose track of time and
space. One can fly. On the whole, we feel comfortable drawing as
anatural state of expression, so natural that sometimes it seems
to be another more extension of our own anatomy. This is the
usual sense. You do need neither paper, nor a notebook, nor even
a pencil to draw. Wherever the place is, and wi-thout warning, the
picture emerges. Our minds sketch the extraordinary gaze of the
little things of everyday life.
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1 - Observation and Analysis of Reality

1.1 - Pay Attention

Anything you see, even being seemingly insignificant, is likely

to be a good model to draw. We only have to pay attention. In

his work Theory of the state 1, the Spanish writer Andrés Ibafiez
talks about the state that our mind need to create. According to
him, an artist (either novelist, dancer, instrumentalist, theater
director, filmmaker, etc.) must be in a certain state at the time to
get to work. This state allows us to create, it is also transmitted to
our creation, and which will be received by the reader, viewer or
listener. So, not only must exist a direct observation of reality, a
multi-sensory experience, a selective gaze, or improvisation; there
should be also a specific state of mind to create. In this manner,
we can transform an unnoticed thing in an extraordinary one. This
change and state of the mind to create is based on our implicit
knowledge and our own sensitive attitude to know and interact
with the visible and invisible reality that surrounds us.

1. 2 - Direct Observation of Reality

During the different stages of the history of art, there has been

a particular interest in direct observation of reality. All kind of
devices or machines to draw 2 have been used to achieve the greater
verisimilitude. The young American artist Langdon Graves, cur-
rently still uses magnifying glasses to acquire a highest perfection
in her drawings.

However, at the end of the nineteenth century there is a real
consciousness of the act of creating in the place where you have
your natural model. After the appearance of the photography,
the meaning of artistic creation begins to change. For example,
it should emphasize the study of some theoretical and writers of
the Naturalist movement, such as Emile Zola, which take place at
this time. Direct observation of reality involves being face to face
and nude in front of the model we want to represent. In visual
arts, although there was no particular school, naturalism serves
to designate realistic tendencies whose aim was reflecting more
authentically in everyday reality.

Moreover, there were other similar attitude in the French
and European artists in this time, they called it au plein air 3 (it
means in the open air). They also were interested in observing the
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immediate environment around them everyday, but the fact of
building images outdoor had a strong presence in the results. That
is the reason why the painting evolved and began to deconstruct
its hyperreality as well.

The painting au plein air reaches the best popularity in 1870,
due to the fact that paint in tubes was intruduced in this time
among other things. So this technical advance, was linked with the
manufacture of the firsts folding easels and small format briefcas-
es. All of this details did possible the act of painting and drawing
at the site. Barbizon School, Newlyn School and the Impressionist
movement were the main proponents of this technique in the last
years of the nineteenth century. There were also Russian painters
interested in this way of doing in early twentieth century, in ad-
dition to the American Impressionists. But the history of painting
and drawing outdoors did not end here, since it remains in force
in the twentieth and twenty-first centuries. Nowadays there is a
great interest in the action and drawing in the natural-real space.
Sketchcrawl movements 4 around the world organise events to
share experiences au plein air in big groups.

The Colombian Raimond Chaves is one of the best-known
contemporary artists who advocates and practises drawing be-
tween the individual and the collective, exploring the practice of
drawing in real space. He defends the pleasure of drawing, the joy
of the process, the context to which we belong when we are creat-
ing, our ‘here and now’ and the fact of facing an unforeseeable
future. As an example, his 24-hour Drawing’s project can be men-
tioned. This piece was presented in Barcelona in 2000 for the first
time. The artist installed a booth in the middle of the promenade
of La Rambla. In this place there was a team of young volunteer
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artists that were available to draw for 24 hours, coming into direct
contact with the social context and space around them. There
were conversations with random models, who were free to make
specific requests, posing, etc. The starting approach was a pretext
for settling into what could happen in the place. Unpredictable
things can appear suddenly.

In general, all these references in relation to the direct obser-
vation of reality, have as a fundamental interest the fact of looking
for the purity of immediacy that is in front of us in a common day.
This idea is the focus of this research, but not in the sense that
we have to get a realistic outcome as a sole purpose. What really
matters is capturing the ephemeral manifestations that happen
around the atmosphere where you are drawing, as the Impres-
sionist creative thought and current artists who are drawing,
recording video, performing, etc. The author can stay at home, in
the urban space or outskirts in order to get unexpected situations
that are impossible to deal with in the artificiality of the studio
(understood as a work space away from the model). Although one
can talk about and study the everyday as a topic in the distance,
without being on-site, in my view the coexistence and introspec-
tion on the stage of the action is necessary to understand it.

1. 3 - A Selective Look of Things

Wherever we are drawing, we observe many details. So many
that the eye intuitively selects something, but not all, it would be
impossible. In any multisensorial experience exist many stimuli,
so that a synthesis is necessary.

The psychologist Rudolf Arnheim, in his book Art and Visual
Perception: A Psychology of the Creative Eye describes how we
perceive, and why the vision of the human being is characterised
by grasping and capturing the essentials. Specifically, he empha-
sises that if an observer of average sight wants to examine an ob-
ject carefully, he/she will have physical qualities which will allow
him/her to see the tiniest details. However, the visual perception
doesn’t occur with the mechanical fidelity of a camera, but it
records all partially.

So... what do we really see and when do we see?

On the one hand, human being has various physiological reasons
that make us see in a certain way the reality we have in front of
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our own eyes. On the other hand, there are also cultural reasons
and particular interests or obsessions. There are many artists that
show us a fragmented reality in order to convey feelings through
isolated elements.

Toba Khedoori is a good example. She creates mural-scaled
drawings, without interference. That is, neither crystals nor other
obstacles in the perception of her images drawn. They are large
formats in which the paper stays clean (in white), only intervened
by small details like gravel, logs, furniture, sugar cubes stacked,
etc. All of them with a very hyperrealist appearance.

In the same line as Toba, we can find some drawings by Michael

Landy. Both of them focused on figuration and fragments, but in
the latter case on smaller formats. One of his best known pieces

is Barbie Comb, the comb of this famous doll with hair remnants
that look human. And talking about hair, there is a particular
obsession by some artists on this motif. So they focus almost all of
their work on reproducing a lot of types of hairs/hairstyles in the
most accurate way. Winnie Truong and Hong Chun Zhang use in
avery special way this reference element. The Canadian artist in
full-color and the Chinese one in black and white. Both styles of
drawing acquire a surreal character.

2 - Its Creation Place and Atmosphere

The extraordinary in the everyday can arise anywhere, and any-
time. The Eureka (I found it!) occurs wherever we are, without
saying anything. So, the pieces can be made on-site right now,

or later, returning to the scene that has inspired and seduced us
(although the specific motif can change). We can also write down
or memorise, this way we can follow it in our studio.
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Anyway, the spirit that lies behind this type of creative process
takes place in the inhabit among things.

There is not a unique place to create, there is always more than
one. You can be at home, outside (in an urban or rural context), or
different possibilities between the two before.

Neither should exist a specific time for observation and contem-
plation, we should be free to hear those things we can find in
ourselves or outside. It means that we have to live and enjoy the
extraordinary snapshot of something that is happening, intuition
and random in a chance encounter.

Any place can be a studio implies action, improvisation, dyna-
mism and game. But at the same time, introspection and intimacy
with the mental and physical space we inhabit. The Spanish artist
Juan Carlos Meana, in his book The space between things, talks
about the importance of the studio (or place of creation) as place
to develop the construction of a thought. In addition to carrying
out a practice of artistic creation, we also analyses conceptually
and theoretically what happened during the process. Nothing is
innocent, despite improvisation and immediacy. Unconsciousness
that comes into play is a decision-making with a theoretical and
vital support of previous knowledge and experience. As Meana re-
peats in more than one occasion in this text, what manages to turn
the usual into extraordinary is the attitude of know pay attention.
That is, look and let objects that surround us and emotions (loneli-
ness, love, intimacy, etc.) look us. Magic of creation is born of
complicity. It can be said that prowl, transit and inhabit places or
ourself; can load objects and ideas of our gazes. There is a hidden
order, a visual memory, and a latent reality that is waiting for us to
create. It is a suitable and rich atmosphere of everyday routine in
which art and life merge and complement. And in artistic practice,
action and relational aesthetics; act as a means of display and
communication common to many of the other disciplines
and media.

2.1 - The Studio: Inside and Outside the Home

Any place can be a studio, and consequently, any place can be
the scene and reason for our creation. A creation space can be an
atmosphere more or less transited and lived, more or less close to
us. It can be in a warm and intimate home, or in an urban or rural
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outer space, and even in a non-place 5. The latter can be an air-
port, a station, a hospital, a hotel, etc. The French anthropologist
Marc Augé began to think and talk about it. All of these places that
Marc has studied are full of artificiality; they are occasional places
to live, to wait, to visit. So, there are spaces that can be inhabited
by us periodically with an everyday behaviour and we also can
have this behaviour in a remote space that we inhabit for a few
hours during a trip.

Home, sweet home? Normally, our most common creative
space is a room of our house or in our garage. There is also the
possibility of working in a shed nearby which usually looks more
like a warehouse and this is the place where one creates larger
pieces. We also can have more sophisticated tools or
machines there.

When we create drawings, the most usual way to us to create
them it is working in our own home, or even in our own room. So,
it is very common in this space to mix art and life. That is, pencils
with clothes and papers. The atmosphere is very familiar and we
feel very comfortable working. It is very easy to find solutions to a
given problem by observing consciously and unconsciously pieces
almost all the day (while we are sleeping, eating, resting, wait-
ing something...). Therefore, a Eureka always comes. We feel so
comfortable at home working in pyjamas, it becomes our uniform.

Perhaps an extreme example of this feeling of creative space’s
capsule, is the Hikikomori phenomenon that occurs in the rooms
of young Japanese teenagers. Their foods, laptops and cut images
that inspire them... everything everywhere. At the same time,
they dress in pyjamas with teddy appearance, Kigurumis or bet-
ter known in English as disguise pyjamas. Hooded overalls are
shaped like animals and/or cartoon characters, manga, etc. Some
of these young people also create and draw in their rooms. Japa-
nese artist Yoshitomo Nara sometimes installs their collections of
drawings, together with objects and small details, looking for very
similar qualities to the rooms of these teenagers.

Another example of creative space in the room, is the artist
Ziga Tomori who lives in Berlin. His studio is full of stimuli. On
the ignant.de website, in Work in Progress section, there are more
examples of studios. They are very special created spaces.

Talking about home, one thinks that the pieces one can create
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at home should be more intimate, smaller scales or even auto-
biographical and daily. The Homemade drawings by the Spanish
artist Fernando Renes are a good example of casual and ironic
drawings made of watercolor, ink and pens.

Anecdotes in everyday household are a topic of inspiration to
many drawing’s artist. The French philosopher Gaston Bachelard
in his book The Poetics of Space, published in 1957, highlights the
sensitivity and symbolism that has his idea of home as a private
space. A space of reverie, desires, fears, concerns, etc. Bachelard
insists on underline the house as our corner in the world. A corner
where there are many spaces like the attic, bed, hallways, etc. But
where we also have lots of objects and collections, miniatures
that lead us to other worlds. In the end, our homes are cabinets of
curiosities or wonders 6 that define us.

Urban space and surroundings are not a sedentary space as
home, but quite the opposite. These are spaces through where we
wander. Sometimes we pass them by, and at other times, we stop
to see certain details. So, our creative space is often dynamic, it is
usually converted into a trip. Throughout history different trends
of knowledge studied precisely the act of enjoying aesthetically
the ride, the tour and travels.

In the 2nd half of the nineteenth century, after the workers’
revolt of 1948, some political changes, economic and social condi-
tions took place in the city of Paris. The opening of the urban de-
sign in great avenues versus the previous chaotic streets, resulted
the flaneur birth. It is a philosophy that is based on multisensory
enjoyment of city space.

Years later, on April 14, 1921, the first visit Dada happens.
Again, the city of Paris is the protagonist. There is the need to go
outside. This Dada behaviour arises as an artistic revulsive, and at
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the same time as an ideological attitude of rebellion against char-
acteristic social indifference from interwar artists. This seduction
by the banal and unnoticed in everyday reality, will be developed
retrospectively by the Surrealists and Situationists.

The surreal walking took place in 1924, three years after the
visit Dada. This attitude of travel and do erratic paths is still
present in drawings made by contemporary artists like Franz Ack-
erman, Francis Alys and many others. Specifically, Ackerman has
a series of drawings called mental maps that performs only when
he is travelling, in visual diary form. In them, the author presents
aerial maps or architectural details of the city. Urban landscapes
are composed by lines of psychogeographical component.

There are other drifts as the Situationist of mid twentieth
century, the New Babylon Constant, others related to the Land Art
and different individually artists still are interested by this attitude
of creation (Sophie Calle, G. Orozco, J. Macchi, etc).

This attitude to draw or create anywhere is natural and close.
So, it is away from the inaccessibility or elitism that sometimes
surrounds the art. For this reason, many teenagers and young
artists express themselves and feel comfortable through drawing
in their notebooks as a diary. This way their interest in art begin,
and then they maybe will study Arts or not. In any case, notebooks
to draw are very common between young people and fanzines too
as a an underground alternative. One of these girls is Isobel Wood
and she is studing Fine Arts. She lives in United Kingdom, is 19
years old and she also draws cats and occasionally is engaged to
the fashion world. She usually records in his diary different snap-
shots of his life just in pencil.
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2. 2 - Multisensory Experience - John Dewey

When we inhabit a place or scene, there are all kinds of relations
with the context, which determine the creation consciously or
unconsciously. But in any case, they help us to understand the
complexity of our experience and life in general. For the same
reason, the extraordinary from the ordinary reaches the viewer,
lights and empathizes.

In this sense, there are different studies and authors about
multisensory experience in artistic practice. Specifically, as I
mentioned in the introduction of this text, the American philoso-
pher John Dewey talks about it in his book Art as experience. Here
he defends a sensitive attitude in order to use all our senses to
achieve a total artistic practise. According to the author, this ap-
proach increases our capacity to act and understand what we are
dealing with. Art as experience invades everyday life completely,
it achieves a continuous exchange and fusion. This statement is
very present in this research, and in particular in the development
of a creation without artificial components and filters between the
motif, the environment, the experience and plastics results. The
lowest artificiality between life and art, although in the plastic
point of view these creations can nearby to the concept of dream
and fantasy surreal. It is also the appropriate time to mention the
term coined by this author, that is Enhancing Life 8. Dewey says
that vital connection and intimacy between hand and eye in the
natural context makes us more alive. He also uses the concept of
taste 9, art and life should be tasted and enjoyed. The Spanish
artist Juan Luis Moraza invented a similar term. In this case, sa-
boer 10, that is, artistic knowledge + taste (saber artistico + sabor
traslated into Spanish).
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THE CHALLENGE OF LOOK AND READ

Why lllustration communicates meaning that text is not as equipped to deliver

Susan M. Hagan.1

Ahstract

Audiences have a limited capacity for holding linear text in active
memory. When faced with radically new ideas, audiences may not
be able to follow an author’s intent. Text might invite us to imag-
ine scene or character, but only to the point that we the readers
are willing to imagine. The writer Upton Sinclair found out what
happens when a textual invitation to see with the mind’s eye, is
refused or reinvented. When Sinclair wrote The Jungle (1906), he
invited his readers to imagine immigrant workers and the condi-
tions they endured in meat packing plants. In that novel, he hoped
to convince his audience to act on the behalf of workers who, once
imagined, could not be forgotten. The audience refused that invi-
tation and instead imagined the meat on their own tables, which
led to the Pure Food and Drug and Meat Inspection Act (1906).
Sinclair later said, “T aimed at the public’s heart and by accident
hit its stomach.”

An audience’s self-interest might encourage them to dismiss
or reenvision what the author finds important. That is true of
metaphor as well as argument. A verbal metaphor, because it
can be imagined differently by each reader, might not be strong
enough to overcome established assumptions. However, actually
seeing that metaphor creates a more concrete experience.
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Why lllustration Matters

Detailed analytic information is not at the top of our mental wish
lists when we are confronted by new knowledge that challenges
what we think we know, as both Petrie (1979) and Sticht (1979)
have pointed out. These learning situations call for experience to
help alter existing understanding (Petrie & Oshlag, 1993).

Textual metaphor can be problematic because the audience is
being asked to create an experience that accurately reflects what
the author thinks, but that audience still wants to hold on to the
imagery of existing understanding. That is not to say that illustra-
tions alone can carry the day. I argue that concrete visual concepts
in collaboration with concrete verbal concepts could help an
audience reconsider ideas that they already thought they knew in
away that will not let them easily slip back into the old
points of view.

Here I present a case study not only designed to revisit old
understanding, but
more importantly to help build a direction for visual/verbal col-
laboration that would be useful in situations of this type. It has a
rhetorical basis as these metaphors create arguments, and begins
with a rhetorical commonplace (Aristotle, 1991; Consigny, 1974).
That commonplace inspires small metaphorical stories which
open exploration for the arrangement of the visual and verbal ele-
ments, leading to a three-part learning process (Petrie & Oshlag,
1993) that affects the development of the metaphor across pages. I
worked within an arena of reflective practice to try out these ideas.

The Exigence: They Think It’s “X,” but We Know
It’s “Y”

This project began when a colleague, David Kaufer, told me that
he had a new hypothesis concerning textual voice. He claimed
that textual voice emerges from underlying principles that could
and should be taught. By making that claim, he put himself

at odds with the conventional assumptions of the field. Most
theorists seem to agree that we should not turn voice into a set
of underlying principles. A long-standing tradition in American
composition asks us to focus our attention on voice as the study
of individuality and freedom (Harris, 1997). It would seem to be
impossible to find underlying shared principles that build a textual
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quality which is prized for its supposed lack of common ground,
but that is the perspective he put forward. He believes we have not
yet identified those principles because voice is defined by a meta-
phor with widely varying and uncertain boundaries. Those flexible
boundaries leave us looking at voice from an array of perspectives
including: voice is the unique sounds of a particular author; voice
is a quality of language play that brings to mind “what is oft said,
but ne’er quite so well;” voice is the echo of speech; and voice
is the product of genius. Interestingly, those flexible definitions
emerge from a text-only metaphor, which, as I discussed in the
last chapter, might encourage these unpredictable outcomes.

Individuality and freedom are not the only general defini-
tions for this metaphor. On the other side of the spectrum, voice
becomes a set of norms within a discourse community (Harris,
1997). He looked at both sides of the spectrum in order to consider
an important debate between Peter Elbow and David Bartholo-
mae (Harris, 1997), two theorists who have been working on the
best way to define and teach this textual quality. For Elbow, voiced
writing emerges from everyday language concerning matters
which are first and foremost close to the writer’s own heart and
unconcerned with prescribed conventions. From this perspective,
voice never fits comfortably within the conventions of tradition.

Bartholomae, on the other hand, rejects the idea of an inner
voice free of history, language, and culture. He believes our pri-
mary concern should be teaching the conventions of a field before
we begin thinking about how to resist those conventions. For Bar-
tholomae, voice provides a bridge for students to join traditional
communities, not be isolated from them.
Joseph Harris (1997), who crystallizes the debate, has doubts
about a resolution:

The contrasting views of what ought to go on in a writing

classroom stem from deep and conflicting intuitions about

how language and the self are related. I don’t think there is a

way of disproving one or the other, any more than there is a

way of proving or disproving the existence of God. But I don’t

think they can be easily reconciled either, for much the same

reason. The differences go too far down. They involve founding

insights, beliefs, axioms, precisely what neither side wants or is

able to question. (p. 42)
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While Kaufer believes the Bartholomae/Elbow debate can be re-
solved, he does not believe that debate gets to the basic problem.
If we define voice as an individual concern, we still don’t know
what the author had to do to make his or her unique presence
credible. Similarly, if we consider voice in terms of our relation-
ship to cultural or professional identities, we will still be clueless
as to how the author made that common identity uniquely his or
hers. From either of those perspectives, the writer’s task remains
a mystery.

To resolve the debate between individual voice versus cultural
voice, and more importantly, to address the mystery of voice,
Kaufer posits that a credible and unique presence emerges only
when it is based on an overall design with elements we can
identify. Within this larger design, writers build a world that feels
voiced no matter how unusual or how common some of the details
might seem.

This case study attempts to present Kaufer’s design perspec-
tive using visual and textual information that, I argue, might
lessen an audience’s need to either reject the dissonant idea or
repaint Kaufer’s stance in a way that would better fit within the
more comfortable existing idea. As part of a larger framework,
problems of this type seem to begin with the exigence “they think
it’s ‘X, but we know it’s ‘Y.”” Here, “X” is the established idea. “Y”
is the new and dissonant idea. The author attempts to convince
the audience that “Y” is preferable to “X.” In order to accomplish
this goal, the author must convince the audience to stop cognitive
action in order to consider and adopt the dissonant idea (Mills &
Harmon-Jones, 1999). The rest of this cross-modal framework will
be geared toward that goal.

The Commonplace: Redefinition

While Kaufer has pointed out that the existing metaphor for voice
is problematic, I wish to point out that it is not the use of a meta-
phorical concept that creates the problem, it is the use of a verbal
metaphor that is far too slippery. A verbal metaphor is scenic
writing, and scenic writing must be imagined. Imagination does
not become problematic until a particular scene is crucial to un-
derstanding. When that scene is crucial, a verbal metaphor based
on slippery words and built by unpredictable collaborators has not
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optimized its ability to communicate a shared message. When an
unfamiliar scene is crucial to understanding, audience imagina-
tion in a verbal metaphor does not help develop a dissonant

idea. In fact, imagination gives an audience the wiggle room they
need to repaint the metaphor to suit their personal interests and
beliefs.

My job then was to identify methods of creating a visual/
verbal metaphor that better mirrored the author’s intent. The
words and the illustration would both be crucial to understanding.
Adapting Aristotle’s commonplaces was an effective way to think
about Kaufer’s project, and I argue is a useful method of invention
for other situations where words and illustrations interact.

For Kaufer, voice begins when students learn how to re-
envision the human presence we so easily communicate in life. In
order to communicate life onto the page, we must explicitly or im-
plicitly learn how to develop individual identities within cultural
identities. Discovering how to accomplish this task is difficult
because the virtual world of the text always has missing pieces.
We must discover which central pieces communicate living,
breathing organisms, even as many other pieces are left to the
imagination. Whether characters are from Earth or the planet
Tralfamidor (Vonnegut, 1969), readers must be able to see those
characters as predictable members of a group. For most writers,
the word predictable does not seem to occupy the same space as
the word voice. The juxtaposition of the two seemingly unrelated
elements is a dissonant idea for many of the individuals Kaufer
wishes to address.

Additional dissonance may also arise because Kaufer includes
“place” and “over-time action” as design elements necessary to
the creation of voice. These dissonant ideas also must be ad-
dressed because Kaufer seems to have confused scene and plot
with the concept of voice on the page. He argues that we fail to
understand voice in part because we fail to see all the elements
that contribute to its making. According to Kaufer, isolating
place and action from voice may be useful in certain situations,
but when writers need an environment that helps them consider
any complex writing problem, the parts cannot be considered
separately while voice covers the whole thing like icing on a cake.
From Kaufer’s perspective, elements not usually thought of as
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voiced actually help textual voice emerge with authority. The fact
that plot and scene have for so long been considered separate and
apart from voice, and that Kaufer now seeks to synthesize those
parts, again increases the dissonance and the need for concrete
learning.

Creative arenas are messy places, made messier, in this case,
by the dissonance between the known and the new. In developing
this study, I found that commonplaces gives this rhetorical prob-
lem a structure and focus that can help move from exigence to
invention, and on to arrangement. I began considering Aristotle’s
common topics, which include:

- definition (genus and species),

- division (whole and parts, subjects and adjuncts)

- comparison (similarity and difference, degree),

- relationship (cause and effect, antecedent and consequence,

contraries, contradictions)

- circumstances (possible and impossible, past fact and future

fact)

- testimony (authorities, witnesses, maxims or proverbs,

rumors, oaths,

documents, law, precedent, the supernatural),

- notation and conjugates (Aristotle, 1991).

The Aristotelian commonplace most relevant in this situation
was definition. But that commonplace was not quite on target.
This problem did not deal with the standard idea of definition, in
which all experts build on a common understanding. Instead, it
dealt with redefinition, in which one expert tries to change estab-
lished thinking. A re-definitional commonplace made this crea-
tive arena more useful for reasons that become more apparent
as subsequent parts of the framework develop. I found rhetorical
tools, such as the commonplace, can be adapted to fit the needs
of new concerns. They need not be formulaic in the way Kinross
(1986) warns against. The discipline of communication design
has at its disposal rhetorical tools that do not have to provide the
designer with an agenda that determines the creative outcome
(Bitzer, 1968). Instead, our use of commonplaces and other rhe-
torical tools can echo the approach Scott Consigny identifies in his
analysis of the commonplace. For Consigny (1974), the common-
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place does constrain the creative arena, but not in a determinant
sense because the commonplace also provides a source of creative
options. Consigny notes that unlimited options shut down crea-
tivity. The same thing happens when no options exist. Within a
re-definitional commonplace, solutions might be more effectively
and imaginatively considered. However, this is only the first step
in developing a creative arena that can move this type of problem
from invention to arrangement.

The Small Metaphorical Story: A Tale of Redefinition
Ironically, thinking about imagery benefits from Mark Turner’s
(1996) book, The Literary Mind. Turner states that the general
story of human thought lies in our ability to “construct small spa-
tial stories and project them parabolically (p. 15).

For example, the small story, “when the cat’s away, the mice will
play” can be projected onto an unfaithful lover even though he or
she is not actually furry or gray (p. 9).

The physical aspect inherent in these small stories can be es-
pecially helpful when trying to decide what should be said visually
and what should be said verbally. Turner notes, as do Lakoff and
Johnson, that we project our sensory and motor experience onto
ideas that have no obvious physical aspect. For example, both “an
idea seized me” (Turner, 1996, p. 37) or “argument is war” (Lakoff
& Johnson, 1980, p. 4) communicate an abstract idea by way of a
concrete analogy. A small story or metaphor, based in redefini-
tion, allows the designer to more easily consider will be communi-
cated visually and what will be communicated verbally concern-
ing the story of voice.

The story used to show that a predictable voice is necessary to
the creation of an individual voice, was: “textual voice has identi-
fiable sources that combine to produce unique sounds.” Sources
that produce sounds evoke imagery that describes the gestalt that
is fundamentally important to his framework. Details concerning
textual voice within that gestalt can be fleshed out verbally. These
visual and verbal elements collaborate in a codependent way
so that both are necessary for a full understanding of the concept.
The story of source and sound is, of course, not meant to be an
end product. Instead, that story is created in order to consider the
broad strokes of arrangement within this re-definitional common-
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place. Again, if a verbal metaphor was the end product, slippery
words would still depend on an unreliable audience.

A re-definitional commonplace works most effectively when
the small story provides elements that can be transformed into a
core scenic aspect (sources from which sounds emerge) as well as
descriptive (textual voice). In this case, the scenic and descriptive
elements allowed the concrete and the abstract - even the most
unique voices have sources that can be identified and for that
reason unique voices still feel common to human experience.

A Three-part Process: the Paradox
The cover begins, but can only begin to introduce the new concept
because it is a three part process, which Petrie lays out as the
introduction of a paradox, the presentation of the metaphor,
and activity and correction. The paradox (or anomaly, as Petrie
called it) shown on this cover introduces the first stage of learning
(Petrie, 1979; Petrie and Oshlag, 1993). The typical gestalt view of
voice, “voice is experimental language play,” is illustrated on the
left-hand side of the cover. That side has a different visual quality
than the right-hand side which echoes “being heard.” This black
and white separation is not a line of demarcation. Instead, it rep-
resents ying and yang. One thing flows into the other because the
words “writing a voice” emerge from a rubbing of metal letters we
see on the right side of the layout. The free scribbling that might
otherwise not have a connection to carefully placed form now is
seen to rely on that relationship. The principle of simplicity (Arn-
heim, 1974) encourages the idea that the letterforms, the hard
metal type to the right of the rubbing, have a counterpart behind
the rubbing that makes the rubbing visible. Simplicity in this case
emerges by way of groupings created through similar alignment
(they sit on the same baseline) and shape (they are the same type-
face). Those unifiers create a connection between the two
sides. This first step, presentation of the paradox, begins to com-
municate “unique predictability” by putting rubbing and hard
type together. That message still lies under the reader’s radar. The
paradox will be explored further on the title page.

Writing a Voice that can be Heard: uncovering the writer’s
design, does not imply re-definition. The words alone commu-
nicate little more than a hopeful outlook concerning the writer’s
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future abilities. If the spatial story, “the identifiable sources that
combine to produce unique sounds,” was explicitly stated rather
than shown on the cover, the audience’s could visualize it in many
different ways. For example, identifiable sources that produce
unique sounds could relate to individual authors who act as an in-
spiration for novice writers. Any writer who interpreted the title in
that way would have to not only accommodate the new metaphor
later in the text, but would also have to put aside the selfmade,
and established, interpretation. For that reason, text alone could
increase cognitive dissonance. Meaning collaboration helps
to prevent these misleading interpretations. It was specifically
important to overlap the sub-head text on the shadow of the visu-
alized metal type “that can be heard.” As Arnheim (1974) points
out, overlaps intensify content relationships.

No matter how effectively the visual/verbal collaboration
on the cover is designed, it will probably be most useful to the
audience in retrospect. Given genre expectations, the reader will
probably conclude the cover was developed simply to attract the
notice of the audience. All books covers hope to attract attention,
to stand out from the competition. This is a kind of “pop-out”
(Treisman, 1992). Pop-out, as described by Anne Treisman, refers
to the obvious boundaries we notice between objects before we
assign meaning. This cover is meant to benefit from pop-out even
as it tries to accomplish the larger goal of redefinition. However,
if pop-out must always be the cover’s first goal, what additional
value added does visual/verbal collaboration bring to the cover?

As stated earlier, a useful cover will act to discourage mislead-
ing interpretations of the redefined concepts. Additionally, the
cover might later act as an important transformational illustra-
tion (Levin et al., 1987) whenever the reader recalls the writer’s
purpose. Levin et al. (1987) points out those image cues improve
learning. I argue that Levin et al.’s insight, which deals with trans-
formational cues as reminders of names or terms of art, might be
more valuable when adapted to the idea of conceptual gestalts.

The cover also brings value-added in its use of comparison
and contrast. The voice that can be seen (heard) on the cover
stands in contrast to the voice that can’t quite be made out (heard)
on the title page. The cover and title page work together to provide
a better sense of the paradox - even if the audience is not yet com-
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pletely clear about its significance. When more descriptive text is
available, that paradox will become more evident. They will get
those details and have the visual/verbal metaphor in place to fit
them into the gestalt concept.

I wish to point out again that the visual element in this collabo-
rative environment is not a supplement to the text. While textual
enhancement seems to use visual cues redundantly (Levin et al.,
1987; Mayer, 2002; Petrie, 1979; Petrie & Oshlag, 1993; Plass et
al., 1998), visual/verbal meaning collaboration does not consider
either modality to be redundant.

Instead, the visual element constrains and redirects the mean-
ing of the text. A redundant element could not alter the textual
information. Similarly, the text constrains our interpretation of
the visual information (Barthes, 1977; Yarbus, 1967) in a way that
the word “STOP” on the stop sign does not. These nonredundant
elements set the stage for a metaphor better-suited to the three
part learning process Petrie advocates.

Further, it’s seems important to consider Arnheim’s (1974)
concern with relative simplicity. In championing relative simplic-
ity, Arnheim (1974) does not wish to do away with complexity. He
compares the relative simplicity that results in parsimony and or-
derliness to the scientist’s principle of parsimony, stating, “when
several hypotheses fit the facts, the simplest one should be a
cepted” (p. 59). A hypothesis can be rich in content, but it should
not be overly complicated. Relative simplicity was explicitly
considered in the combination of handset type with the simple
illustrative charcoal rubbings of that type. Metal type with serifs
that produced good clean edges in the rubbings was used to com-
municate the visual aspect of the metaphor. The metal type has
the special purpose of communicating the idea of source. The rub-
bing communicates the idea of sound. Again, that communicative
result is only possible because imagery collaborates with text. The
collaboration must be as specific as possible. For example, if the
audience saw only metal type with words that only said, “Writing
a Voice that can be Heard” that title could be interpreted as indi-
cating an historical account about the emergence of the author in
the age of print. But the subtitle and the rubbing, reinforces the
idea of the writer’s process rather than the historian’s interpreta-
tion. This example, one still in progress, might need even more
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revisions to make sure it accomplishes its goal. That goal is one
in which the text accurately describes and narrows the imagery’s
shades of meaning while the imagery scenically presents an idea
that can influence the meaning of the text.

Continuing the Paradox
In “Metaphor and Learning,” Petrie (1979) argues that frame-
works of understanding are altered by metaphors that reflect a
three-part learning process. The acquisition of the radically new
moves from the introduction of an anomaly to the presentation of
the metaphor, to activity and correction. Green (1979) agrees with
some of Petrie’s thinking but calls the anomaly a paradox, two
things that seem to be contradictory, but which are in reality both
true. For Petrie and Oshlag (1993), visual information could be
useful, but only “to supplement in a perceptual way the new con-
ceptualization suggested by the metaphor” (p. 593). I have argued
that illustration should be included as a central part of the meta-
phor’s construction because each of the collaborative modalities
offers a communicative strength not present in the other. When
communicating the radically new, we must increase the weight
of the new idea as much as possible. If we do not accomplish that
goal, cognitive dissonance will encourage the retention of the
established idea (Mills & Harmon-Jones, 1999).

The visual/verbal paradox began with the cover, but must be
completed on the next two-page spread.

On the next page, you can see that the paradox, begun on
the cover, is expanded. The cover illustrated a voice that could
be heard. The source could be taken for granted. This spread, on
the other hand, shows a voice that isn’t quite heard because the
source has been ignored. On the left side of this title spread, the
text states, “this is not quite a voice.” The word “voice” has almost
disappeared. If the audience hadn’t seen that word before, they
might not know it was voice at all. The new rubbing on this page,
coupled with the cover, introduces the paradox of unique predict-
ability by showing what happens when predictability is violated.
On the cover, an interesting looking rubbing can be
read. On the title page, it cannot. That rubbing now fails to bring
out the word voice so that it can be heard. I added the text, “not
quite a...” to direct the focus of the audience. Without the words,
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“this is not quite a ... ” the interpretation of that sketch is up
for grabs. The audience could easily think the designer had no
purpose in mind except to present a contrasting variation that
increased pop-out.

This title page does violate genre expectations in a way some
might find objectionable. After all, the paradox does not clear up
the mystery concerning this new perspective on voice. However,

this visual/verbal paradox of unique predictability and the prob-
lems that arise when predictability is violated, is a key element
in all the lessons concerning voice. If our audience cannot exper
ence this paradox as a visual gestalt, it might be more difficult to
overcome established thinking when viewing those more
detailed lessons.

Tightening Relationships

In order to encourage looking with reading as a collaborative
experience, the design incorporates cohesive as well as structural
ties (Hagan, 2007). On the title page, the demonstrative pronoun
“this” used in, “this is not quite a...” cohesively ties to the rubbing,
The phrase refers ahead to the visual information - the rubbing of
voice. In texts, cohesion holds what might otherwise be a set of
unrelated sentences together (Halliday & Hasan, 1976). When
illustration and text collaborate, cohesion holds their meaningful
aspects together. In this case, the demonstrative pronoun helps to
hold text and visual information together.
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This next two-page spread presents the metaphor, textual
voice is identifiable sources that combine to produce unique
sounds, by not only displaying identifiable sources (metal type)
that seem to be in the process of physically combining (while the
rubbings show what emerges from those sources), but also
by introducing descriptive text that brings analysis to the ge-
stalt presentation. While visual/verbal collaboration presents
the metaphor concretely in order to redirect meaning to fit the
author’s intention in a gestalt sense, detailed text works within the
collaboration to describe why this redirection matters. The im-
agery makes it more difficult to redraw the metaphor in a way that
the author’s would not have intended. The text is not background
content. Without the text, the visual aspect of the metaphor has
too many possible interpretations. In this case, the text captured
by the rubbing visually shows and verbally directs the eye to no-
tice that sources underlie, but do not stifle, the writer’s voice.

Holding the collaboration together, so that the audience is en-
couraged to look and read, is not a matter of simply placing these
elements in close proximity. Just as cohesive ties unite two types
of meaning. structural ties, adapted from Arnheim’s work (1974)
unite them perceptually. In this case, unifiers that hold source
and sound together come about by way of similar alignment and
shape. The baseline of the rubbing of the type on the left-hand
side aligns with the baseline of the metal type on the right-hand
side. The outline of the type rubbing matches the outline of the
metal type. The similarities encourage the idea of a relationship
between rubbing and type because we interpret structures and
patterns in the simplest way possible (Arnheim, 1974).

119
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However, just as text alone must contain cohesive relation-
ships so that a whole text is possible (Halliday & Hasan, 1976),
detailed text that helps to explain the visual/verbal metaphor
must tie to that big picture - or the collaborative message will
not be fully integrated. In this case, the authors’ encourage this
integration in two ways. A demonstrative pronoun again refers
out from the text to the imagery. The use of that cohesive device
can be found in the text, “the lines drawn on these pages.” The
audience is also explicitly invited to look out with the words, “[a]
s you look at.” Cohesion used in this way encourages the author’s
intention over principle of simplicity because simplicity would en-
courage the audience to stay in the line of the text. Additionally, a
visual cue - the graying of the text seen again to the left - provides
a visual mapping for the audience to get back to the original
point of departure, making it simpler to leave the text in the
first place.

Of course, creating cohesive and structural ties is useful not
only because it improves visual/verbal collaboration, but more
importantly because it might aid in the acquisition of radically
new knowledge. Petrie and Oshlag (1993) state this acquisition
needs to make use of experience to help the learner adjust his or
her understanding. That understanding starts out as a non-lin-
guistic gestalt. They stress text is the primary vehicle for that non-
linguist understanding. I posit that non-linguistic understanding
would benefit from a non-linguistic element that is
part of the experience of learning.

Activity and Correction
After presenting the paradox on the cover and title page spread,
and explaining the metaphor on the first page spread, activity and
correction continue with the table of contents. The authors have
presented the paradox and the metaphor in order to redirect the
meaning of voice. They have stated the reasons why that redi-
rection is important. They have stressed that their focus will be
on source rather than sound. The table of contents presents the
sources themselves.

In order for this particular example of meaning collaboration
to be shown as successful, subsequent user testing must find that
this work helps its intended audience consider the merit of the
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dissonant idea, without repainting the new metaphor in a way that
makes it fit better with established thinking. Finally, that audience
should give the dissonant idea more weight than the established
idea after the testing is complete. This example of meaning col-
laboration should be more persuasive than text alone.

Summary

Meaning collaboration is not visual literacy, because illustrations
offer meaning elements that text is not capable of producing. I
believe we must always account for the presence and influence
of the text, no matter how little text may be present. We cannot
write any text off as anecdotal. Similarly, we must always account
for the message contribution made by the illustration when it is in
the presence of the text. Because of their particular strengths and
weaknesses, imagery collaborating with words should be able to
produce a kind of clarity words alone or imagery alone could not
communicate
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THE AUTHOR AND THE
SELF-PORTRAIT IN ILLUSTRATION
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Abstract Keywords
Authorship as the identity in the illustration approximates in- ilustration,
creasingly to the independent artwork. The author uses to seek self-portrait, author,

a personal expression, through a general coherence, sometimes
featuring the repeating of some elements in its illustrations,
passing through the frontiers of Arts and Design, turning increas-
ingly to a conceptual illustration and getting a greater freedom of
expression. The role of each author and illustrator is defended,
and the self-portrait frequently represented, making it a thematic
statement.

From a sample of national and international contemporary il-
lustrators, aims to raise awareness of the characteristics of each of
the illustration and how to portray, identify and assert themselves
aesthetics, characteristics and identities in the field of visual
language and universal, what is illustrated.
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1 - Introduction

It is and has always been inherent in every human being’s will, the
need to know or (recognize), understanding its constant becom-
ing, analyze and take up reflection of his whole being.

The role of the artist or author as a way of revealing his own
identity through his work, from his hand, and his recognizable
technique, becomes a landmark in understanding and identifica-
tion in all Art History. As if he wanted to immortalize himself,
the work is ephemeral, but persists in times and history. This also
wants to preserve a moment and time, so as an addition to their
work, to be represented and to be remembered - To see and
to be seen.

The author and artist wants to, somehow connect to the
divine, leaving his mark, his representation, and his look at the
world, inserting themselves in their own work so the self-portrait
can become the work itself, the object itself, the presence and
existence beyond the human essence.

The decision to self-retract is an act that demarcates the time
and place of its execution. Make a self-portrait is confined in a
catchment area of support at the time.

The issue arises when the authors self-portrayed as continual-
ly noted, so he may identify himself and immortalize a moment in
his life. The author and artist, by representing himself portrayed
reveals itself as a multiple being, his own style, always available,
always changing, as a reflection of his own outside world.

He creates masks, showing himself as reflecting one who
wants to pass up the exterior, to reveal, to affirm and to denounce
what others cannot evaluate.

Here he becomes the analyzer, deeply seeing in a personal
confrontation and in a searching to understand and take knowl-
edge of himself. It is the creation and the creator, who knows he
has the control and the power when looking in the mirror and
retracts.

“The art is presented as a triple divinity face, where he succes-
sively reflect external reality, creating plastic and inner reality”
Huyghe.

The artist dips himself travel up and returns to his representa-
tion. The justification for the act of self-retract will not always be a
catharsis? But truth is, when the artist is portrayed, it is more than
in other works done indeed he himself becomes the work, the sub-
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ject of contemplation outside himself, as if in answering himself.
“(...) experience that only he [the artist] lived in secret, and
her own portrait carries between the thickness of the paint (...) the
picture becomes what the artist could not see in the mirror i.e., the
desired mirror is now the frame itself. “ Medeiros, 2000: 126.

2 - The self-portrait in History of Art

“Drawing A young with a noble look, beautiful and richly
dressed... He holds a compass in the right hand and a mirror in
the left. The drawing is provided with the property of giving us the
knowledge of everything visible, being able to reduce to its true
size and dimensions. He shows himself young and with a noble
face, as the nerve of everything delightful and achievable accor
ing to the beauty. (...)

He shows himself dressed, because only a few could see him
naked, so as only a few ones entirely know his rules and
reasons. (...)

With the compass, it shows how the drawing consists mainly in
calculating the dimensions, which are only perfect when they
maintain the right proportion to each other(...).

The mirror means that the picture belongs to the inner mood
that we call fantasy, which becomes the place where all the images
establish themselves; as in the imagination everything’s shapes
keep themselves, which, according to perception, are described as
beautiful or lacking of beauty.”1.

The doing of self-portrait is definitely a remarkable fact in the
history of finearts. Such way of expression reveals itself as a self-
reflex, quite often as an autobiographical register, in which the art-
ist finds himself and gives a way to a wide range of interpretation
to an external viewer. There are some examples of this fact, such
as Van Gogh, Courbet, Warhol and Velasquéz (Attachments, page
18, no images 1, 2, 3, 4, 31, 35, 43, respectively). These images don’t
follow any kind of style or chronological order. The intention was
to show the entire history of art, especially the painting (exclud-
ing Yves Tanguy, Helena Almeida and Jorge Molder, who did self
portraits through photography), self-portraits of the great Masters,
which in some way, intended to be positioned in their own work.

It is widely known that since the fifteenth century, through
numerous portrait orders, by the great bourgeois and also with the
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discovery of heliocentrism, the artist wants to set himself as the
center, within their own works, assuming and revealing his own
identity.

Perhaps the concept of identity (creative individuality) has
been valued and honored since the Renaissance. The artist is no
longer a mere artisan or orders maker, to assume himself with
a signature, modus operandi and technique in his work in arts,
marking the authorship and creating his own identity.

In many cases the author is up to paint, other times it is rep-
resented within the work as if it were part, and other times it is
as if he were the represented and the observer. In most cases it is
represented by its own technical, language and identity, as if
it were part of the work. What creates and the creation.

All are views for analyzing the role of the artist as its own rep-
resentation.

A self-portrait within a portrait within a work that sees itself.

The author and the self-portrait in llustration
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3 - The self-portrait in lllustration

The author states they have “two ways to overcome the figuration
(...) while theillustrative and narrative) or towards the abstract or
towards the Figure,” Deleuze.

The self-portrait in the illustration has been expressly held in
multiple techniques and approaches.

For this, the question arises on what exactly illustrate. The
self-portrait in the illustration goes far beyond the simple repre-
sentation in drawing, painting or sculpture. The illustration goes
beyond the borders of the characterization, identification and
representation of the author as self-portrayed.

Apart from how the illustration imminent features support
bidimensional are the features and elements of the author, who
become more evident than in most prior art mentioned.

Never the palette, the characterization of the trace identifier,
the plot, the registration and language, has been as individual as
in the illustration.

With social networks and implicit willingness to share a social,
intellectual, artistic or simply alternative, way of living, made
everyone one, somehow to create a selfportrait, an Avatar, and it
shows in news mediums as photography, draw or illustration.

A contemporary illustration and its illustrators tend to natu-
rally follow every trend and take up for their representations.
Never self-portrait was so clear, so present, so multiplied in our
surveys over the Internet.

This search is a random selection of self-portraits in illus-
tration (see pictures attached, pages 5-8), from a certain point
became alternating and varied, for better shows
gender and essential features that return in the work each of the
illustrators and somehow, had their peak when they performed
their self-portraits.

Therefore and apparently, the illustrator meets all the tech-
niques and used it on illustration, combining his characteristics
copyright to finish a self-representation that goes beyond a repr
sentation of themselves and that covers a wide representation of a
way of being be knowing and doing.

The picture stops wanting to resemble reality and is just next
to the main features and deviates increasingly from conventional
features of caricature. Besides being ever present in contemporary
illustration, the exaggeration, the emphasis, the visual metaphors,
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analogies and personifications (many or most of the time shares
represented jointly between the author and an animal), any rep-
resentation escapes caricature. The illustrator wants to highlight
and amplify the characteristics of his own, are features, details on
his face, or notes of personality, often combining a criticism or hu-
mor, but never using self-caricaturing himself. The illustration has
the role of visual communication, a set of symbols and interpreta-
tions that converge and return the illustrator, a parallel between
what he wants to communicate and that is as an individual and be
looking for answers to their existence.

The author and the self-portrait in llustration
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4 - Self-Portrait from the author
constancaaa.tumblr.com

The following examples are a small sample of self-portraits that
I have been developing and exploring. In an attempt to really
understand what is portrayed as a portrait of me, I try to identify
myself with the final illustration. To do so, how should I

identify myself with a self-portrait without a face?!

The personifications are used not be as a totem, but as an ap-
proximation to my powers, weaknesses and tendencies, using and
exploring my language and improving my
technique in illustration and as an artist.

5. Conclusion

On a personal discontent or a constant search for knowledge and
selfknowledge, human beings seek to recover in a mirror, a projec-
tion or in a reflection to look up to who can identify themselves.

The author and the self-portrait in llustration
Constanga Aratjo Amador

This identification often liable to rub lies and illusion branching
out and through various forms of expression.

Today, the active role of the individual in society, is seen as being
unique, they should express themselves individually and stated
many times or by different approaches

to outside influences.

We saw that these forms of expression as an individual were
constant in History and Art History, was by drawing or by paint-
ing, but here the question arises why the representation in a
thematic illustration of how the self-portrait? Which leads to the
artist and illustrator wanting to meet as an illustration of himself,
beyond a simple representation?

A practical illustration as well as illustrative work or series of
works where copyright as a tool of the artist to practice reflection,
criticism, analysis and response to immense emotional states,
physical and intellectual.

And after all what is the illustration? Will is closely related
with respect only illustrative of an idea, concept, text, or some-
thing abstract?

The need of every person these days has to proclaim and prove
to the media and social networks, or with the growth and facility
of access to photography, the expression of oneself through filters
and naive techniques, the image capture generates is also the
need to show, to reveal, to declare that his own mirror is revealed
to the world, the face, the expression, by way of being. And when
the photographic representation is made the leap to represent a
drawing or illustration many other issues and needs arise.

For it is not confined to a faithful representation of a face,
but in what ever comes to personality and emotional state of the
person concerned. Illustration and illustrator assume this respon-
sibility, beyond it, when exaggerates, when the representation
becomes a dimension that goes beyond the fact that grazes the
dream and illusion and utopia and thus creates a series of visual
metaphors, conditioned by freedom of each individual, technical,
artistic and expressive.

The illustration and how it is presented in a self-portrait sug-
gests an approach more real than mere representation, beyond
any boundary of mere reality.

The conclusions and deductions are several. As an artist and
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illustrator, I tried through my illustrations shown here of my self-
portrait, of me analyze, what I can carry to the representation and
if that same representation is true to my goals, I want to show and
show me. It also analyzes a Nosce te ipsum, which will monitor
and evolve. And that will always follow the reflection in the result.
Because “who draws, draws himself.”2
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Abstract

This paper aims to study the book for children, its narrative
potential asa physical object and the role of Illustration as a
material part of this object. The narratives of the book are born
from all its elements: its shape, materials, colors,text and illustra-
tion. Together they aim to stimulate the sensorial perception and
creativity of children, allowing other ways of reading, playing with
it and building new stories. The examples presented in this study
are works of authors that questioned the physical book and its
narrative possibilities. Their work can be a starting point for new
ways of thinking the book object and question other objects that
may communicate as a book. In this process, Illustration, as a key-
element of the children’s book, can be projected not only visually
but also to be experienced with the other senses, enriched by this
experience and not limited by it.
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1 - The hook object

What is a book? A volume, an object with a specific structure, a
content? What are the characteristics that distinguish it from other
objects? What are its possibilities, as a narrative, communicative,
educational and playful object?

The various experiences of the artist and designer Bruno Mu-
nari influenced today how the book is seen as an object, going to
the basis of its structure and giving equalability to communicate
to all its elements. It is not only the text and image the ones who
can pass a message, communicate something to the senses and
imagination. Also the paper and other material and techniques
possible to include in a book, printing ink, different bindings, for-
mats, sizes, all the variety of elements in a book can enhance the
perceptual and narrative experience of it. In his Unreadable Book
(fig.1), text and image are excluded, giving way to the physical
elements of the book to communicate with the reader through the
different senses.

As he writes about them, “ The goal of this experience is to see
ifit’s possible to use the materials that make up a book (excluding
the text) as a visual language. The problem is this: can you com-
municate visually and tactitely only by means of editorial produc-
tion of a book? Or can the book as object communicate something
independently of the printed words? What? ” (Munari, 1981, p.221)

With his ‘Unreadable books’, Bruno Munari dismounted the
pieces that make up the structure of a book, going to the mate-
riaity of each of its elements and exploring their visual, tactile,
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narrative and creative possibilities. The scarce experimentation
of different materials and physical possibilities of the paper led
him to create a book where the paper was the main communica-
tive element. Seen not as a support for a text or an image but as
independent and creative elements, the sheets are divided into
different formats, sizes, proportions, textures, transparencies and
colors.

The free combination, resulting from the action of whoever
handles the book creates different rhythms, tactile, visual, and
sound sensations and makes the book itself become a content, a

permits creativity and different narratives.

Bruno Munari explores its cognitive and creative potential as
an object in another experience: The Pre-books. (fig.2) By design-
ing for children in their early development, Munari developed
the concept of ‘Pre-Book’. Oriented to the sensor motor period,
the author elaborates a set of twelve small books for children who
have not yet begun to read and write, with the aim of encouraging
a taste for the book and to stimulate sensory receptors.

These books are in first place objects to be handled, played,
and explored freely. They consist of different materials: fabric,
wood, paper, leather, etc. With different colors and combinations,
different textures, smells and sounds.

According to Munari in his book Fantasia, “The extension of
knowledge and retention of data should be made in childhood

F2. Bruno Munari, Pre-
books. Produced by
set of sensorial messages. These make of the book an object that Danese, Milan. 1980
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through play1”, in our view, by manipulating. To promote creativ-
ity in creation is nothing is more than, according to the author,
“(...) allow [the child] to establish as much relationships as pos-
sible, making her able to solve her problems, whenever they come
up 2.” By this mean, to assimilate the mutation of things through
playing allows children to have a more plural and flexible thinking.
Instead of a repetitive behavior, the child will be a creative
individual. It is during their early years that children develop in-
tensively new neuronal connections. Stimulation at these ages will
determine the ability of adaptation and innovation in adulthood.
It is through play, imagination, fantasy, that children learn to
deal with the environment and with themselves. It allows them
to have an experience in perspective and test its possibilities, the
so-called make-believe.
The book should accompany their experiments early on, al-
lowing first the sensory exploration and their abilities, for later to
support the construction of narratives.

2 - Narrative possihilities of the object book

Today there are several approaches that seek to respond to the
problems of the limits of the book. They question its form and
materials, and how they can adapt to the contents they want to
convey. The physical possibilities and re-adaptation of the book
don’t cease to grow and to evolve. In this context emerge creative
works of authors who associate the content of the book with the
materials that complement is physically.

Abook about nocturnal animals is printed with glow-in-the-
dark ink and its content revealed only at night3, an egg painted
with thermochromic ink shows the baby bird only when touchedg,
a book in the shape of a carrousel is associated with the idea of a
daily travels, or a recipe’s book can be baked for the right timing
until the heat reveals its content6. These are very few examples
of the existing books where shape, material and content form
an indivisible whole and where manipulation and interaction is
needed in order to read its content. It is no longer the eyes that
read a book, but also the smell, the touch, and even the whole
body. In these books, surprise is the key-element, which leads the
reader to be a spectator of novelty through active manipulation of
the object. The reader appropriates the experience.

The object book designed for children
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Together with the materiality of the book are questions about
the material possibilities of one of its elements: Illustration.

More than basis to communicate a message, an idea, a story, etc.,
text and image are gaining increasing importance as sensory
elements. Particularly in children’s albums, illustration more and
more occupies the position of main element, from mere repre-
sentation of a text to a living, creative and intimate element in the
structure of a book. Sometimes without the presence of a text, the
images communicate directly with the materiality of the book ob-
ject. Yet, despite being a physical part of the book connected with
its shape, texture, size, etc. Illustration is still accepted primarily
as a visual element.

In this study we do not look back on the discussions about
the typologies of children’s books, nor the place for Illustration in
each one of them. Our goal is to think of Illustration as a physical
element of the book and its sensory possibilities.

Within this, we point out the work of the illustrator Kvéta
Pacovska. (fig.3) This author creates picture story books where the
text is just an additional resource which she handles, like the tex-
tures, embossing, folding, sounds, colors, shapes and still, “where
the reader himself'is called to participate in the illustration by
reflecting his image in the mirror surfaces”. (Godinho M ;

Filipe E., 2001)

Ilustration can be a field of action that expands The next
example is a work by the designer Enzo Mari. Mari created ilus-
trations for several books without text and designed objects for
children. One is called ‘The fable game’. It comprises six tablets
whose elements are “forty-five animals, the sun, the moon, arifle,

1M

F3. Kvéta Pacovskad,
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Otto Maier, Ravens-

burg Buchverlag, 1994
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a cage, a chestnut husk, eight trees, a log, nine canes, five stones,
an apple, a mound of earth, a nest, and two eggs. Each tabletis a
unity of a central, and two side scenes.”

The next example is a work by the designer Enzo Mari. Mari
created illustrations for several books without text and designed
objects for children. One is called ‘The fable game’. It comprises
six tablets whose elements are “forty-five animals, the sun, the
moon, arifle, a cage, a chestnut husk, eight trees, a log, nine
canes, five stones, an apple, a mound of earth, a nest, and two
eggs. Each tablet is a unity of a central, and two side scenes.”

These tablets are slotted, being possible to fit them in different
positions.

The Fable game, not being a book, can be a starting point for
anew format of book object, book toy, by pointing to a new form
of three-dimensionality of the book. Different from the sensory
experience of pre-books by Bruno Munari, here is not the
material that encourages creativity but its construction, the
changes in its structure.

The composition results always from the intention and inter-
action with the reader. To read the object it is required to move
around, to discover the content from different perspectives. As
in pre-books, also in this game there is no beginning or end, any
point can be the starting one and any image can be final. Or the
beginning of a new story.

There are no limits to the narrative possibilities.

This is also enhanced by the illustrations, with characters
and objects graphically very simple. This allows that the stories,
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though connected to fables, grow freely in the reader’s imagina-
tion. The suggestive images allow the child to create her own
scenarios and stories.
In contrast with Mari’s ‘sculpture book’ the designer Katsumi
Komagata is the author of books that turn into three-dimensional
games. In a partnership between his publisher - One Stroke - and
the french publishers - Les Trois Ourses and Les doigts qui révent
- created two books, Feuilles and Plis et Plans (the last together F5. Katsumi Komagata,
with Sophie Curtil), two tactile books designed for children with Plis et Plans, 2002
visual impairment.

“Plis et Plans - folds and planes is a tactile book where the image is
both form and narration. (...) Pages without text follow, each pre-
senting a geometric form - a circle, a square, a triangle - obtained
with cuts and folds. Moving the surfaces and lifting the folds, the
forms change; the movement is reversible bringing us back to the
starting point. Komagata overturns the traditional form of the
book, allowing the reader to experience the space of the pageina

new way7z.”
In these books Katsumi Komagata takes further forward the 7 Extract about the
concept of tactile book through the form and through illustration. Exhibition “Dedi-

All elements of the book are thought to be pleasant when handled  cated to Munari. 1,2,3..
and by its simplicity also visually appealing. Designed for younger ~ Komagata”. Organized

children and stimulants for children with and without visual by the

impairment. The illustration is no longer a visual element of the Scafalle del laboratorio
book to be an integral part of the object book, created with the aim  d’arte. Palazzo delle
of permitting a richer experience, both visual and tactile. Esposizioni, Roma,

One of the publishing houses that participated in these pro- 2008
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jects, ‘Les doigts qui révent’, is an example of a publisher looking
for a closer relationship between illustrators, writers and tactile
books for children. Among others, its objectives are a further
research and awareness among professionals and the public to the
publishing of tactile books and make them accessible and of equal
quality for children with and without visual impairment.
In a first impression, images designed tactitely can be seen as
alimitation for an illustrator. It’s needed to understand a new
way of perception, a new set of codes, a new graphic language,
completely different from the illustration designed for not visu-
ally impaired readers. The books of Komagata and the examples
form ‘Les doigts qui révent’ show that, instead of a limitation, the
awareness of visual and tactile possibilities can be a stimulus and
a catalyst for new ways for illustration and book design.

The previous examples presented in this study point to objects

within the conventional format of a book or with a similar reading.

But, as for the storytelling possibilities, can other objects have the
same potential as a book?

When watching the objects created by the illustrator André
da Loba, interactive storytelling jumps from books to objects. A
performance with toys and puppets becomes an open narrative.
An illustration shows a character. A character that can turn into a
game, which is telling us a story, while being unfolded, opened or
turned. These objects are composed by several illustrations that
surprise and tell new stories. Though not being a book, this expe-
rience is closely connected to the interaction with a book, with its
creative possibilities to the reader, the spectator.

Being the book other than a game, a toy, a puppet, a scenario,
can it contain these and other objects in its form, behaving differ-
ently but nevertheless being a book?

3 - Conclusion
This paper started with the question “What is a book?” The re-
search that followed didn’t look for a specific definition of what is
the book, but for a better understanding of its nature, as an object,
as a specific support for a content and also as an interactive,
playful object, which promotes imagination and creativity.

The presented works of Bruno Munari, Kvéta Pacovska, Enzo
Mari, Katsumi Komagata and André da Loba raise new questions
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about the anatomy of the book, in particular the children’s book.
What are the communicative possibilities of its materials? How
to go beyond its limitations? Within the conventional format of
the book, how to make possible for the reader to create freely its
own narratives? Bruno Munari’s experiments cross some of the
boundaries that once defined the book, thinking about each of its
elements independently and considering them as equal resources
in book design.

Besides Munari’s experiments the other examples vary in their
definition. For example, Enzo Mari’s ‘The fable game’ is, as the
title indicates, a game. Its structure is that of a three-dimensional
puzzle, or a sculpture. It’s not a book, though the images in its tab-
lets can be ‘read’ as in a book. The difference lies in its structure
and in the possibility of physically constructing and deconstruct-
ing narratives. And in the action when reading it: unlike a book,
which is moved by our actions, here is as well our body that goes
around the object to see and experience it completely.

Reading through handling is also essential when interacting
with the book objects of Katsumi Komagata and Kvéta Pacovska.
The pages in their books contain images but also cuts, textures,
folds, sounds, different sensory experiences. The image exists as
well as form and it’s the eyes together with the hands and the body
that read it. In some of Komagata’s books this experience goes
further by being possible for children with visual impairment to
experience his books, nonetheless being visually appealing. Is the
reaction of Illustration to a visual and simultaneously tactile ex-
perience a limitation or a creative opportunity? Komagata’s work
points to the latter, and for a possible development of Illustration
towards a wider understanding of what are the narrative possibili-
ties of image and book. It’s needed more research about what are
the possible physical resources of a book and look for solutions
that are interesting and accessible to a greater number of readers.
Storytelling through play and interaction is possible with a book, a
game, a toy, a puppet, or any object that by being handled stimu-
lates imagination and the creation of stories. Although distinct
from the book we believe that the awareness of the narrative pos-
sibilities of these objects can be an important contribution for new
ways of thinking and designing children’s books.
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informed and competent individuals able to understand and
interpret a more complex reality. In this communication, we will
explore how can illustration constitute itself as a fundamental
tool for the development of visual literacy. We propose to discuss
the links between visual literacy and the (new) role of illustration,
from a case study: analysis of some titles published by Planeta
Tangerina (PT). How will try underline, the editorial line of PT is
a good example to reflect on how the illustration can develop new
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1 - Introduction

In a period marked by technical reproducibility and the conse-
quent proliferation of diferent forms visual expression, the devel-
opment of visual literacy is now a key strategy for understanding
and interpretation an increasingly complex reality. In this paper,
we decided to explore how illustration can act as a tool for the
development of these skills, analysing the illustrations found in
Planeta Tangerina’s titles. This approach aims to be a first look

at this issue, allowing the identification of a set of clues that may
develop in future reflections.

First of all, we must define what we’ll designate by illustration.
This term derives from the Latin illustratione and means the ac-
tion of clarify. Maria Isabel Faria and Maria Graga Pericao define,
in theirs “Diciondrio do Livro - Da escrita ao livro” electrdnico,
illustration as a medium to “illuminate, give light to a text or
a set of texts” [1]. In a clear reference to medieval illuminated
manuscripts these authors understand illustration not as a mere
transcription of a text, reproducing it faithfully, but as an
interpretation.

In this paper, we are not concerned to confront different un-
derstandings of the concept of illustration in an attempt to deepen
its definition (including distinguishing illustration of other forms
of visual representation). We will opt to follow Faria and Pericdo’s
definition considering illustration as all visual representations of
texts that can ou can’t go beyond the exact reproduction provided
that they evidenciate and/or increase its meaning.

2 - What is visual literacy?
The origin of the term visual literacy is often attributed to James
Elkins (Gil, 2011) perhaps because it has been one of the most ac-
tive voices in affirming the importance of developing visual liter-
acy. On his “Visual Studies - A Skeptical Introduction” published
in 2003, Elkins warned of the need for the inclusion of so-called
Visual Studies in the academic curricula of American universities.
However, as noted by José Manuel Damasio, in 1969 John
Debes have already used the term visual literacy to define the set
of skills that are fundamental to the understanding of reality and
the development of communication, that we can develop through
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the association’s vision to others senses and experiences. In this
sense, Debes says:

“Visual Literacy refers to a group of vision-compe-
tencies a human being can develop by seeing and at
the same time having and integrating other sensory
experiences. The development of these competencies
is fundamental to normal human learning. When
developed, they enable a visually literate person to
discriminate and interpret the visible actions, objects,
symbols, natural or man-made, that he encounters
in his environment. Through the creative use of these
competencies, he is able to communicate with others.
Through the appreciative use of these competencies, he
is able to comprehend and enjoy the masterworks of
visual communication” [2].

Thus, visual literacy refers not only to the biological capac-
ity to see (Gil, 2011), or the ability to recognize a visual expres-
sion (Elkins, 2003). Visual literacy can rather be described as the
ability to identify, interpret and communicate specific pictorial
content and its meaning (Elkins, 2003; Gil, 2011). In this sense,
it is understood that “visually literate individual is one who is able to
decode and interpret a visual composition, but also one that is able to
encode and compose images capable of having a commonly understood
meaning” [3].

According to this definition, we could say that visual literacy
is composed of three distinct levels. The first one, refers to the
ability to identify a visual expression; the second level, after this
identification, refers to the ability to interpret. In this process
are evoked visual experiences and knowledges deeply conditioned
by the social, cultural, and political history of each individual.
And finally, the third level relates to the ability to organize this
new learning in order to, first, increase our own knowledge about
certain reality, and second, to improve our ability to communi-
cate. It is at this level that becomes evident how visual literacy is
constituted as a strategy of social action, cultural and political, to
the extent that the development of these skills “implies an active
commitment to ask questions and seek answers to the multiple
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meanings of the visual experience” [4].

It is precisely in the second and third level which is evident why
visual literacy constitute itself as a key educational component
and should be included, as James Elkins (2003) defended, in
school curricula. The visual literacy involves the mastery of a set
of prior knowledge, understanding and enabling the transmission
of visual content. Therefore, these contents should be studied in
order to equip individuals with skills essential to the full exercise
of citizenship.

3 - The urgency of the development of visual
literacy
Currently we are faced with a proliferation of multiple forms of
representation and pictorial expression. Contrary to earlier his-
torical periods, where the culture was predominantly oral or tex-
tual (Elkins, 2003), the contemporary culture became eminently
visual. “We see mode images per month or per year (...) that people on
the past; and we can also process more images per minute” [5).
Paradoxically, this proliferation of pictorial expressions has
not contributed to the natural development of visual literacy, for
several reasons. First, and as noted Gil, “the desire simple experi-
ment [featuring the post-modern societies] emerges as antagonist
will understand addition to enjoy” [6]. Moreover, the complex
visual expressions have given place to increasingly more simple
representations. Today we are trained to read simple and immedi-
ate images than the complex and obscure images of the past (El-
kins, 2003). The infographics widely used in the media are good
examples. These kind of illustrations are designed to be “read” as
quickly as possible, immediately communicating its contents and
leaving little room for interpretation. In many cases, the info-
graphics are more effective as smaller the level of interpretation
is required. Finally, it should be noted that understanding and
interpreting some illustrations requires the knowledge of certain
codes. Their reading is not an innate process and therefore the
understanding and interpretation of many illustrations requires
some learning. As John Berger notes, “what we know or what we
think affects how we see things” [7]. Martine Joly also warns the
increasing risk of being deceived because often we are “influ-
enced, more unconscious than conscious, by the expertise of
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some individuals that can ‘manipulate’ submerging us in secretly
coded images exploiting our naivety” [8].

In this context, it is still worrying that the growing visuality of
contemporary societies contributes to extent the visual illiteracy.
Visual literacy, as we have seen, is a key skill for understanding
the reality, so it becomes clear the need to stimulate this
process now ongoing and continuous.

4 - The illustration as a tool for the development of
visual literacy

The design is a powerful tool for transmitting knowledge. For
Manfredo Massironi drawing is an “instrument so simple but at
the same time, so intrinsically elastic that allows the narration of
the most diverse modes of complexity” [9].

Many illustrations appear intimately associated with the text,
there is a clear correspondence between the verbal and visual lan-
guage (Massironi: 1982). In complementing the text and “clarify”
its meaning, the illustrations assumemum pedagogical character.
However, when the illustrations are not redundant to the narrative
and articulate with the text in the production of meanings, we are
witnessing a greater stimulation of creativity that contributes to
the development of visual literacy and hence the critical spirit.

In this perspective, illustrators play an important role and an enor-
mous responsibility, once through their illustrations they produce
new meanings and new insight into the text (and the world). To
reach this, the illustrators have countless possibilities as note
Sophie Van der Linden: “read a picture book is not just reading
text and pictures (...) is also enjoying the use of a format, framing
the relationship between end-leaf and cover with its contents, it is
also associate representations, opt for a reading order in the space
of the page, adjust the poetry of text with the poetry of image, en-
joy the silence of one over the other” [10]. This way of illustrating
requires time and attention to reading but, as stated Joly, “sharp-
ens the sense of observation and look, increase knowledge and
thereby allows achieving more (in the broad sense of the term) in
spontaneous reception of works” [11]. In this context, illustrator
and reader take an active role in the construction of meanings:
the first launches clues for observation and interpretation of the
illustrations and the second is encouraged to fill in the “blanks”,
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seizing not only the immediate meaning but also constructing
new meanings.

Thus, the illustration becomes critical not only for under-
standing the text, but also for the promotion and development of
visual and verbal comprehension. The illustration thus becomes a
valuable tool for teaching and learning can contribute to
the development of visual literacy. “The illustrations who make
pictures with secrets, link what children know, pently know, and
are learning about the world, to ways of presenting the world in
books...

Children who encounter such books learn many lessons that
are hidden forever from those who more directly from the reading
scheme to the worksheet. Compare the textual variety of chil-
dren’s picture books with that of reading schemes. You will see
how the interactions made possible by skilled artist and writes far
outweight can be learned form books made up by readers who of-
fer readers no experiment, no challenge, no real help...” [12].

9 - The case of the publisher “Planeta Tangerina”

In the last years, the Portuguese illustration has gained a new mo-
mentum. Jose Manuel Cortes emphasizes precisely that “the bril-
liance of our current illustration is based on the bet that several
Portuguese editorial projects has made in the national

artistic production” [13].

Publishers like Brua, Eterogémeas Kalandraka, Mini Orfeu,
Pato Logico, Planeta Tangerina and Tcharam have been contribut-
ing to this new breath of portuguese illustration. Since it is impos-
sible to analyze here all these editorial projects we decided in this
final section of the article, highlight the Planet Tangerina (PT), a
small
Portuguese publisher founded (officially) in 2004, by the hand of
Bernardo Carvalho, Isabel Minhos Martins, Joao Gomes Abreu
Magdalene and Matoso. This choice was mainly due to the fact
that this publisher focus on publishing picture books, presenting
themself as a publisher who bet on that call “album format - one
where text and images work together (...) linking up, adding up,
making adjustments and readjustments, demand the balance of
the whole” [14].

The analysis of PT is interesting because its books are a good

ILLUSTRATION AS A TOOL FOR THE DEVELOPMENT OF VISUAL LITERACY 153
Marta Borges

examples of building sophisticated visual texts. The illustrations
make visible abstract and complex concepts, encouraging the
reader to actively participate in the interpretation of the text

and the construction of knowledge. In this sense, as Sophie Van
der Linden, the PT authors also believe that to read a book is
“read not only words but also images, not just reading pages, but
sequences. Read covers, end-leafs, rhythms and changes of
pace, reading scenes, plans, details, different types of representa-
tion, constantly making connections between elements, enjoying
the movement, the noise, the pauses and silence of pages” [14].
An interesting case of analysis, the book is “Todos Fazemos
Tudo” (Madalena Matoso, 2011) as it presents “as a traditional
book type “meli-melo” providing greater interaction between the
reader and the book. In a playful way, PT seeks to promote
gender equality, using games created by visual illustrations of
basic shapes and colors “at the top of the page is revealed his iden-
tity - whether male, if female, whether younger or old; reveal the
bottom-up actions (...) readers should make different
combinations: turning pages you can swap characters and /or

activities and observe how, at least in this book, no prejudices or F.1 “Todos Fazemos
preconceived ideas” [14]. In this book, the woman who walks in Tudo” (Madalena
the park a baby, on the next page, dedicates to DIY. When Matoso, 2011)

turning the page, a mother plays football with her son and the
father helps his doughter or cooks a meal. Men and woman of
different ages share, throughout the book, the same taks demys-
tifying the preconceived ideas that certain task are designed to
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specific genres or ages.

Another feature which characterizes the graphical representa-
tions of any PT illustrators is the overlapping shapes with opaque
colors or transparencies. This technique makes the illustrations
are not recognized and interpreted immediately, pointing out the
need to be revisited. In this regard says in an interview, Madalena
Matoso: “We all like to turn something complex into something
simple, without vulgarizing or demote. An image or a phrase can
sometimes be “unfolded” opening many possibilities and thus en-
able several levels of reading. The same person, reading
a book more than once, can find details that had not noticed at
first sight.” For example, the publication “Duas Estradas” (Mar-
tins and Carvalho, 2009), features two stories - which can be read
in two ways: one, from left to right and the other in reverse - on
same route, through two different roads, marked with different
colors - the A1 motorway represented in blue, and the old national
road N216 (which actually does not exist) drawn in red - through-
out the book both roads intersect and overlap. The stories can be
read separately or simultaneously and require special attention in
the allocation of meanings suggested there more or less implied.
Here, “are dealt with themes such as the time and the relationship
between past and present, the evolution and development, family
dynamics and affections, the management of spaces and the
(dis) organization of cities, the routines, the relationship with
nature and the landscape natural and interpersonal
relationships” [15].

“A Grande Invasdo” (Martins and Carvalho, 2007) explores
“the presence of the car in contemporary societies, as well as how,
gradually, through this vehicle became central in our day-to-day,
gaining symbolic meanings, social and even cultural matters over
which reflect” [15]. This publication also presents two parallel
stories that can be read simultaneously or separately. Bernardo
Carvalho scored all double pages with a small yellow figure who,
in the company of his dog, looks for a yellow car. These characters
evoke, with a certain humor and irony, the theme of “main” nar-
rative. Equally demanding in terms of reading is the book “Andar
por ai” (Martins and Matoso, 2009), remarkable example for the
abstract character of the illustrations, which underlie the (re)read-
ing so that progressively be added meanings. Here, the illustra-
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tions complement the text revealing on one hand, the relationship
of complicity between grandfather and grandson and, on other
hand, the grandson’s imaginary result of their games and the time
they spend together. “The images recreated in the style of
illustrator, characters and actions, real and fantastic, crossing

the empirical universe with another imaginary” [15] inviting the
reader to complete the forms and fill the voids thereby stimulating
its own imaginatio. The reader is thus estimulad to assign mean-

F.2 Bernardo Carvalho
ilustration for “Um dia

na Praia” (2011)

ings that must be reframed according to the new information that
reveal with the turn of each page.

In the books Um dia na Praia or Praia Mar (Bernardo Car-
valho, 2008; Bernardo Carvalho, 2011) is clear the intention of
challenging the reader to fill in the blanks. This intention is men-
tioned by the editors in the respective “Proposta de Exploragdo
para Pais e Educadores” available online at the publisher’s website
that “Words are not visible on pages so this is an open book, more
subjective, allowing multiple interpretations and therefore it is
also a useful tool to stimulate the ability of oral interpretation,
imagination” [16].

Some of the titles of PT enter the domain of metaphor insofar
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as the graphics are displayed with meanings which were not origi-
nally anticipated. In the book “Pé de Pai” (Martins and Carvalho,
2006) there is a set of associations between words and graphics,
challenging the reader to decode the meanings of terms such as
“brake father” or “father safe”, metaphors to the confident pater-
nal figure, or “father arrow” metaphor to the strict paternal figure.
The combination of text and image is used as a theme to explore,
in subtle and very creative way, the relationship of complicity
between father and son, demystifying the experience of growing
up in single-parent families. In the illustrations, “the absence of
contour line points the existing color game, since it is the color
separation that distinguishes the shapes that represent the char-
acters. These are recreated in a minimalist way, valuing only the
anatomical elements most significant in terms of the manifesta-
tion of affection - the mouth, eyes, arms ...” [17].

In different ways, but always through the illustration, the text
and the book itself as
object, readers are encouraged to think critically about the con-
tent present in illustrated albums PT.

Moreover, by providing a “shared reading, held a family that
promotes dialogue, exchange of ideas, and lead, ultimately, to
the sharing of feelings (...) the book fulfills diverse purposes that
clearly go beyond the same literary and artistic domain, but
plays an important role in terms of the socialization of the child,
his training as a person and as a player” [17].

Its editorial line is therefore a pertinent example to reflect on
the role of illustration in developing new skills and encourage-
ment from readers (overcoats children and young people) to new
ways of thinking and acting.

6 - Conclusion

Traditionally, the illustration role tends to be undervalued be-
cause it is often considered only its recreational function ignoring
other functions, for example, to facilitate the understanding and
interpretra¢do accompanying text.

This view is partly a reflection of current policies perpetuate a
teaching model that tends to devaluate artistic expression. As we
saw, illustration “can also be an aid in the process of learning to
read, since, as mentioned, strengthens the ability of meaning and
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association” [18] as well as help develop new competence stimu-
lating new ways of thinking and acting.

In this paper we tried to show how the illustration can operate
either in identifying visual representations, both in interpretation
and construction of more complex representations. In the context
of contemporary society, marked by the proliferation of
various forms pictorial representation, the development of visual
literacy is a key element for the formation of more informed and
competent individuals. It is therefore important to strengthen the
role of illustration in the teaching-learning context where you can
come to assume a decisive role, establishing itself as a tool for
development of visual literacy as “that teaches us to do otherwise,
to provide a look not naive about the fascinating complexity of the
images that surround us” [19].
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GENERIG AND GERTIFIED FACIAL RIG
MECHANICAL APPROACHES FOR KEY
FRAME CHARACTER ANIMATION

Pedro Bastos.1,2
pthbastos@gmail.com

Abstract

A character facial rig is a set of mechanical and control structures
that allow an animator to pose and key frame a character’s face in
a timeline. The setup of the rig mechanics is a key task that digital
artists perform to assure subtle facialskin deformations resulting
from the manipulation of the rig controls. But setting the facial rig
mechanics is a laborious and time-consuming process because
artists need to prevent awkward facial deformations. This poses
an interesting question: is it possible to improve the setup of facial
rig mechanics for key frame character facial animation? A generic
and certified approach is presented in this paper.

159

Keywords
Character faces, facial
rigs, rig mechanics, key
frame animation.

1.FInstituto de Teleco-
municagdes, Rua do
Campo Alegre, 4169-
007, Porto, Portugal,

2. Faculdade de
Engenharia da
Universidade do
Porto, Rua Dr. Roberto
Frias, 4200-465, Porto,
Portugal



160

CONFIA . International Conference on llustration & Animation
Ofir. Portugal . November 2012 . ISBN: 978-383-37567-6-2

1 - Introduction

In films, the faces of animated characters have complex rig me-
chanics and controls that allow creating appealing facial expres-
sions. The mechanics deal with the behaviors that the character’s
face needs to perform whereas the controls allow animators to
trigger the underlying mechanics. Together, mechanics and con-
trols are the facial rig of a character.

Before an animator can manipulate a facial rig, the rig me-
chanics need to be setup by an expert digital artist, the rigger. This
job is hard because the face can “twist and pull into §000 expres-
sions” [1]. In the last 15-years [2] (since Toy Story [3]) there has
been a great disparity of facial rig approaches built by many artists
for key frame character animation.

This paper presents generic and certified facial rig mechanics
as design approaches that are optimized to improve the laborious
and time-consuming process of facial rigging. These approaches
are focused in the human face as a basis for other facial styles,
because all faces are expected to have human features in order
to be perceived by an audience as expressive characters [4]. The
approaches are also focused in key frame [5, 6] because: (i) it is
the animation approach that artists most use [7], (ii) it is the most
accessible and the most affordable as it does not require expen-
sive equipment, (iii) the results coming from other animation
approaches still need to be adjusted via key frame, (iv) and the
fact that key frame is at its peak of growth [7], thus more prone to
welcoming these approaches.

The implementation of the approaches is done in the open-
source 3D tool Blender because (i) it is a qualified and accessible
platform, and because of the (ii) opportunity to cause a signifi-
cant impact in their growing community of digital artists, due to
Blender users being highly predisposed to validation, as seen in
this preliminary result [8].

2 - Facial Rig Mechanics: Approaches Certification
The certification of optimized facial rig mechanical design ap-
proaches for key frame character animation involves a two stage
process: (i) realizing the behaviors of the human face and (ii)
constructing the corresponding adequate facial rig mechanical
approaches.
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The behaviors are collected using the muscular activity in the
Facial Action Coding System (FACS), categorized by Ekman and
Friesen [9] into Action Units (AUs), Action Descriptors (ADs) and
Gross Behavior Codes (GBCs). These are then realized as spatial
transformations via the flight dynamics orientation, where “rota-
tions are defined as roll, pitch, and yaw, mapped to X, Yand Zina
z-up coordinate system” [10]. This is the case in Blender: positive
or negative values of X, Y and Z correspond to, respectively, the
right or left, frontwards or backwards and upwards or downwards
motion directions.

The construction of the rig mechanical approaches lies in
determining which of the two main facial rigging techniques to
use per facial region: bones or blendshape target models (BTMs).
Bones are articulated hierarchical structures connected to each
other to work in a parent-child relationship. Bone-driven defor-
mations use skinning [11]: the smooth [12] or rigid [13] weighting
of the influence that each bone has in each vertex. Bones allow a
rotation-based motion of the facial skin [14] with hierarchically
averaged weight values, being more suitable for arcing deforma-
tions [15] in larger or denser facial regions. BTMs are differently
sculpted duplicates of a facial model that blend from one to the
other via a weight parameter. They allow a per-vertex tweak of
the facial geometry [14], being more suited for predefined linear
skin deformations [15] in lesser dense facial areas. Other rigging
techniques such as clusters, lattices and wires are not considered
in order to (i) prevent inconsistency, as these technicalities are (ii)
less often used by artists [2] and (iii) are not available in the main
3D tools. In contrast, bones and BTMs (i) are found in the main 3D
tools (e.g. called skelegons and endomorphs in Lightwave) and (ii)
are the most efficient as (iii) artists use them the most [2]. Fig. 1
shows bones and BTMs.
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F1. Left: bones distrib-
uted in a character’s
lips. Center and Right:
BTMs for the charac-

ter’s lips.
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Table 1. Identification
of the eyebrows behav-
iors from FACS [8].

Fig. 2. Left: eyebrows

muscular activity
(FACS examples [8]).
Right: eyebrows bone

mechanics.

Table 2. The rig
mechanics certifica-
tion approach for the

eyebrows regions.
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To define whether to use bones or BTMs and how many per
facial region, a set of construction and deformation conditions
is considered. Construction is relative to the work of the rigger
to build the rig structures and deformation is the resulting visual
quality. The conditions are (i) hierarchy relation, (ii) predefined
motion, (iii) motion dynamics and (iv) deformation area size. Hi-
erarchy relation is the mechanics interaction with each other via
the skinning values. Predefined motion is the chance for behavior
prediction and resulting mechanical degree of freedom and crea-
tivity. Motion dynamics is the evaluation of whether the motion
is linear or non-linear. Deformation area size is the behavior’s
deformation dimension: small, medium or large. The following
sections present the certification of the rig mechanics for the hu-
man eyebrows, eyelids, eyeballs, nose, cheeks, lips and jaw.

2.1 - Eyebrows

Table 1 and Fig. 2 respectively list and illustrate the deformation
areas of the eyebrows: inner, mid and outer (AUs 1, 4, 2), respec-
tively the upwards or downwards and /or inwards; the upwards or
downwards; and the upwards motion directions.

Generic and Certified Facial Rig Mechanical Approaches for Key Frame Character Animation
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In terms of hierarchy relation, bones allow averaged skinning
values among each part of each eyebrow. For predefined motion
and motion dynamics, despite the eyebrows motions are quite
predictable and linear, there are eight directions per eyebrow,
meaning that eight BTMs would be necessary instead of only
three bones, which would result in more work for the rigger. In
terms of deformation area size, the behaviors occupy sequential
medium sized areas, which are better encompassed and distrib-
uted by a low number of bones.

2.2 - Eyelids

Table 3 and Fig. 3 respectively list and illustrate the eyelids be-
haviors: roll and pitch (AUs 5, 7, 43, 45 and 46), respectively the
voluntary upwards or downwards (X rotation in side view) and the
involuntary left or right (Y rotation in front view) motion direc-
tions.

Table 2 and Fig. 2 respectively list and illustrate the eyebrows rig
mechanics. Six bones are used, three per each eyebrow region
(inner, mid, outer).

Table 4 and Fig. 3 respectively list and illustrate the eyelids rig
mechanics. Four bones are used, one per each eyelid (upper left,
lower left, upper right and lower right).
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Table 3. Identification
of the eyelids behaviors
from FACS [8].

Fig. 3. Left: eyelids
muscular activity
(FACS examples [8]).
Right: eyelids bone

mechanics.

Table 4. The rig
mechanics certifica-
tion approach for the

eyelids regions.
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Table 5. Identification
of the eyeballs behav-
iors from FACS [8].

Fig. 4. Left: eyeballs
muscular activity
(FACS examples [8]).
Right: eyeballs bone

mechanics.

Table 6. The rig
mechanics certifica-
tion approach for the

eyeballs.
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Bones provide a hierarchy relation that eases the skinning
values interaction between the eyelids, eyebrows and head. The
rotation-based motion of the eyelids around the eyeballs does not
have a predefined motion as the angle of rotation varies, suggest-
ing bones to be used. The eyelids motion dynamics is non-linear,
also indicating the use of bones, otherwise a large number of
BTMs would be required (at least three per eyelid instead of a sin-
gle bone), resulting in more work for the rigger. The deformation
area size is small but there is a high vertex-count in the eyelids
region, thus being better encompassed using bones.

2.3 - Eyehalls

Table 5 and Fig. 4 respectively list and illustrate the eyeballs
behaviors: roll (AUs 63 and 64) and yaw (AUs 61, 62, 65 and 66),
respectively the upwards or downwards (X rotation in side view)
and the left or right (Z rotation in top view) motion directions.

Table 6 and Fig. 4 respectively list and illustrate the eyeballs rig
mechanics. Two bones are used, one per each eyeball.

The eyeballs can be built as separate meshes from the facial
skin, thus not subjected to hierarchy relation. They do not have a
predefined motion as their rotation angle varies via their non-
linear motion dynamics, suggesting using bones instead of a large
number of BTMs. Their deformation area size is medium and
contained, thus better encompassed via bones.
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2.4 - Nose

Table 7 and Fig. 5 respectively list and illustrate the nose behav-
iors: sniff (GBC 40), snarl (AU 9) and compress or dilate (AUs 38,
39), respectively the upwards or downwards and/or left or right;
the upwards or downwards; and the inwards or outwards motion
directions.

Table 7. Identification
of the nose behaviors
from FACS [8].

Fig. 5. Left: nose
muscular activity
(FACS examples [8]).
Right: snarl BTMs for
the nose.
Table 8 and Fig. 5 respectively list and illustrate the nose rig
mechanics. Eight BTMs are used, four for the sniff, two for the
snarl (one per side), two for the compress and dilate.

Table 8. The rig
mechanics certification

approach for the nose.

The motions of the nose can be narrowed down to a number
of predefined motions responsible for specific wrinkles in areas
with medium deformation area sizes. BTMs are an ideal approach
because of the ability to independently sculpt the linear motion
dynamics of the nose, which are not dependent of hierarchy rela-
tions in other components of the rig.

2.5 - Cheeks

Table 9 and Fig. 6 respectively list and illustrate the cheeks behav-
iors: cheek raiser/lower (AU 6) and suck or blow/puff (ADs 33, 34
and 35), respectively the upwards or downwards and the inwards
or outwards motion directions.



166

Table 9. Identification
of the cheeks behaviors
from FACS [8].

Fig. 6. Left: cheeks
muscular activity
(FACS examples [8]).
Right: suck BTMs for
the cheeks.

Table 10. The rig
mechanics certifica-
tion approach for the

cheeks regions.

CONFIA . International Conference on llustration & Animation
Ofir. Portugal . November 2012 . ISBN: 978-383-37567-6-2

Table 10 and Fig. 6 respectively list and illustrate the cheeks
rig mechanics. Four BTMs are used for the CRL (two per cheek)
and another four BTMs for the SBP (again two per each cheek).

As with the nose, the cheeks behaviors can also be narrowed
down to a number of predefined motions responsible for defor-
mations with a linear motion dynamics in areas with medium de-
formation area sizes. Furthermore, the behaviors are not directly
dependent of hierarchy relations relative to other components of
the facial rig. As a result, the sculpting ability provided by BTMs
will allow the rigger to simulate properly the cheeks behaviors.

2.6 - Lips

Table 11 and Fig. 7 respectively list and illustrate the lips behav-
iors: overall shaping (AUs 11, 13, 8+25, ADs 32, 36, 37 and GBC
50), upper lip raiser (AU 10), lower lip depressor (AU 16+25),
narrow or widen (AUs 20 and 23), frown or smile (AUs 12, 14 and
15) and pucker, suck, presser or funneler (AUs 18, 22, 24 and 28),
respectively the upwards or downwards and /or left or right and/
or frontwards or backwards; the upwards; the downwards; the left
or right; the down and left or right and /or the upwards and left or
right; and the upwards or downwards and left or right and front-
wards or backwards motion directions.
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Table 12 and Fig. 7 respectively list and illustrate the lips rig
mechanics. A minimum number of eight bones is recommended
for the overall shaping and fourteen BTMs for the remaining
behaviors. To achieve more complex expressions such as visemes,
another eight bones can be added; although by default any extra
bones may be hidden and only accessible to the animator as an
extra option for further manipulation precision.

The lips are the most complex region to rig in a facial model
because a combination of bones and BTMs is required to cope
with their vast range of behaviors. In terms of hierarchy relation, a
distribution of eight bones along the upper and lower lips (as seen
in Figures 1 and 7) assures a proper interaction with other rig com-
ponents (e.g. with upper and lower jaw bones) via the averaging of
the skinning values. This also allows for an accurate overall shap-
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Table 11. Identification
of the lips behaviors
from FACS [8].

Fig. 7. Left: lips mus-
cular activity (FACS

examples [8]). Right:
lips bones and BTMs

deformation.

Table 12. The rig
mechanics certification

approach for the lips.
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Table 13. Identification
of the jaw behaviors
from FACS [8].

Fig. 8. Left: jaw mus-
cular activity (FACS
examples [8]). Right: a

jaw bones deformation.
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ing of the lips, to cope with the need to adjust deformation details
which do not have an exact predefined motion. A total of eight
extra bones, located in-between the base eight bones, can assure
a higher deformation precision. The motion dynamics in this

case is both linear and non-linear as the lips can be moved and
twisted in each individual region of the base eight bones, hence
the use of bones for translation and rotation. The lips medium
deformation area size suggests the use of bones for the purpose of
pose adjustment and the use of BTMs to achieve general prede-
fined poses. The other behaviors of the lips, listed in Table 11,

are more common expressions, sometimes extended to include
well defined poses such as the simulation of visemes. The former
can be considered predefined motions with no direct hierarchy
relation to other components in the facial rig. Despite occupying a
medium-sized deformation area, these can be pre-built using the
vertex-based sculpting benefit of BTMs. This is a more delicate
job for the rigger but one that produces an appealing final visual
result.

2.7 - Jaw

Table 13 and Fig. 8 respectively list and illustrate the jaw behav-
iors: roll (AUs 25, 26, 27), thrust (AD 29), yaw (AD 30) and flex (AD
31), respectively the upwards or downwards (X rotation in side
view); frontwards or backwards (Y translation in side view); left or
right (Z rotation in top view) and the inwards or outwards motion
directions (the last resulting from the jaw clenching and better
perceived in a front view).

Generic and Certified Facial Rig Mechanical Approaches for Key Frame Character Animation
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Table 14 and Fig. 8 respectively list and illustrate the jaw rig me-
chanics. Two bones are used for roll, thrust, yaw and two BTMs
(one per side) for the flex behavior.

Although not as complex as the lips, the jaw region also uses
arig based on bones and BTMs to cope with its deformations. In
terms of hierarchy relation, two bones for the roll, thrust and yaw
(upper and lower jaw) prevail as many BTMs would be required
instead. Bones also allow averaged skinning values between other
bones (e.g. neck, head and lips). In terms of predefined motion,
bones suit the jaw as their translation and rotation values cannot
be predefined. For the flex behavior, pre-built BTMs are more
indicated due to it being a predefined involuntary motion driven
by the jaw clenching. In terms of motion dynamics, bones for the
roll and yaw fit the non-linear nature of these motions. The thrust,
despite being a linear motion, can be dealt with, by sympathy, via
the lower jaw bone, as the skinning values are the same. The flex
is also a linear lateral bulge of the facial skin, thus adequate to the
linear-based motion of BTMs. In terms of the deformation area
size, bones for the roll, thrust and yaw behaviors encompass the
large occupational influence of these behaviors allowing a faster
skinning in this region. In opposite, the flex behavior occurs in a
smaller deformation area size, with a minor vertex-count, thus it
will not be tedious for the rigger to sculpt using the vertex-based
editing benefit of BTMs.

3 - Conclusions and Future Work

The facial rig mechanical approaches presented in this paper are
generic due to their focus in the human face as a basis for other
facial styles; and are certified because they are based in a set of
construction and deformation conditions. Although this paper fo-
cuses in the alienation of FACS-based behaviors to rig mechanical
approaches, as FACS is likely the most detailed reference in facial
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Table 14. Therig
mechanics certification
approach for the jaw

region.
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behavior, the final rig system resulting from this study is not solely
FACS-based, as FACS does not include tongue, for instance.

For future work there are short to long term goals to accomplish.
In the short term, the possibility to extend the combination of
bones and BTMs found in the lips and jaw to other facial regions.
In the midterm, the description of the remaining rig mechanical
components in the facial rig approaches, which includes a flexible
network of naming conventions, constraints, drivers, properties,
classes and operators. In the long term, upon completion of the
rig mechanics, follows the construction of optimized rig control
structures, or user interfaces (Uls), to be assessed and validated
by animators. The final goal is to reach a straightforward and op-
timized facial rig design approach for riggers, through which the
animators can more effectively control the subtleties of a facial
model.
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STEREOSCOPIC 3D ==

When watching is animating
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Abstract Keywords
The stereoscopic 3D is definitely dealing with problems involved Animation; Stereascopy;
by its technical process to the point of creating a paradox that still 30; Cardboardin; Fusing;
need to be explained. One of the most relevant undesired effects Layering; Virtual; Depth;
is the layered aspect of the picture which is destroying the image Space; Continuity.

as a whole. In fact, the cinema industry, by thinking only in terms

of spatial immersion of the spectator, wishing the image to get out

of its medium to surround and reach the viewers’ body, forgot not

only the image qualities as such but also that the image is already

a total visual experience. To resume, with S3D you are strictly im-

mersed on a sensational side by relating to the spatial effect, it’s a

fact, but on a sensitive and cognitive side, you are not relating to

the image as it was before. On a semiotic level the image as a full

icon and as a full world, unity or “reality” is not anymore. To sepa-

rate the picture elements on different virtual panels is giving this

sensation of pop-up books or Puppet Theater evolving on different

stage set levels. Indeed, each figure seems like cut out so that the

S3Disin the end just a more or less progressive jump between

layers. Perceiving each figure detached from a background, and

more, perceiving them in movement, floating or sliding, dis-

tancing relatively to each other, gives ironically the sensation of

flatness and strangeness. In the end we will argue that by trying to

give a new dimension to the image, the S3D experience is not only

ironically giving a feel of the 2D but is also implicating a new form

of animation by the fusing process of two images on the one hand

and by the need for depth continuity that layered image is lacking.
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1 - Which experience of the image?

We always hear about how much the quality of the picture and

so the movie experience in stereoscopic 3D is partially spoiled

by the technical process (blur, lack of luminosity, shady colors,
image resolution divided, image tiring on the eyes and nerves)

[1]. However, what seems to be the most relevant undesired effect
is the layered aspect of the picture to the point it is disuniting the
picture as a whole. This common issue is generally known as the
“cardboarding”[2]. In fact, the cinema industry, by thinking only
in terms of spatial immersion of the spectator, wishing the image
to get out of its medium to surround and reach the viewers’ body,
forgot not only about the image qualities as such but also that the
image is already a visual experience in itself. Indeed, with S3D

the picture seems to get off the screen, but to the price of pulling
out or separating the image elements on different virtual panels,
giving this sensation of pop-up books or Puppet Theater evolving
on different stage levels. These books’ “animation” works with
the articulation of the elements altogether precisely to create a
spatial unity, the planes being structural elements in this case (as
in the theater mechanically animated sets). On the contrary, in the
S3D movie it is rather a collateral effect, dislocating the image and
destroying its reality, this kind of “vision” that an image induces
when it is one. By manipulating the filmic picture, the eye is focus-
ing on these elements sliding and not anymore on the reality ef-
fect of the movement and on the roaming in the infinity of the full
world the picture creates, which is amongst the most primordial
facts why we get immersed at the cinema normally|3].

With S3D you are strictly immersed on a sensational side[4] by
relating to the spatial effect, it’s a fact, but on a sensitive and cog-
nitive side, you are feeling way outer of the image as a pure visual
experience, based on credulity and on an active look. In fact, the
sensation of flatness recalls the materiality of an image, being it
a screen projection, a page of paper, a flag, and to resume: single
planes. Normally, this is the very materiality of the image the art-
ist is trying to make you forget through visual pleasures. Ironically,
with S3D, the image is not only one plane but lots, so that you
are tautologically looking at planes which are not leading to one
structure or complex like the single plane of an image is. Seeing
many planes becoming virtually tangible is breaking the image
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as such. You feel yourself as someone viewing, not someone just
seeing something and you are constantly recalled that you are
precisely looking at something, in front of something. Somehow
you become obsessed by the surfaces instead of being attracted by
what is on. If you can’t focus on one surface content and “visual
world” it is because there is virtually too many surfaces or planes,
accidently generated.

Amongst all the semiotic problems this image implies, one of
the simpler has been underestimated, the iconicity of the image
as a whole when all the icons mix together, unified not only by the
medium principles but also by the work of art. Indeed, on a semi-
otic level the image as a full icon is not anymore. As a result, it is
as if everything was “fighting” at the image to be the more iconic
(and the more palpable), the icons not being anymore on the same
level. In fact, the depth sensation has to be experienced through
the images and via picture effects as the cinema is doing since the
beginning, without taking a step on the elementary condition of
the primary mode of experiencing the image but by working on
a structural level as the 3D works in the digital effect and video
games for example.

By setting different layers which construct a series of multiple
foreground and background, the elements on the screen are not
perceived as one image but a multitude of images, killing the
reality that an image is creating itself when it is one. Perceiving
each figure detached from another surface, and more, perceiving
them in movement, floating or sliding, distancing relatively to
each other, gives ironically the sensation of flatness and strange-
ness in spite of the depth effect. Somehow, each figure seems like
cut out from the rest, this flat status being a pure consequence of
its relation to movement and to the other layers. In the end we will
argue that by giving a new dimension to the image, the S3D ex-
perience is ironically giving a feel of the 2D. Putting the emphasis
on distinct elements like a ball, a tree or a character is making the
image not anymore a sensitive surface which, as a visual space,
was making you roam and wonder freely in it and through it. As a
visual experience the image was already virtual someway before
this new virtuality was found through S3D technic. Instead, with
S3D, the image is not a virtual implosion as it was fantasize back
in times where it was said you penetrate the window of the picture
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and enter a world but more a virtual explosion where iconic
fragments try to reach you actively: you're not being absorbed,
you’re surrounded. If it’s indeed the sensation felt but as seen, the
explosion of the image is also an iconic explosion which will have
ramification on a cognitive level. This explosion is not seeing the
elements getting out in the real world as expected, they are rather
floating in an internal abstract space that produces this sensation
of strangeness we all know watching the S3D picture, showing its
own limits and so its own interiority instead of showing exteriority
as expected. So, feeling the distance between the layers, from the
foreground to the background has for consequences to enhance
the spatiality of the picture as a closed virtual world, making it less
credible and accessible. Indeed, such a hermetic image won’t let
people feel surrounded neither feeling able to “come inside” by
virtually penetrating it.

In the end, is 3D about entering the image or the image to
enter or penetrate reality?[5] To us, it seems that even if the desire
is the image (through the virtual apparatus) to penetrate reality
by becoming a full iconic entity working as an object subject to
realness, the truth is that we are more in the first case. We enter
the image precisely via the fragmentation, this strict decomposi-
tion being an analytic view on what could be related to traditional
animation cellulo layers, except it is as if you were penetrating the
machinery of the picture. The thing is that with the animated film,
even with some experimental movies you are never penetrating
the articulation of the frames altogether, instead, you are expe-
riencing the fuse, the result of this articulation even if you can
be aware of the process via its numerous “failures”. So, navigat-
ing through the “technological” depth (the layered aspect of the
picture) is not making you feel these elements building or filling a
three dimensional space neither they are sharing the same space
with the spectator: it’s more the reverse, they are affirming their
own space. Maybe the question should be to know if we want to
experience an object virtually (the hologram) or if we want to ex-
perience the virtual nature of an image which is still working as a
virtual space in itself, belonging to the vagrant “story” of the eyes
which are articulating and more, animating the image.
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2 - The paradox of virtual depth

First and foremost, before talking more precisely about the
layering process of the picture leading to carboarding, we have to
precise the following point which is a base to understand the act of
perception in itself and which explains why we still have the pure
consciousness of the screen materiality and experience in S3D,
holography or lenticular 3D. To be clear, you can resume the S3D
basics to the middle ground, the background and the foreground,
the first one being spatially disposed on the screen level, working
as a starting point to produce depth by “digging” a background

or by “spurts” or elements coming out of the middle ground by
the foreground. These 3 levels or planes are in fact called the
following manner: the middle ground is the “zero plane” or zero
parallax plane” where none of the two “kind” of depth can be
perceived (due to the distance of the object being too far for each
eye to not perceive the same image or “information”). This image
will appear in front of “Positive Parallax” elements and behind
“Negative Parallax” elements, the first one being the background

and the second one the foreground[6]. In the end, the zero plane 6. Mendiburu B., 3D

would be like the glass of a window where the reflections, for
example, makes you feel you are still looking at and through
something. We’ll come back to that.

We quickly understand the notion of visual jump that is effec- Focal Press (2009), p.
tive here through a more or less explosive or implosive magnitude,  16and181

artificially created via the difference or the gap between the two
images (or “point of view”). When the brain is mixing or fusing
this two pictures, if this gap, or parallax, is larger than the distance
between the human eyes (around 6omm) it will create an impres-
sive but disruptive effect. In the spectacular and sensational way
of thinking the S3D cinema, it is precisely on that so called “hyper

stereo”[7] effect, which is an excess of depth, that the creators 7. Mendiburu B., 3D
relies on. Indeed, if the S3D cinema was to be a realistic cinema it Movie Making: Stereo-
still would be difficult for the following reason: there is no progres-  scopic Digital Cinema
sive distance between the elements from the front to the bottom from Script to Screen,
of the picture’s space representation that would work like the Focal Press (2009),

human view. In the recording process of the two pictures (or more p.28
in the case of lenticular 3D) each element is separated by the same
distance, not respecting the natural “atmospheric perspective”.
Indeed, from one point where the object is far enough from your

Movie Making: Stereo-
scopic Digital Cinema

from Script to Screen,
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eyes there is no difference between what the left or the right eye
see. This is precisely this absence of progressive way of viewing
where the more the object is far from you the less you see its depth
that creates this carboarding which will be more or less effective
depending of the difference between the two pictures mixed. It is
underlying the lack of unity through the absence of progressive
depth of this picture that makes it a monstrous, absurd and para-
doxical image to the brain. In fact, every element on the picture,
by having the same intensity of depth to your eye makes the global
notion and sensation of depth in itself, unviable. We could say the
eye is not transported into the common and natural “void” of the
vision, finding its infinite point in the progressive flatness of the
distant. Moreover, the picture is always saw from a distance, you
are not surrounded by it and you are not sticking the eye to it, you
still are watching a screen, you are not at the place of the camera
(or maybe you would need, at least, to be surrounded by the big-
ger image possible).

Another point about the cardboarding effect is the lack of
quantifying marks in this kind of image: “Card-boarding is a result
of stereo vision digitization, in other words a limitation due to a
finite stereo acuity. We can see big depth differences but not small
ones”[8]. That way, all the stereo effect has to be magnified by
the largest screen possible to be able to catch part of these small
differences that are still insufficient however to feel the depth,
beyond the iconic figure felt detached through the perception of
its global form and borders.

3 - Towards a “becoming-holographic” of

the image?

Backing to the matter of the picture understood more and more
as a virtual object, we could say that the becoming-holographic
of the image or the tendency to transform an image into a plain
virtual object, is stifled by the continuity problem of the image -
which is not “hidden” in the case of the S3D as it is with the mov-
ing picture rendering process for example. In S3D an impression
of continuity can’t be found because the whole experience of this
image is not giving you an experience of completeness. The im-
pression, to be complete, do not needs only to trick the perception
but needs each sensitive quality to work in one same direction. In
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other words you have not to focus on the depth through navigating
between layers but feel the depth as one and unique impression
through the object properties, the loss of landmark and refer-
ence point in a linear and unified space. To resume, the 3D has to
be more than just a single and simple effect as part of a medium
(here the motion picture) but has to be a medium in itself. In

fact, the experience must not be something added to the normal
moving picture (and here destroying partially the movie experi-
ence), but has to be something else than the movie as we know

or even something else than the image as we know it. Indeed, the
image as an experience has to be rethought so that S3D becomes a
specific mode of expression, beyond the simple effect and the trial
to impress.

On a visual level, the space continuity the normal image usu-
ally implies seems in fact linked to its flat condition. That continu-
ity could also be found in the presence of a virtual object inte-
grated in the real space. However it is very important to draw the
difference between the depth of an image with its own accepted
limits to give the three dimensional aspects and impression - as it
is still an image, a flat world full of its condition of image and yet
constituting an environment. Differently, a virtual object designed
as a kind of visual sculpture moving lonely in our real space seems
to be way more valid as a 3D “image”. This very aspect of the vir-
tual sculpture being a solution to the creation of an environment
that can surround the spectator is in fact fundamental and at the
origin of this becoming-holographic tendency even if it is not hap-
pening. Indeed, the point with creating holographic objects is that,
by being numerous they can create an environment of their own,
transforming the space, using the infinity of real space to produce
akind of filled area, a decorative space, magnifying real space
which is working as a base. The image, by losing its virtue of being
a full environment of its own, when being just the realization of
an object’s shape in real space, can nevertheless, by multiply-
ing in the real space, inhabit it. Here, the lack of continuity link
between these objects is being compensated by the unifying area
of real space as a base. For now, the hologram as we know it is
much more to be compared to another kind of S3D image than to
a virtual object you could turn around in the real space. The S3D,
by being stuck between this two state (the image and the environ-
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ment), not being a true holographic object (detached from any
environment unity and recomposing an environment artificially
by proliferation) neither being just a single image united, is show-
ing the impossibility of a virtual world to invade the real world.
Indeed, the image can actually invade the world by constituting
empirically a world of virtual object assembled, losing its status
of image and being only a single icon and object. The problem
remaining is to know if the hologram would seem that real if it

is presenting another temporality. Indeed, how to connect an
holographic object animated by the cinematographic process to
real space and time? What would be the effect produced by the
introduction of an animated object in real space amongst other
objects that would not be connected to the same temporal flux? Is
it requiring the real space to be empty of other temporal clues?

Even if the S3D is always thought as a pre-holographic era in
the image creation, this image has never been so far from being
holographic. Indeed, even if the image never felt as much grasp-
able in its entirety as with the S3D, it never has been, on a visual
level, that fragmented and full of flat rendering. Let’s remember
that “holo-* is referring to the entirety or the wholeness and com-
pleteness of the thing to the point we can attest and feel the full
presence of the object. But in the S3D image, an object (trying to
extricate or exit by the front or the rear) is still connected to other
elements of the image and deeply linked or attached to the zero
plane. It can’t flee and escape it because it is still part of an image,
aplane and not an object on its own yet, that can have a virtual ex-
istence in our own real space. Being between the full holographic
object and the pictural environment (or pictural world) the S3D
present objects that are still stuck to their status of images because
the background or foreground base still exists so are the levels and
so are the virtual layers.

The strange thing with actual holography technics is that you
would think it is not supposed to have the same cardboarding and
flattening because it is not a technology based on stereoscopy but
on two or three laser frequence recordings on film that interfere
each other when submitted to light, then, produces the depth
image. As a result you can turn around on 120 degrees seeing
different point of view of it without any transitional “animation”
induced by the viewing act which is fusing the images in stere-
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oscopy. With the WhiteRabbit technology for example we still
have this cardboarding effect[9]. The image is animated by the
spectator’s movement in front of the holographic picture. Even if
the effect is not due to stereoscopy and really animated “live” as
such (you can activate 10 seconds of “virtual” animation due to
the 1024 frames embedded). This is simply due to the fact that the
elements appearing further in the picture’s space are animated (or
“flipping”) at the same speed as the elements on the front when in
real life experience the more something is far, the more it is per-
ceived flat, slow and not well defined. Again very paradoxically, to
natural perception, this depth image still appears to be flat when it
is animated. In all, this kind of holography only works with a static
image. Indeed, the perception is establishing depth from diverse
information like the time a thing far away takes to reach some
point compared to another one nearer. So, you will fail establish-
ing depth from that kind of “animation”. The consequence of such
a natural habit is that, when watching that kind of picture, you are
putting everything at the same distance in spite of their position in
space so that any other element’s depth information, from every
point in space area or view’s range, is like crushed and sticking
one to the other: you are just receiving contradictory information.
Again here, everything is fighting at the same time altogether to
be at the front, as much quickly noticeable and viewable, or as
much relevant and “animated”, depicted. The consequence is a
picture full of flatness at the image. It is equivalent to say it is a flat
image showing the image of flat worlds. In fact, to create a sensa-
tion of realness you would have to map an innumerable amount of
plane in the image depth and slow down the farther elements or
pixel’s switching gradually.

A second point on that technology is there is a lack of real-
ity of the elements’ depth because even if your eyes seems to be
turning around in the scene sometimes you're never really able to
see another face of a tree’s base for example[10]. To precise, the
image in itself and the shades on things seems so much the same
that it is just feeling as if every element was just translating. Plus,
everything is turning at the same time in the same direction mak-
ing no difference if it’s near or away. Indeed, for a distant element
you should have to do a bigger ellipse to see its different facets. It’s
akind of “merry-go-round” experience: you can’t really see other
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facets of one thing because you are like moved at the same time;
you feel a visual trick. If you feel the space substance so limited

it is because you have a very large angle of simulated rotation
around things but concretely the things facets are changing so
little to the point it’s a kind of ridiculous experience. Indeed, the
effort to move in space and the lack of result can be compared to
a flip book effect where you would take so much images to flip in
arow for a very limited animated view in result. So, compared to
the lenticular technology used by Alioscopy|[11], the image is not
that different because each pixel is used as a piece of information
even if the laser prints in the pellicle medium permits not to rely
on stereoscopy and put more information in the pixel than the
sub-pixel scheme. In the end, the rendered effect is not very dif-
ferent in movement especially but a fix image’s depth is obviously
better when not being reconstructed via stereoscopy. However,
even if you are not facing the problem of hyperstereoscopy or
carboarding the problem of the transition between two images is
still the same through electric waves. Indeed, on one side, you are
still to be focus on the very zero plane that creates indirectly the
other abstract and unreal planes unmaking the space unity in the
picture. The zero plane is always this place of projection in front or
rear instead of being a transitional space like others in depth. On
the other side, as with the movement in function of the distance
we are not supposed to have that much depth information on the
things far from us. In fact it would have to change depending of
the picture’s size and on our position if we are far or near the im-
age. To conclude, being it holography or stereography the record-
ing process and the “flipping” process between frames is still the
same and contains the same “carboarding” consequences. As we
are not supposed to feel big depth differences between two distant
things, when trying to force this depth to appear in the image the
reality effect is lost. So the stereo effect always has to play with
short depth between one object and another to appear the less
false possible even if it is never achieving it.

With holography in spite of all the digital advance and
enhancement like the full respect of the colors via 3 RGB la-
sers[12], the number of pixel (which is printed on film so it can’t
be a picture on screen like the lenticular led TV but only a fixed
image that can only be animated by turning around). More, the
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movement is always and more or less curving and centered on

a particular object so the sensation is not of surrounding things
but the reverse: you are encircling the space, precisely tracing its
limit. Moreover, like S3D, the parallax is always horizontal, never
vertical, when our view on space, as the history of painting and
drawing shows it is mostly based on the atmospheric perspective,
when the view on what’s away and far is up and high in the image.

Conclusion

Through this analysis, a global problem is to be found on the
subject of Stereoscopic 3D. Indeed, the whole apparatus is in fact
rooted in a kind of animation process where the motion picture
seems to take its essence. If you look well, the flipping and fusing
process of stereoscopy or holography, the interlacing process of

lenticular[13] or the idea to see movement or depth “appearing” 13. How Lenticular
by turning around the picture are all forms of animation, activated ~ Posters Are Made?,
by the light for holography, by the viewing angle for the stere- Video, 3dfocus.co.uk,
oscopy for example. The visual jumps between layers of depth http://www.youtube.
or the optical jumps from pairs to another pairs of images in the com/watch?v=VRNp
lenticular process are relevant of the ever incomplete experience Fp2L8UY&feature=r
on which this experience is based. Differently from cinema or elated

classical animation, a paradoxical problem appears because of the
lack of transitional information between two depths as you would
experience between two positions with stop motion animation

for example. However, here, the effect is not a strange pulse given
to forms but a strange space order. This very jump between two
depths the vision is experiencing is also a kind of animation. In
the end, it is not only the fusing process of the stereoscopy that
can be considered as a form of visual animation in the movie ex-
perience. Indeed, on another level, the look and the brain is trying
to redefine the space continuity through the layering consequenc-
es of “cardboarding”.
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Abstract

This paper discusses the term virtual camera, which is increas-
ingly applied in all kinds of contemporary digital productions. The
authors consider that the term is being misused due to a techno-
fetishism attitude that identifies the tool with its use. They also
consider that virtual camera results are not exclusive of computer
graphic animation. In this sense, the term is often misread as part
of a new paradigm that engages with notions of cinematographic
realism and evokes many other Myths of Cinema. The article ends
proposing a better understanding of animation terms like anima-
tion layout in film theory.
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1 - Foundations and Birth of the Virtual

Camera Term

In recent years and as a result of the progressive integration of the
digital techniques, a lot of new terms have arisen to explain the
new procedures in audiovisual contemporary production. One of
the most accepted concepts relates around the virtual camera, an
algorithm based tool in three-dimensional modelling and anima-
tion software that simulates the movements and techniques of a
physical cinematographic camera in a digital environment. Actu-
ally the idea of having a physical camera inside a computer is not
new and it can be found in the very first attempts to produce com-
puter graphics (from now on CG) animation. Gene Youngblood, in
his seminal text about digital animation [1] already talked about
the first experiments at the University of Pennsylvania in 1968,
using what it was called “a conceptual camera”. This tool redupli-
cates a cinematographic camera functionality allowing the control
for a focal plane, lens angle, panning and zoom actions, fade-outs
or double-exposures, just to mention a few available functions.
This is the first documented attempt to store “fifty years of movie
making techniques and concepts” into a computer.

It was not until the 1980s, especially with the progressive pen-
etration of video games as a widespread digital entertainment and
the production of computer animation for TV commercials that
the first academic researches began to discuss how to interpret,
select and frame a three-dimensional space to the audience of
digital worlds. Later on, in the 1990s some video games as Wolfen-
stein 3D (id Software, 1992) and Doom (id Software, 1993) estab-
lished the basis for first-person shooters in computer-generated
imagery (from now on CGI) games. Both video games used for the
first time a subjective camera as a way to ease a better identifi-
cation to the players. Some scholars [2] also started to realised
how these video games were challenging audiovisual globosphere,
revealing a theoretical need to explain the innovative viewpoint
of these virtual worlds gameplay through something related to the
cinematographic camera idea, thus the
virtual camera.

While this was happening, the first domestic CGI modelling
and animation applications appeared on the market. Most of that
software soon encountered the necessity to develop a friendly

The Myth of the Unchained Virtual Camera in Digital Production 187
Samuel Vifiolo and Jaume Duran

graphical user interface, keeping in line to major tendencies at
that time, inspired by first graphical user interfaces [3]. A common
solution in those interfaces was the adoption of pictograms or
computer icon that could symbolised any internal software tool.
That way, the depiction of the virtual camera tool that allowed

to choose any viewpoint and to animate it, took in most of those
programmes the iconic representation of a cinematographic
camera. This was due to the many correspondences between the
digital tool and its physical counterpart, but it also inaugurated
arelationship that went beyond its symbolic nature. The chosen
icon was inspired in the anachronistic ‘Mitchell Standard’, a 33mm
classical Hollywood cinematographic camera with a character-
istics two-reel box for holding up celluloid film in the upper part.
This icon choice was so successful and almost universally accept-
ed, that it is nowadays the pictogram that identify the camera tool
in programmes like 3Ds Max Studio (Autodesk), Maya (Autodesk),

LightWave (NewTek) or SketchUp (Google)1. 1. Not in Blender
Interestingly enough, Super Mario 64 (Nintendo, 1996), a

revolutionary CGI platform video game, introduced the three- where the virtual
dimensional camera as an occasionally visible character called camera is true to its
Lakitu, which follows the main character as a camera operator. virtual nature and it is

The camera that Lakitu holds also seems very similar to a Mitchell — represented by a single

Standard one, and it was introduced to allow an easier transition point.
of two-dimensional, flat video games into three-dimensional
worlds [4]. Super Mario 64 necessity for clarity and readiness in a
new gameplay environment turned momentary the virtual camera
into an active entity next to the main avatar controlled by the
player, a novelty in video games history that would be rare in

the future.

As the decade evolved and digital animation started being
used massively in many Hollywood blockbusters, film scholars
also began to assume the pretending benefits of replacing physical
cameras for virtual ones in digital productions (see [5] and [6]).

In fact, early commentators soon understood that the capabili-
ties of virtual cameras extended beyond video cameras and
cinematographic cameras because those were “relatively large,
heavy, cumbersome objects with severely constrained movement and
adjustment possibilities. They cannot fit through very narrow open-
ings or pass through solid objects or move at high speed or accelerate

(Blender Foundation),
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and decelerate very rapidly or (usually) fly through the air. This gives
live-action video and movie film a very characteristic look. But virtual
cameras are dimensionless, weightless points with unlimited free-

dom of movement. (...) There is no need to move and adjust a virtual
camera in traditional patterns: computer-generated animations can
have a completely different look” [7]. What is connoted here was the
idea that virtual cameras did not need to share the main features
of cinematographic cameras or video cameras, because their au-
diovisual codes were different at that time. Virtual cameras were
here regarded as a promising tool, one that seems able to change
the film language. However, Hollywood filmmaking would soon
avoid such an approach to virtual cameras, minimizing its radi-
cally different nature and opting rather for much more traditional
patterns, apt to be applied to narrative storylines.

Before dealing with these questions, we would like to recall
now the main differences between virtual cameras and physical
ones. As we cited previously, a virtual camera is a single and im-
material mathematical point, set to display a viewpoint in a three-
dimensional environment through a computational rendering
process. The immaterial nature of this viewpoint neutralised all
the disadvantages that a physical camera possesses. For instance,
avirtual camera does not need to be carried or transported; it does
not weight anything nor does it make any noise; there is no need
to adapt, change or buy any of the photographic devices, such
as lenses, filters, shutters, iris, or film stock, in a virtual camera;
and it does not get affected by physical forces, as gravity, speed
or inertia. Virtual cameras only depend, if at all, on the computer
hardware where it runs on. However, this apparent perfection
leads it to a dead end. As Nitsche precisely points out: “Without
[physical] features, virtual cameras lack an important incentive for
artistic development: the creative encounter with the limitations of the
technology” [4].

Here one should be cautious enough before considering that
technology behind virtual cameras could have managed to fulfil
already its own limits. There are no way of knowing if the virtual
camera tool will remain as it is now for many years on or if it will
change its procedures soon; the truth is that aside from further
technology improvements, the workings of virtual cameras has
remained practically identical since its creation. And what is more
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important, virtual cameras seemed to have reached and exceeded
their analogical equivalents in terms of quality and display long
ago, and therefore there should not be rush to improve this
technology; until this moment arrives, these tool does not need to
change its way of working.

However, this does not mean that its praxis and uses have not
had changed since its creation. More recently it can be detected
a progressive trend to hide its features of digital perfection.
Through a plethora of software add-ons and render effects, many
film productions try to emulate all kinds of camera and opera-
tor imperfections, such as lens distortions, lights reflections,
camera vibrations and other visual interferences. For example,
matchmoving applications take into account camera shakes as a
basic step before starting with the tracking features process [8].

The proliferation of virtual cameras in contemporary film pro-
ductions have made audiences more aware of watching through
devices that do not physically exist. Along with Quintana’s
opinion, one can also argue that, although technology constantly
provides of higher quality levels in terms of crisp images, the ar-
rival of digital phone cameras and poor Internet files resolution
has revitalized the perception of low quality images as trustworthy
and both are considered now reliable sources of information.
Some authors argued that “it is paradoxical that the new technolo-
gies are responsible for so many low quality images and sequences.(...)
Television has brought the non-professional medium to an iconical
idealization of how a war in the twentieth-first century should be

ﬁlmed 72 [9]. 2. Translated by the
Recent hybrids movies like Cloverfield (Matt Reeves, 2008) authors.

or District 9 (Neill Blomkamp, 2009), with a shared common
interest of blending hand-held camera techniques with state-
of-the-art CGI animation, show how the virtual camera was in
all those years conditioned and affected by French “New Wave”
teachings, the more contemporary “Dogme 95” Manifesto or even
by films like The Blair Witch Project (Daniel Myrick, Eduardo
Sanchez, 2000). One can find in all those films a wide range of
faked image imperfections that imitate low quality video from
hand-held phone cameras, adding plausibility to the movies
through the erase of their digital traces. This trend of digital film
to imperfection can also be found in many first-person shooters
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like Call of Duty: Modern Warfare 2 (Infinity Ward, 2009) orin a
more subtle way in many contemporary CGI animated short films.
In an audiovisual world increasingly saturated of digital perfec-
tion, filmmakers have realised that, if they still want to attach to a
pretended realism, it is necessary to keep away from most of the
virtual camera features.

2 - Different Uses of the Free-Flowing Camera in
Live-Action Productions

We will discuss below how some scholars have begun to use this
concept also for hybrid motion pictures, especially in Hollywood
big budget movies that fuse real footage with CGI elements like
background scenery, animated actors or digital special effects, as
it happened in Cloverfield and District 9. An accurate blending of
such heterogeneous elements, like a perfect integration between
live and digital actors, seems to be crucial in such these movies.
In all these cases, camera tracking operations are also vital to get
a smooth transition between materials. Techno-fetishism has
become a constant element in film review where movie critics and
technical professionals highly praise film sequences that merge in
the most perfectly way digital and real elements, and it is usually
considered the highest accomplishment when an unaccustomed
eye is not able to distinguish what was registered and what digi-
tally produced [10]. As the integration of digital animated produc-
tion became a common practice, virtual cameras went to enlarge
the increasingly vast array of digital cinematic tools.

There are countless sequences where the presence of a virtual
camera is evident, because they reinforce a sense of weightless-
ness that is perceived as non-natural by the audience. Verticality
has also been identified as a hallmark in productions with an ex-
tensive use of digital special effects [11]. These movies, with their
recurrent mix of fully packed action and martial arts along with
science-fiction and fantasy plots, constitute the perfect ground
for virtual cameras, as they can easily navigate through these
vertical spaces without any technical worries. Consequently, the
more virtual cameras were used, the more special effects movies
incorporated them. This should not lead to think that the virtual
camera stays behind any special effects scene, or that these kinds
of scenes are the only field where they may appear. Virtual camera
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as part of the digital palette can mark its presence with pompous
and gratuitous change of perspective, but it also may remain un-
noticed if necessary. It must be stressed, however, that a pure use
of the virtual camera in those hybrid productions is also rare. A
typical virtual camera sequence has either real actors or animated
characters, sometimes both, interacting on digital or real environ-
ments. In any case, the registered image and the rendered one
collide at some point, producing a final picture that contains ele-
ments from both sources.

American director David Fincher is well known for his auteur-
ist integration of CGI scenery with live actors and his filmography
includes plenty of astonished camera movements. Film scholar
Mike Jones cited in his research about virtual camera [12] two se-
quences from Fincher’s Fight Club (1999) and Panic Room (2002)
that in his opinion represented two different ways of using a
virtual camera inside a Hollywood movie, two options that oppose
themselves: telling (narration) to showing (mimesis). Jones sug-
gests that the virtual camera can propose “an engagement that is
derived from a mimetic discourse of the virtual non-diegetic camera’
conducting to a “shift in cinematic awareness of experience, whereby
we move from a position of cinema as a scenic/spatial simulation of
the abstracted ‘eye’ to a fundamentally new conceptualization that is,
in essence, an emulation of a spatially abstracted T’

As we have stated previously, rendered frames from a virtual
camera tend to dilute after blending with live registered footage.
Once both materials are together, there are no reasons to under-
stand them separately, as they do not act in a pure form. This can
be appreciated in a particular Panic Room scene. In that sequence
the viewpoint goes back and forth through the objects and house
rooms, while a group of burglars try to force the lockers, finally
breaking into the house and running upstairs in silence. The artifi-
cial nature of'this free-flowing camera movement, obtained after
rendering a digitally hyperrealistic background, contrasts with the
ominous presence of the burglars, performed by live actors and
consequently registered on stage. Both materials, the registered
live action and the rendered one, integrate seamlessly in a new
hybrid picture, where no longer one source prevails over the other
one. In some point, Jones considers that this scene “can be viewed
as a point-of-view shot from the perspective of the house and its
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holistic internal space. (...) [This] becomes an act of ‘seeing what
the space sees’ rather that what the characters can or might see.”
There are many valuable aspects in this argumentation though,
but we think that this act of ‘seeing what the space sees’ does not
imply the rejection of the narrative capability of the virtual camera
tool, as the author suggests. In fact there is a considerable pres-
ence of diegetic elements in both of Fincher’s mentioned scenes.
For us there is no such divorce between ‘mimesis’ (virtual cam-
eras) and ‘diegesis’ (physical cameras) as Jones upholds, because
trying to identify digital from analogic sources in the context of a
hybrid scene becomes just a relevant task for its analysis but not
for the reception and, thus, the production of meaning. However,
we will finish this intriguing question here because otherwise it
would lead us astray from our main subject.

3 - Subjective Long-Takes in Digital and Hand-Drawn
Animation

For the aim of this essay, we will recap the virtual camera concep-
tions in Jones’ article because we think they reveal a widespread
opinion about this digital device that also applies to other digital
techniques used in live-action movies. After considering the
virtual camera a digital tool that has been able to surpass the long-
take cinematographic technique “by its very nature of physical
intangibility, (...) rooted in a depiction of fantasy and the impos-
sible”, Jones asked himself if this new device could be “part of

a natural evolution of optical emulation” or does it “represent a
shift more fundamental to our perception of both cinematic form
and our place as viewers, observers and occupiers of cinematic
space”. What seems more relevant to us is the invocation here of
terms like evolution or shift in cinematographic perception, which
are not exempt of contradiction. Although it is true that both the
virtual camera and the photographic one share a conceptual and
terminological paradigm, there are enough differences —physi-

cal but also aesthetical and philosophical- to show discrepancy
with Jones’ arguments. Moreover, while identifying a well-known
film technique as the long take with a digital tool like the virtual
camera may be seen as problematic because it should be under-
stood neither as a cinematographic style nor as a film technique,
this argument fits pretty well, as we will see later, with some film
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theory trends that consider the use of technology in audiovisual
and media production an unavoidable step for the progression of
visual culture.

It is true that many of the early computer-animation experi-
ments assume in most cases the form of erratic long camera
movements. Vol Libre (Loren Carpenter, 1980) and the Genesis
sequence from Star Trek II: the Wrath of Khan (Nicholas Meyer,
1982), just to cite two of the most known pioneer computer anima-
tions, largely based their mise-en-scéne in long camera move-
ments. Factors that may explain the frequent utilization of long
camera shots include previous computer animation experiences
with flight simulators, the absence of strong cinematic conven-
tions by the engineers responsible for the animation and the em-
phasis put on technological purposes more than in artistic criteria.
But even in early animation, it clearly appears that the long-take
does not constitute the main cinematic technique, although it
is one of the most eye-catching. For instance, a short film like
Megacycles (John Amanatides, Don P. Mitchell, 1989) is built solely
upon static shots in different scales and angulations, while Quest:
A Long Ray’s Journey Into Light (Michael Sciulli, Melissa White,
1985) uses a wide range of cinematography conventions, from dif-
ferent shot frames to camera movements of any kind, that shows
off a more conscious attitude to the medium. In any case, as soon
as filmmakers began to get interested in computer animation,
they developed a strong determination to incorporate narrative
models into this new animation technique. Craig Good, Pixar
layout supervisor in transcendental Toy Story film (John Lasseter,
1995) believes that:

“In CG you can move the camera wherever you want,

you can do whatever the hell you want with it, it can fly every-

where, it can zoom it and out. A lot of people were doing that

kind of thing early on because they could -and because they

didn’t have any discipline and they didn’t have any education

in how to move a camera and they hadn’t thought about it.

So in a lot of early CG that we remember you got motion sick

because the camera was just flying around everywhere. (...) It

was a conscious decision on ‘Toy Story’ to use very standard

film or camera ‘grammar’. I knew that the movie was going to

look new and somewhat strange to the audience, so we thought,

‘Let’s at least have them grounded in the kinds of shots they’re
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used to seeing’. So we did very few fancy camera moves” [13].

Good’s statement makes clear enough how soon the urgency
to narration strove for more conservative compositional principles
than the ones used until then. Toy Story not only inaugurated
computer animation as a feasible technique for feature films, it
also defined the film style that other computer animation movies
would follow massively from that moment on. Although it is not
our intention to discuss here the principles that inform film style
in CGI animation because it extends beyond the main purpose
of this article, we would like to stress that from that moment CGI
animation would limit previous cinematography excesses, espe-
cially what Good described as “camera sick”.

One of the main reasons to explain this particular phobia to
unmotivated camera movements is that they threaten directly the
story readiness. John Lasseter, head of Pixar Animation Studios,
has openly praised many times the advantages of using Disney
hand-drawn animation principles in computer graphics anima-
tion. [14] These principles were conceived during the 1930s by
Disney animators to emphasize credibility and empathy into
the film characters. But Disney animators did not follow these
principles as a set of rigid rules; actually, they normally opted to
get them in mixed combinations to reach the “illusion of life”,

a film style that highly focused on obtaining realistic characters
and that worked as a translation of classical film style to hand-
drawn animation. Consequently, after Toy Story's success, CG
animation dismissed experimentation and began to rely heavily
on animation principles and character-driven storytelling. Hence,
unmotivated camera movements that do support neither charac-
ter construction nor storytelling were removed in further Holly-
wood CG animation feature films. Prior to this, early attempts to
incorporate computer graphics into animation did not deny this
voyeuristic side of the virtual camera technique. As an example, it
could be useful to remind the achievements of CAPS (Computer
Animation Production System), the innovative proprietary soft-
ware developed by The Walt Disney Company in the late 1980s.
This software was mainly conceived to allow the digitalization of
the ink and paint process, but this also opened the door to more
complex digital multiplane shots, with extensive in-depth and
circular camera movements that were not possible with analogue
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multiplane cameras until then. Some sequences of films like The
Rescuers Down Under (Hendel Butoy, Mike Gabriel, 1990), Beauty
and the Beast (Gary Trousdale, Kirk Wise, 1991), Aladdin (Ron
Clements, John Musker, 1992) or The Lion King (Roger Allers, Rob
Minkoft, 1994), all released before Toy Story, made use of long-
take shots with the camera moving around the space that immedi-
ately captured the attention of the audience because they added a
sense of depth in hand-drawn animation that was pretty uncom-
mon at that time. CAPS systems kept producing these kinds of
multiplane shots until its dismantling in 2003, but they lacked the
strength they got in the past because CG animation could build
more easily the sense of depth.

We have commented before that in-depth and circular camera
movements were rare in hand-drawn animation until the arrival
of digital technology; but this does not mean that they did not
exist at all. There are many examples in animation history that
show a sustained effort to go beyond depth limitations of hand-
drawn animation. Just to cite a few, The Powers of Ten (Charles
Eames, Ray Eames, 1977), Tezuka’s Jumping (1984) or Rofusz’s A
Légy (1980) are all visual-breaking hand-drawn short films, that
attempt to break the traditional flatness of the technique. They
are set out as cinematographic long-take shots that move back
and forth on subjective perspective, only adding a feature that
is unique to animation: its capability to ignore laws of physics.
This is most evident in Jumping, where the spectator adopts the
subjective perspective of a child in successive higher jumps. With
every jump, more powerful than the previous one, the change of
perspective also speeds up, making the whole landscape ele-
ments vary each time faster. However, Tezuka’s cartoony style is
not an inconvenience to depict these series of jumps in a real-
istic way. In spite of the intense change of the viewpoint, this is
always displayed from a corrected perspective. Similarly, A Légy's
perspective reveals a more photographic nature, as this short film
depicts the hand-drawn picture imitating the ultra-wide-angle or
fish-eye lens. In the other hand The Powers of Ten shows an ex-
traordinary travelling where the camera viewpoint doubles every
second its distance. So, in short time, the camera viewpoint goes
from a group of people in high angle to travel far away to show
the Earth and the Milky Way in few seconds. After decelerating to
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zero, camera travels its way back to the Earth, doubling again its
distance until it reaches human cells and the atoms.

Although it seems that documentaries dislike animation, it is
in fact a really appreciated technique in science documentary like
in The Powers of Ten, due to animation ability to expose abstract
theories or physical actions that could not easily get registered
with a photographic device. CGI has just made this interaction
even lighter, as it can be seen in two modern scientific documen-
taries series like Wonders of the Solar System (Brian Cox, 2010)
and Inside the Human Body (Michael Mosley, Nat Sharman, Alice
Harper, 2011). Both documentary series use CG animation to
bring further the premises of The Power of Ten, and interestingly
enough, they do not seem to follow the same strict visual codes
that operate in commercial CG animation films, as the camera is
constantly evolving, moving and reframing in unusual composi-
tions. Documentary shots can avoid the aforementioned classical
narrative film restrictions that apply to the mise-en-scéne, simply
because they rely on the informative condition of the image to dis-
play them. Long-takes shots are frequent in both series, because
they are suitable to travel into the open space or to show a meal
going through the human inners.

4 - Animation as Part of the Film Vocabulary
As we have tried to argue until now, the ‘virtual camera’ term has
often been misused and misunderstood in recent research. On the
one hand, the idea of a ‘virtual camera’ should in the beginning
only refer to the mathematical device that allowed a computer
graphics programs to change and render a given perspective
inside a three-dimensional environment, but due to its many
similarities, it was soon connoted with a cinematographic camera
icon. This started an unstoppable process that brought some
scholars to identify the tool as a technological advanced photo-
graphic device, and lastly, as a new element on film grammar,
which intended to be a more powerful version of the long-take
shot. There are many fallacies in this argument that need to be
precisely separated.

First of all, it must be understood that this kind of omnipotent
long-take, able to assume any viewpoint without physical restric-
tions, is neither an exclusive feature of the virtual camera nor of
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CGI animation, but of animation itself. Short films like Jumping or
The Power of Ten prove that there is no cinematic technique able
to depict such succession of spaces while defying laws of physics
other than animation.

On the other hand, CG programs have no other way to render
its visual information than through these virtual cameras, the
same way as reality cannot be registered without camera inter-
vention. Nevertheless, no one would dare to identify nowadays
the cinematography apparatus with a cinematic technique, with a
concrete portion of film grammar or even with a specific film style,
like the classical film style. There are no reasons to think that this
should be different when talking of virtual camera and CGI ani-
mation. In fact, misidentifications between film technology and
its potential use have been a traditional cul-de-sac in film
theory history.

Starting with Canudo’s “The Birth of Sixth Art” manifesto,
where cinema should be regarded as a synthesis of all the previous
arts [15] or André Bazin’s “Myth of Total Cinema” [16], there have
been uncountable myths that have tried to impose a particular
sense on the cinematograph technology. One can observe how
with every major technological innovation, from sound cinema to
cinemascope or stereoscopic projection system, film theory have
been literally flooded with countless arguments that praised the
pretending virtues of every single new innovation. Most of these
confrontational arguments often become dated in a short time but
this does not prevent the periodical revival and feedback on these
arguments with every turn of film technologies. One of the most
famous of these arguments was Bazin’s article “The Evolution of
the Language of Cinema” [16], where he distinguishes between
directors who “put their faith in the image” and those “who put
their faith in reality”. This separation between “realism” and
“fantasy” explicitly engages with current discussions on hybrid
digital movies that use CG animation. For example, many authors
(see Negroponte [17], Lévy [18] or Quéau [19]) have tried to see in
CGI technologies a teleological component for the cinematogra-
phy redemption. These techno-fetishism, expressed by La Ferla
as the “tyranny of newness”[20], should not divert attention from
the fact that CGI is nothing more than a device able to produce
computer animation; however, there is nothing in CGI technology
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that prevents its use in other way. Trying to disclose a meaning
of virtual cameras use is nonsense, because they do not have any
at all; it is just a sign without significance. Virtual cameras can
depict spaces in a manner that physical cinematographic cameras
do not, without attaching to any film style. And given the fact that
there are no significant differences in how the picture is displayed
between CG animation and other techniques like hand-drawn
animation, it can be concluded then that the virtual camera term
should exclusively refer the computational feature installed in a
3D rendering software, and not the compositional or stylistic func-
tions that from it derives.

But it is true that without this term there are some termino-
logical troubles to explain what produces this combination of
CGI and registered live-action footage, especially when the limits
between sources are finely blurred and it is not possible to identify
them separately. This question complicates even more if it is
considered that there are many different technical solutions that
can be added into the final compounded picture. Some, like the
motion capture technique, have an even much more complicated
cycle that goes from analogic field into digital one before mixing
with other elements.

That terminological gap only fixes if one takes into account the
terms that have been in use in hand-drawn animation for decades,
which now also keep being used in the CGI process. Modern film
scholars of the digital realm should put more attention into the
process of animation layout, a complex and sometimes confusing
task that involves a related set of skills, including cinematography
planning, compositional work and lighting. In MacLean’s words,
layout could be described as “the marriage of storytelling and
composition; it is the art of placing moving storytelling images within
a frame so that they can unfold before us in real time (...) the art of set-
ting everything -the characters, the environments, and the camera - in
motion by providing a context and a visual continuity within which
everything can move freely and legibly” [21].

5 - Conclusion

Layout construction is probably one of the most underrated film
study fields, even in animation research, but it has an undeniable
role as a fundamental step in any animation production. Follow-
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ing MacLean’s text: “One or two of the artists working in layout for
contemporary computer graphics animation studios told me that, in
their experience, ‘layout’ was synonymous with ‘camera’ (in the con-
temporary sense of deciding on the position and movement of a virtual
camera); others were keen to assure me that the definition of ‘layout’
in CG animation studio was closer to what a traditional animation
studio would, until recently, have referred to as ‘scene planning’”.

As seen here, layout implies a wide range of conceptions
and interpretations, but this should not be an inconvenience to
confront it as a feasible and powerful way to better understand
what happens when CGI animation and live action footage blend
together in one picture. Animation is an extremely open array of
techniques where heterogeneous artistic solutions overlap. Thus,
in order to understand more clearly how CGI-saturated live-action
movies work, we propose to begin sticking more closely to notions
already existing in the animation layout process.

Film scholars have finally begun to become interested in
animation as an integral part of the film studies, but there is still
a lot of work to do. On the other hand, animation theory has fo-
cused too much on itself, avoiding by and large crossing discipline
boundaries and therefore increasing their sense of isolation. We
consider that contemporary film practices like CGI use in live
action films and their progressive mixing of tools and visual solu-
tions will oblige both fields to share more and more vocabulary
and tools. Only if film vocabulary starts including animation as a
fundamental part of its language, it will conduct to a better under-
standing of contemporary filmmaking, avoiding future incidental
misuse of terms like the virtual camera.
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Abstract

Virtual environments in three dimensions (3D) experiments pro-
vide a wealth of detail, sense of immersion and interaction with
various features. A virtual museum, from its 3D virtual platform
and the resources it can offer, works as an efficient educational
tool as it provides information to its visitors in a simplified and
easy to understand. However, a limitation of the use of virtual mu-
seums for learning is that these environments do not take into ac-
count the individual and contextual characteristics of each visitor,
considerably limiting their learning experience and navigation.
Based on this, this paper presents a 3D virtual museum named
Musert, whose differential recommendation personalized of con-
tent. To achieve this goal, we used a combination of technologies,
and its development has been divided into two distinct steps, the
modeling step and recommendation step. In step modeling was
used the Blender tool for modeling the museum and its pieces,
together with the X3D standard and the Xj3D browser to promote
the availability of content on the web. In step personalized con-
tent recommendation, was used intelligent agents, techniques of
content recommendation and ontologies for perform satisfacto-
rily the recommendation, and therefore, taking into consideration
needs of each user.
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1 - Introduction

The dissemination and preservation of historical and cultural
heritage are essential to education and contributes meaningly

in the cultural identity definition of a region. However, despite
relevance, a series of artifacts and documents with great his-
torical value has been lost over time due to lack of preservation
mechanisms related to technological advances. This brings on
immeasurable damages caused by many factors, such as: time,
handling and improper storage. Therefore, it is constantly increas-
ing the searching for alternatives that would preserve the cultural
identity of a region. One such alternative is the use of digitization
techniques in three dimensions (3D) on projects with great visual
appeal. The 3D digitization can be used to preserve in a safe man-
ner the property of historical and cultural heritage in every detail,
allowing the construction of replicas, even when the original is no
longer available, as well as the creation of virtual collections avail-
able over the Internet [1].

Nowadays, the use of 3D content is increasingly common in
(VLE), virtual learning environments, because it offers the sense
of immersion and visual resources availability. Due to the wealth
of details, the 3D digitization techniques provide an amount of
information that virtual environments can offer in many situ-
ations. But the users are unable to identify their real needs for
information acquisition in case of a large amount of data provided
[2]. One alternative to solve this problem is the storage of user
profile, which can be performed with ontologies and the dynamic
profile updating, which can be done by intelligent agents. The use
of ontologies becomes attractive because it allows a better under-
standing of the data by computers, offering a greater accuracy in
results that are sent back [3]. In addition, due to the manner in
knowledge representation, ontologies allow an efficient communi-
cation among people, software agents and systems [4].

This paper presents an VLE in a virtual museum form named
Musert, where intelligent agents have as a purpose, performing
inferences in ontologies and the customized content recom-
mendation taking into account the characteristics of the visitors’
profiles, in addition to monitor their activities in the virtual envi-
ronment.

This paper is structured as follows. In section 2, presents an
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overview of related works. Already in section 3, presents con-
cepts related to virtual learning environments in 3D. In section

4 presents concepts of software agents, multiagent systems and
more specifically, intelligent agents with pedagogical features. In
section 5 presents benefits of utilization ontologies and explains
how operates the content recommendation systems. After that,
presents the approach proposed on this paper that is a museum
virtual in 3D with personalized content recommendation. Finally,
in section 7, presents some conclusions and motivations for future
works.

2 - Related Work

The proposal of using VLEs that use 3D resources has as main
goal, add an wealth of details in the content presentation to users.
Exemplifying this, one of the related works presents a virtual
museum that has a proposal of preservation of historical artifacts
through use of multimedia resources. To do this, it uses the digital
narration of content displayed, also using virtual reality tech-
niques and taking into account information of users and trustees
to improve the visualization of the items [5].

In [6], is presented an immersive virtual museum, interactive
and itinerant named 31 Museum. This museum has as a differen-
tial, the possibility of the visitors choose which pieces of collection
want to visit. Another important factor is the possibility of any
person being a trustee of the museum, this person could send an
item to the museum collection via the Xj3D browser. This item
should be three-dimensional and modeled obeying the standard
X3D, which is already native of the application. In addition, the
museum offers a 3D graphical interface and at the same time,
menus are presented in order to the visitors can select the features
that most interest them.

The work presented by [7], has the goal of developing an
interactive virtual museum that uses virtual reality techniques.
This museum had as principle motivating the use as a teaching-
learning resource working outside of the classroom in order to
solve the lack of time. For this reason, the museum has instructors
that support and encourage students to build knowledge actively
through self-study activities. The students can access the museum
using an avatar. In each exhibition hall of the museum, there are
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different kinds of activities, along with relevant information. The
survey results revealed that the students who visited the virtual
reality museum on the internet showed interest and enthusiasm
in learning more. In addition, the students had more time to gain
more experience outside of classroom and to learn according to
their preferences. It was also found that the most students were
satisfied with the virtual reality resources available. For validating
purposes, a study was carried out in a group with sampling of 80
students.

Therefore, this work gathers the main characteristics of the
works mentioned above. However, it differs from the others
relating to the fact that, it uses a multiagent system, working with
ontologies in order to improve the content recommendation with
educational characteristics through a virtual museum platform.

3 - Virtual Learning Environments

VLEs can be conceptualized as software systems that facilitate the
individual or collective learning processes using electronic media.
They need basically of internet, which provides a lot of manage-
ment functions, such as educational material management, in
addition to monitoring and evaluation of the student learning [8].

3.1 - 3D Virtual Learning Environments

The Creation of 3D virtual environments representing VLEs, al-
lows uses of endless possibilities for creation of environments that
cannot exist physically, or for some restriction, may not provide
all wanted resources physically. Thereby, 3D VLEs allow the
emergence of many innovative ideas for the characters construc-
tion (avatars) and building architectural designs with educational
purposes. In addition, the lack of physical restrictions in the devel-
opment of this kind of environment is quite significant regarding
to the difficulties found in the real environment constructions.

In 3D VLEs there are no restrictions of real life, such as: budget
limitations, soil tests, material limitations, infrastructure require-
ments, sound or even the gravity. Thus, a simple 3D procedure for
instance, may transform and excite the colors of aged walls and
enrich sad architectural styles [9].

Musert: 3D Virtual Museum Immersible and with Content Personalized Recommendation
Ithalo Bruno Grigdrio de Moura, Jodo de Deus Lima, Paulo Sérgio Maia Sousa and Francisco Milton Mendes Neto

3.2 - Vlirtual Museums

Avirtual museum can be characterized as an electronic artifacts
collection and information resources available in digital format.
One of the advantages that a virtual museum can present in rela-
tion to traditional ones, is the digital reproduction of a real object
that still existing or not, offers the possibility to observe and
interact with the works of art belonging to the virtual museum,
which are located in another physical place [10]. Another advan-
tage is the possibility to provide many multimedia resources, such
as: texts, data, graphics and animation resources, improving even
more a visit to the virtual environment [11].

A virtual museum, from the use of technologies for virtual
reality along with all other resources, works as an efficient educa-
tional tool, because it provides information to users that is simple
and easily understood [12].

Even in the face of many resources, researchers concluded
that a VLE cannot replace the interaction between student and
teacher. A problem that occurs in the most of VLEs, it is because
the content is passed to all students in the same way and it does
not change according to their needs. Thus, in recent years,
researchers have attempted to modify this passive behavior and
presented a series of practices and innovative technologies to
reach a new generation of VLEs, where it is possible to have skills
of real interactivity and participation in the learning process [8]
[13]. Thus, this work presents an alternative so the content recom-
mendation be performed in a satisfactory manner.

4 - Software Agents
Software Agents are entities characterized by being autonomous,
proactive and targeted to achieve a goal. An agent, to be con-
sidered intelligent, it has to select for each sequence of possible
perceptions an action that is expected to maximize its measure
of performance, given the evidence supplied by the sequence of
perceptions and by any internal knowledge of the agent [14].
Thus, intelligent agents can perform many tasks in an AVA,
such as the monitoring of user activities, capture automatically
the dynamic context information, such as the preference for a
particular of content kind and frequency of use of resources, in
addition to carry out a customized recommendation of educational
content [15].

207
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4.1 - Intelligent Agents with Pedagogical
Approaches

Intelligent agents with pedagogical goals (IAPG), besides the
characteristics of a conventional agent, it is focusing in achieve
goals that improve the learning of the VLES’ users. Due to that,
the IAPGs have been used as tutors, using cognitive models of
users, for provide a greater support for customized learning.

They have also been used as a mechanism to provide emotional
support. Thus, these agents provide increasingly engagement and
motivation in environments electronics learning [16].

Nowadays, there is an important effort in applying of IAPGs in
learning traditional environments. This occurs mainly due to the
potential of these agents in providing a learning experience with
great wealth of resources besides the exploration of the agents
with social skills, which can provide many learning scenarios use-
ful for collaboration in a VLE [17].

4.2 - Multiagent Systems

There are many concepts that define a multiagent system. One
of them defines that an multiagent system is a computer system
in which two or more agents interact or work together in order to
carry out certain tasks or meet a set of goals [18]. Each agent is
basically an element able to solve problems independently and
cooperates with other agents [19]. In summary, in a multiagent
system, the agents that compose work together to achieve a main
goal or individual goals related. In this way, there is the need for
interaction among different agents to achieve their own goals.
The main motivation for use multiagent systems is related to the
scale of the problem, which may be large enough so that it cannot
be solved by a single agent. In addition, they provide a natural
solution to geographical problems or functionally distributed [19].
Another feature, which is also relevant to this work, is the ability
to provide greater clarity and conceptual simplicity to the project.
5 Ontologies and Techniques of Content Recommendation
Ontology as a computing artifact, describes a domain with a
specific vocabulary, using a set of inferences about the intended
meanings of existing terms in this vocabulary [20]. The main
benefit an ontology is the possibility of communication among
people, agents and systems. Since it allows the reuse, the formal
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representation of concepts and the knowledge sharing [21].

With the advances in semantic web and the use of ontologies,
problems such as: storage, organization, sharing and reuse of
information efficiently can be overcome. Using ontologies to
describe learning objects, enables different educational applica-
tions, sharing and reuse of the same educational content. In addi-
tion, the reading ability oan ontology by computers increases the
access speed to the shared information and the accuracy of the
results sent back [3].

4.2 - Use of Ontologies in Learning Environments
Ontologies can be used to achieve many goals in VLEs, being the
customizing, one of the main applications, for this, uses specific
characteristics of each user’s profile [22].

Some studies suggest a customizing of content based on
ontologies. The main idea of this approach is identifying the user
requirements that in other words, identifies their preferences and
characteristics, and create a model of this user. This model should
contain the knowledge expressed through a set of terms belonging
to a common ontology, allowing adapts the content
individually [23].

4.2 - Recommendation Systems

Nowadays, there is an exponential growth of data sources and this
fact makes the acquisition of knowledge to be increasingly com-
plicated due to the difficulty that users have in identify their real
information needs. Given this, it is increasingly common the use
of Recommendation Systems of (RS), but to achieve their goals,
they use different techniques and strategies for the recommenda-
tion be performed in an appropriate manner to each user, using
information contained in the profile [2] [24].

Generically, the RSs are divided into three categories: Col-
laborative Recommendation Systems (CRS), which conduct the
recommendation process taking into, account the preference
similarities in a users’ group. Recommendation Systems Based on
Content (RSBC), which seek the objects suitability to be recom-
mended regarding the information of user profile. And, Hybrid
Recommendation Systems (HRS), which seeks through specific
techniques, merges these techniques used by CRSs and RSBCs
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[24]. Many RSs use hybrid approaches to combine methods based
on content and collaborative approach, intending to eliminate
certain limitations that these approaches may present when are
used separately [25].

6 - Musert

Due to the greater visual appeal and the immersion sense, the
learning environments that use 3D techniques have created new
possibilities for learning scenarios that weren’t possible before
[26]. Taking into account these characteristics, this work presents
an approach based on IAPGs to carry out the customized content
recommendation in a virtual museum named Musert. The archi-
tecture of the proposed VLEs can be seen in Figure 1.

Before that, however, the visitor needs to make a cadastre
with your personal characteristics that are stored in the ontology
of static context, which contains information such as name, age
and scholarity. Besides this ontology, there is also the ontology
of dynamic context, which is responsible for storing information
such as number of visits, visited pieces, among other information
of dynamic character representing the visitor interaction with
the virtual environment. The following subsections describe the
agents shown in Figure 1, the recommendation based on ontolo-
gies and implementation aspects of the system.

6.1 - Modeling Step

The three-dimensional modeling of the museum was designed
as the first activity to be executed, followed immediately by
modeling the pieces that composes the museum. For this, it was
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used the Blender tool, which is a free and open source software
for 3D modeling, and it has exporter for X3D standard, which is
an open standard for distributing 3D content on the Web. As the
museum will be available on the Internet and because of amount
of the load data, modeling was optimized at a level so that the
graphic quality of the virtual environment does not impede the
use of the museum. Thus, it has been used textures with data size
minimized, but promoting an environment realistic appearance.
Additionally, were used techniques to avoid unnecessary code
replication, and consequently increase the transmission speed
via Internet of three-dimensional models. In the development of
part of the application that is available to the user, been used the
language Java with the Xj3D browser, in order to obtain a viewer
instance and incorporating it to the graphical interface [12].

In this regard, as a result, have the museum modeling and a
great part of existing pieces in the original museum. In addition,
in order to provide a better use and familiarity with the environ-
ment, were used objects which often composes a royal museum
such as: walls and floors with royal textures, staircase, art sculp-
tures and stylized columns. A museum view is shown in Figure 3.
In addition, tests were performed for navigation in the virtual en-
vironment to prove the proposal effectiveness. The results showed
that the environment has all features desired by the project.

m

F2. Blender tool and
museum piece in

modeling stage

F3. External view of

the museum developed



72

CONFIA . International Conference on llustration & Animation
Ofir. Portugal . November 2012 . ISBN: 978-383-37567-6-2

6.2 - Software Agents

This approach implements three agents: Browsing Agent (BAg),
User Agent (UAg) and Recommender Agent (RAg). Each agent
has specific purposes that are related in order to achieve the main
goal that is the recommendation personalized of content.

The BAg has a direct relationship with the proximity sensors
present in the whole museum, mainly on the pieces. Where the
visitor approaching to an piece, the sensor communicates with the
agent that recognizes the visitor’s intention to obtain information
about the piece. After that, the BAg manages the content availabil-
ity along with other agents.

The UAg is in charge to monitor the user’s activities and
retrieve the content preferences of visitor’s profiles from the on-
tologies of static and dynamic context according to their respec-
tive historical the pieces that were visited. Based on the history
of visits, the UAg can check the profile of other visitors who have
historical similar preferences. The UAgs also capture the infor-
mation the dynamic context the user. For this reason, the UAg
performs an action at the moment in which the student is log in
the application. Then, all these information are sent to the RAg.

The RAg is aiming detect the items description that are suit-
able to student profile according to information provided by UAg
and by the information about the museum collection acquired
from the ontology the pieces description. Thus, Initially, the RAg
finds the description that it would be more suitable according to
visitor profile. Then, based on this information, the RAg checks
the amount of visits which the user has done to that item, also
checks the amount of visits to the museum customizing this way
the experience level. Thus, the accuracy rate during the recom-
mendation of the items description which were visited tends to
increase.

6.3 - Used Technologies

The agents presented in this work were developed using the

Java Agent Development Framework (JADE), which consists in
a complete platform for development and implementation of
multiagent systems. It was also used the Blender modeling tool,
which is a free and open source software for 3D modeling and it
has exporter for the X3D standard, which is an open standard for
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distributing 3D content on the Web. In the development of the
application graphical interface, i.e. the visible part to the user, it
was used the Java language with the Xj3D browser, to obtain the
viewer instance and incorporating it to the graphical interface. As
the museum will be available on the Internet and because of the
data transfer, the modeling has been optimized in a level that the
graphical quality of the virtual environment so as to not render the
museum use [12].

The agents presented in this paper were developed using the
JADE (Java Agent Development Framework), which is a software
development framework fully implemented in Java language
for the development of multiagent systems. Provides a set of
technical resources for the development of multiagent systems
that tooth they have become the platform of distributed agents
facilitated management of agents, communication between
agents with messaging. The communication of agents to send
and receive messages. Each agent has received a message box.
Furthermore, it offers the possibility of filtering messages by using
advanced filters in relation to different fields of the received
message [27].

7 - Final Thoughts

Was presented in this paper an implementation based on agents
for content recommendation in a 3D virtual museum. The pro-
posed solution aims at making the learning more suitable, starting
from the visits to the museum in relation to the visitor needs.

As future work, we intend to submit the environment developed
for an assessment of a museologist, in order to the application
has a better approach regarding the content aspect of the items
recommended. In addition, the aim is measuring how much the
approach is accurate in the recommendation execution under the
effectiveness aspect to the teaching-learning process. To that end,
we intend to carry out a case study with a group of a distance edu-
cation course so as to check the impact of the proposed approach
in the content suitability.
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COMMUNICATION DESIGN AND
CULTURAL TERRORISM

Using our skills to breath life into what hides in the shadows
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Ahstract

This paper considers how communication designers can use their
creative skills to engage in art making that is both socially respon-
sible and culturally inclusive. It relies on two case studies where
communication designers collaborated with local communities on
digital story telling projects, which resulted in the generation of a
series of themed animations. Animation shares its derivative with
the Latin word for breath: to draw air into the lungs and spirit,

to inspire, to breath life into: this what these projects sought to
achieve. It traces the history of digital story telling projects, whose
aim has always been to counter the effects that the mass media
and mainstream entertainment industries have played in silencing
marginalized communities. It challenges the belief that commu-
nication design education is about teaching students how to align
with disciplinary norms, which is filled with unexamined and tacit
assumptions about the profession and society as a whole. Rather
it asserts that design pedagogy should be grounded in ethics,
providing students with opportunities to think not only critically
about the world in which they live but which also challenges the
mantle of communication design to create products that encour-
age rampant materialism fostering the shallowness of western
culture. This may seem antithetical to the purposes of design
education, yet almost all university design courses identify both a
worldview and a practice grounded in ethics as desired graduate
attributes. We see art and design education in terms of Atkinson’s
notion of pedagogies against the state, in particular ‘pedagogy as a
form of resistance to liberal democratic economics as the driving
raison d’étre for state education’.
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Painters must want to paint above all else. If the artist in front
of the canvas begins to wonder how much he will sell it for, or
what the critics will think of it, he won’t be able to pursue his
original avenues. Creative achievements depend on single-
minded immersion. [Csikszentmihalyi, as cited in 1]

Introduction

We were first introduced to digital storytelling about a decade ago,
when we were working on large community theatre project with
migrants who lived on an inner city housing estate in Melbourne,
Australia. The project was building slowly, but we had become
anxious that even after six months of working with the residents,
we still had no tangible product on which we could rely. We were
beginning to wonder if anyone would put their hands up to come
forward to be on the stage and as a result, we decided to start
coming up with alternative ways of producing the product we

had been charged with delivering. Of course, we need not have
worried—by the time the show went live more than 350 residents
had helped to shape the show, which went on to win an Australia
day award for community event of the year. However, in a mo-
ment of panic we decided to take some of the personal stories
that had been told to us by the residents and invited a team of
students studying communication design to animate the stories
for inclusion in the theatre show. Instantly we solved a number of
logistical problems inherent in large process driven art-making
activities. Firstly, it provided an opportunity for those who wanted
to be involved in the show, but who were too scared to get on the
stage with the opportunity to be included. Secondly, by showing
the animations when we needed to change the set on the stage,
we diverted attention away from the stage and up to a large screen
located high above where the physical action was taking place.
The animations worked to re-engage younger audience members
with limited attention spans by breaking up their focus, and for
us as the artistic team, we bought ourselves a sense of relief, that
at least we would have some product to show the funding bodies
who had invested in us. Each animation was included as part of
the theatre show, but at its conclusion, whilst the performance
remains nothing more than an ephemeral memory for those who
witnessed it, the animations have a second life, as they were so
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easily able to utilize emerging digital technologies to house the
works produced [2]. But it was this moment of panic that sewed
creative seeds about the power of layering personal narrative

with symbolic imagery, which act to challenge hegemonic ways of
viewing the world in which we live [3]. We watched as a number
of unexpected outcomes occurred for those who had shared

their stories and also for those who had brought their creativity -
breathing life into the stories of ordinary people who had in fact
lived extraordinary lives.

Digital storytelling
Storytelling, which is one of the oldest art forms in human history,
has always been the primary method for ensuring that informa-
tion, wisdom and logic is transmitted from generation to genera-
tion [4]. It assists in the propagation of culture as it communicates
the values and customary practices of a community, providing a
lens through which we see the world [5]. Over the years, story-
telling has always formed a partnership with the latest visual
technologies available, whether that be through illustrative cave
drawings, through to the development of the printing press, from
the development of the moving image on films, television or via
the internet [6]. Also described as multimedia authoring projects
[7, 8] the original aim of producing digital stories that could be
shown via the internet was to counter the effect that the mass
media and mainstream entertainment industries had in silenc-
ing marginalized communities [9]. As a form of social action, it is
located in postmodern concepts of human rights, which encom-
pass key principles including: that everyone should have the right
to experience dignity in their daily lives; everyone should have the
freedom to make choices about their life; the right to develop their
potential as human beings; and to have their culture respected. In
our minds, human rights and social action are inextricably linked.
They represent the two sides of the same coin. Human rights
refers to a set of beliefs that drive personal action. Social action
refers to the way that a person demonstrates their commitment to
human rights principles.

Lessig argues that the power of digital storytelling is that it has
the ability to be socially inclusive, which in turn causes disrup-
tion to the dominance that commercial media plays in distribut-
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ing and propagating messages about what and who in this world
matters [10, 11]. The notion of being excluded from the cultural
production and the visual representation of a community of which
one is a part, interests us greatly. We can extrapolate from other
disciplines that focus solely on visual communication just how
pervasive its effect can be on ones psyche. Crain, former senior
editor of America’s leading publication on advertising, notes that
only 8% of the messages contained in adverts are received by the
conscious mind, with the other 92% being worked and reworked
over time deep within our subconscious [12]. Who is represented
and what they are doing in that environment sends strong mes-
sages to us about who belongs. Equally, Foucault [13] notes that
discourses, through which power is circulated, are characterized
as much by who is excluded as they are by who is represented.

In taking this idea further, Kilbourne in her ground breaking
documentary directed by Jhally about how women are portrayed
in the media, notes how visual communications sell messages of
normalcy - of who we are and who we should be. She states:

And just as it is hard to be healthy in a toxic physical
environment, where the water may be polluted, it is difficult to

be healthy in a toxic cultural environment—an environment

that surrounds us with unhealthy images, where our health is

sacrificed at the expense of profit [12].

Bourdieu [14], in discussing cultural value and its link to status
within the community defines this concept as symbolic capital.
He believes that symbolic capital can be embedded in the built
environment and that artifacts or signs of cultural production
can become the authoritative embodiment of cultural value. The
housing estate on which we worked was located less than four
kilometers from the city centre. It is located in Brunswick street,
which has been heritage listed as a site of cultural significance.
The local traders association describes the suburb in the local
newspaper in the following glowing terms:

Loved by locals, adored by visitors, Brunswick Street is

one of Melbourne’s most exciting shopping strips, with an indi-

viduality and flair that is so very ... Brunswick Street! One of

Melbourne’s original shopping precincts, Brunswick Street has

grown over the years to become an eclectic mix of cool cafes,

up market restaurants, boutique and antique shops. It has an
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unmistakable atmosphere of creativity, which throbs from the

pavement on which so many of our finest artists have walked.

In recent years Brunswick Street has become a popular must

see for tourists, who fall in love with this epitome of café society

and the heart of Melbourne’s cultural life. [15]

Images of Brunswick Street and the culture it contains are
commonplace. You see them on billboards, in magazines; it is
used regularly as a film location and features on most council
communications. Yet when we look at the images we note the pat-
tern that is emerging. We note what is not included, what has been
left out of the images, what has been forgotten: the flats and the
people who live there. It is as if every time a photographer takes a
picture of Brunswick Street they stand with their back to the flats,
ignoring their existence. They are eradicated from the view of
what constitutes culture even though they house 3000 individu-
als who bring to the street 38 culturally and linguistically diverse
identities. With this in mind, in an attempt to heal what Vellet
[16] refers to as ‘cultural wounds’, telling these stories becomes of
crucial importance, and for us it becomes important that we use
our creativity ‘as if the world matters’ [17].

How the estates are represented, and the examples of cultural
production they include act to tell us what is valued and who
matters and it is not hard to decipher the messages [18]. This is
because our vision has become highly specialized as a result of
technological developments, meaning that we are now quite capa-
ble of quickly classifying what we have seen as soon as we register
what it is [19].

From the subway to the supermarket we are constantly
confronted with signs logo’s packages posters publications and
advertisements that have been designed to illicit a response:
stirving the emotions, guiding the intellect, conveying social
values. In contemporary culture literacy depends not only on
the alphabet but also on a vast vocabulary of visual styles and
symbols—they help to shape the meaning of everything we see
and read. [20].

On a housing estate, it is not hard to see what society privileg-
es or what values we serve. It is the intersubjectivity of the estate
environment that allows for the formation of a shared sense of
collective self and either a willingness or unwillingness to take ac-
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tion [21]. It is clear that the way that power is transmitted between
generations living on the estates disadvantages them within
certain institutionalized settings.

Because digital storytelling focuses on personal narratives, the
process allows participants to find their voices whilst also plac-
ing aspects of their experiences into public awareness [22]. The
multimodal approach to art making, which starts with the spoken
or written word, which is then transformed into a visual medium
provides us with further opportunities to ‘thicken’ stories and the
opportunity to review the emphasis of the narrative. As Rog-
ers states, when discussing the multimodal approach ‘a creative
connection occurs as one art form kindles a response in another
art form’ allowing for the processing of information and for new
meanings to be made [23]. In this way, digital storytelling has the
capacity not only to shift how the maker understands themselves
but when grouped with similarly themed stories provides us with
the larger story—a meta view of the world and our place in it [3].
This also provides us with the opportunity to challenge wider so-
cial and cultural discourses because we can see how and where we
belong. As a socially inclusive process, [10, 11] it also provides par-
ticipants with the opportunity to contextualize their experiences
within wider discourses. There is much evidence that art making
has the capacity to shift how individuals understand themselves,
which in turn changes how they see their ability to contribute to
the wider community [24-27]. The act of telling stories about the
critical incidents in our lives provides us with the opportunity to
construct new ‘social, cultural and historical understandings’ [2].
As a tool for empowerment it is currently used in a wide range of
educational and community settings [28], as a technique for com-
munity engagement and as a therapeutic medium [29]. One thing
we know for sure is that ‘We live our lives according to the stories
we tell ourselves and the stories that others tell about us’ [30].

Washington & Moxley [22] assert that using creative means
as a tool for social action provides the audience with new and
sometimes disturbing knowledge, that may exceed their own ex-
periences. It demands that the audience respond to what they see
and hear, placing an onus on them to be part of the solution and
rousing people to action [31]. Washington and Moxley [22]
regard that:
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From the standpoint of social action, the portrayal of the lived

experience may be adept at stimulating public awareness,

arousing public indignation, and fostering collaborative ac-

tion to find ways of rectifying human tragedy.

When the animations were shown for the first time, we asked
alocal community worker to sit with one of the residents who
had shared with us her story—to witness it with her. She had
shared with us the story of how she had arrived in Australia from
Vietnam, via refugee camps; a journey she made on her own as
a small eight year old. She was the only member of her family to
make it out of the country and it tells of how she had to survive on
her own. When she has told her story to us in the past, her sense of
guilt—at surviving, at the expense of her family is always palpa-
ble. She sends most of her wages home to her family and aims to
create a thousand crane birds each week—her own personal vigil
of her hope for peace. She does not see herself as a survivor, or as
an extraordinary woman who had the courage to live, without the
support of her family of origin; she does not see herself as a pro-
fessional woman who has a university degree, which she now uses
to help others. She does not see herself as the unwilling pawn in a
war built on greed that tore innocent families apart, asking them
to make unconscionable choices about who should live or die.

Her eyes were glued to the screen, at first disbelieving what
she saw. She watched it a number of times as slowly the power of
what she saw sunk in. White and Epston [32] believe that as we go
through life, we tend to ‘internalize certain beliefs about ourselves
that blind us to many other vital experiences in our lives’. It is as
if we each have inside of us a small tape recorder that tells and
retells us the dominant story of our life—who we are, where we
fit and why we are the way we are. Our tape recordings allow us
to make sense of our lived experiences, which are shaped by the
political and cultural circumstances in which we live; and it takes
on the values they contain which help form the self identities we
project out into the world [33]. Having discarded or ‘pruned’ those
events that do not fit with the dominant evolving stories that we
and others have about us, the stories become embedded into our
psyche. Thus, over time and out of necessity, much of our stock of
lived experience goes unstoried and is never ‘told’ or expressed
[32]. Digital storytelling is interested not only in the deconstruc-
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tion of self narrative but also in the dominant cultural knowledge
that a person lives by—in other words ‘the deconstruction of the
discursive practices of our culture’ [34]. It is interested in decon-
structing notions of truth, which will always be pluralistic and
relative [35] but it is here where the biases and prejudices hide,
which seek to subjugate a person’s life [34]. The deconstruction
process involves externalizing the stories that speak of identity.
Telling ones story elicits one way of understanding the dominant
story. By having an artist thicken the story, through the layering of
visual images allows for new understandings and connections to
be made in how the story is contextualized. It acts to externalize in
the most literal sense [36]. The story this woman shared with us is
not unique—64% of the residents who live on this housing estate
were born in Vietnam, all fleeing from a war that did not need to
take place [37]. Telling her story mattered to her neighbours and
to their children and sought to contextualize the struggle that this
community experience as they start new lives in Australia leaving
behind a familiar landscapes and significant family members.
It is the same with other discreet communities that we have
worked with. Coming to understand that dominant ideologies
impact on the sense of self in unhelpful ways is always liberat-
ing. A few years ago, we started working with people who had
experienced homelessness. They told us their stories, about
their pathways in and out of homelessness and we captured the
specificities of their stories as a set of animations. These captured
the sheer heartbreak that their lives had included, celebrated
their triumphs and together used the process to make sense of
our lives. Every night in Victoria 23,000 people will be homeless
and nationwide more than 100,000 people will be homeless [38].
The pathways into homelessness are complex and varied. They
include a lack of affordable housing, substance abuse and the
lack of needed services, mental illness, domestic violence, family
crisis, and poverty or insufficient income [39]. Fiscal, social and
public policy contribute to homelessness as can cultural causes,
such as the provision of inappropriate housing for migrants and
indigenous communities [38].

As one of our most vulnerable communities, the homeless
experience discrimination on a daily basis. They are excluded
from many services that we take for granted. They get trapped in
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cycles of dependence, they find it hard to hold down jobs and they
begin to appear more frequently within the justice system, creat-
ing a never ending spiral of self loathing. They are judged for how
they look and smell and they are treated as if they are dangerous
and delusional, rather than being seen as human beings who have
lived through hard times. The discrimination this community
experiences is extreme: it keeps them trapped in cycles of poverty
that impact harshly on their health [40]. The links between pov-
erty and discrimination have been well documented [38, 41] as
has the costly impact with which this behaviour burdens the entire
community [42]. There is no doubt that homelessness and poverty
are among the most serious socio-economic and health issues
confronting Australia and the western world in the twenty first
century [22, 38].

When working with this community, the stigmatization associ-
ated with having experienced homelessness was conspicuous. It
affected every part of their being including their self confidence
and belief'in their ability to participate in community life. As we
listened to their stories, we became aware of how unique each of
their stories were—there is no one pathway into homelessness
or out of it. The common belief that homelessness only affects
a certain sector of the community or that it is their fault that
they ended up living on the streets were myths that needed to be
busted [3]. It became apparent to us as we witnessed their stories,
that their personal narrative was that they had done something
to deserve what had happened to them; that they were funda-
mentally flawed and had brought this on themselves. Seeing their
stories honoured in film was a life affirming experience. It allowed
the participants to reauthor their story this time within a frame
that helped them to understand the ‘why’ and to see themselves
as courageous survivors not flawed victims. By taking the problem
outside of their heads and placing it on film it gave them a more
objective way of viewing their story and slowly they started to see
how fate, politics, greed and sheer bad luck had kept them mar-
ginalised and incapable of making change in their own lives. They
realised that by sharing their stories with others that they had
something to offer the world, that they belonged and mattered.

It was an important way of building self-esteem in a community
that is constantly marginalized as a result of life experiences that
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many of them had no control over. Seeing their story side by side
with others who had experienced similar tragedies acted to con-
textualize their lived experience within a wider cultural context.
As with most digital media storytelling projects, the process had
the ability to instill confidence in participants, as they come to
realize that their life story is unique and worth telling [43].

Communication designers
Something powerful happened for those students who used their
skill to animate these extraordinary stories. The process provided
the students with valuable industry experience but more impor-
tantly with the opportunity to think not only critically about the
world in which they live, but also to think about how designers can
make ethically responsible work, rather than churning out logos,
brands and adverts aimed at what Allen [44] believes encourages
rampant materialism and fosters the shallowness of western cul-
ture. It challenges the belief that communication design education
is about teaching students how to align with disciplinary norms,
which is filled with unexamined and tacit assumptions about the
profession and society as a whole [45].This may seem antitheti-
cal to the purposes of design education, yet almost all university
design courses identify both a worldview and a practice grounded
in ethics as desired graduate attributes. We see art and design
education in terms of Atkinson’s notion of pedagogies against
the state, in particular ‘pedagogy as a form of resistance to liberal
democratic economics as the driving raison d’étre for state
education’ [46].

Working within community settings is not a novel concept
for artists. Artists, either individually or whilst working alongside
communities often tell and retell histories, some autobiographi-
cal, that attempt to depict historical stereotypes or assumptions
that have shaped collective memory and identity [47]. Located in
Freire’s theories of empowerment through participation [2, 48],
the art we make demands that designers use their skills to become
part of the solution rather than as one of those who sit on the
fence silently yet vicariously supporting the problem [48]. One of
the project team described it like this:

You know, I don’t think I ever told you this but doing
that job with you at the Fitzroy flats completely changed my
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life. For good, I mean. It was one of the first times that I did a
Jjob and came out of it feeling so proud that I really felt like I
had helped make a positive difference to peoples lives [49].

Conclusion

Benmayor suggests that digital storytelling has become a signa-
ture pedagogy for the new humanities, as it provides a powerful

medium for learning that traditional writing can no longer offer

(Benmayor, 2008; Coventry, 2008; Leon, 2008). By layering

the spoken word with visual images it provides opportunities to

thicken stories—stories that need to be told in order to challenge
hegemonic ways of viewing the world in which we live.

Freire states that every human being, no matter how ignorant or
submerged in the culture of silence he may be, is capable of look-
ing critically at his world. Provided with the proper tools for such
an encounter, he can gradually perceive his personal and social
reality as well as the contradictions in it and critically deal

with it [48].

Nearly two thirds of the world still dream of a life where they can
experience freedom from fear but for artists privileged enough to
live in the western world, the challenge is not to fear our freedom.
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INFORMING WITH ANIMATION

The raise of the new language of ‘informanimation

Nicolo Ceccarelli.1
ceccarelli@uniss.it

Abstract

Among the many innovations that have recently affected the
world of animation, over the last few years we have witnessed a
new trend, that we have called ‘informanimation’, that exploits
the versatility and communicative potential of the moving image
language to deliver contents that are mainly informative.

This article, by presenting the unfolding scenario, aims at high-
lighting the foundational nature of the hybrid language that is
taking shape around this new trend, underlining how the original
combination of elements coming from different fields: animation,
graphic design and visual communication, typography, infograph-
ics and motion graphics, is today offering us an extraordinary
communicative palette. In order to do so, the article discusses
specific aspects of this new area of study that make it unique and
worthy of further investigation. The article discusses the theme
through a short historical perspective and the analysis of a se-
lected group of case studies. Finally, by focusing on some possible
future developments of this new ‘genre’ we introduce potential
synergy opportunities with the new scenario resulting from the
expanding communication space defined by social networking.
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1 - Introduction

Research work carried out over the past few years at the animazi-
onedesign laboratory of the Department of Architecture Design
and Planning of the University of Sassari (Italy) has highlighted
the emergence of a new area of study, that we have called
‘informanimation’ , which over the last years has been increas-
ingly developing its presence on the internet. In the track of the
web 2.0 culture [1], we are in fact seeing more and more opinion
groups, non-profit associations and organizations, with particular
emphasis in social, environmental, humanitarian areas, exploring
the potential of this new form of communication to develop new
channels of communication with an ever widening web-based
audience, giving shape to new forms of awareness, participation
or even simple information.

The role of animation’s language capacity to communicate in an
effective and concise way plays a key role within this context, con-
tributing in making complex sets of information more accessible
and understandable to the public, and supporting the develop-
ment of new social processes.

But do we really need another neologism to describe an area
that clearly has strong connections with other forms of communi-
cation which have themselves recently gone through interesting
developments? There is no doubt, for instance, about a strong
contact between informanimation and infographics, and its use of
diagrams, elementary graphic and visual coding, to convey ideas.
Informanimation also has much in common with motion graphics,
where a concise way to vehicle information is achieved by moving
graphic elements and by reinforcing concepts with typography,
often in combination with sharp editing, music and sound effects.
Although the existence of obvious-and often very fertile-points
of contact with many areas of contemporary communication, it is
our opinion that informanimation must be seen as a completely
new formula, which combines in an original arrangement, ele-
ments coming from other disciplines.

In fact, the very fact of being a hybrid form of communication
is what makes informanimation not only attractive, but also very
powerful. Being able to take advantage of an iconographic uni-
verse and a multi-disciplinary background that spans from graph-
ic design and visual communication to typography, from info and
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motion graphics to journalism and content editing, makes it easy
for informanimation to play at a multitude of different communi-
cative levels. Allowing it to ‘speak’ in a direct and effective way to
different kinds of audiences, and hence, to respond to the many
informative challenges of our time.

Another crucial question deals with informanimation interact-
ing with the contemporary scenario of communication on social
networks. Being a true medium of the age of internet networking,
the success of informanimation as a form of communication is
tightly connected with the growing attitude of sharing fragments
of information, very often images or videos, within a web-based
community. In this perspective short informanimation films
increasingly play a key role in the building of social or environ-
mental awareness campaigns-as elements capable of engaging
the public’s attention on a specific issue.

As we shall see, either aspects: the ‘new’, hybrid and inte-
grated communicative palette of informanimation and its being
intertwined with a wider and articulated informative system, are
what make this emerging actor in the universe of contemporary
communication particularly worthy of being researched in depth.

2 - Historical perspective: notes about the
transformation of a storytelling pattern.

The practice of exploiting the language animation to achieve in-
formative objectives, primarily within the production of instruc-
tional films and documentaries, is something as old as cinema
and animation themselves. Although confined to an undoubtedly
minor genre, this practice had lead to the production of many
films, often of very high quality [2].

Some of the key communicative elements of this genre can be
found among the very first samples of informative animation, as
in the case of Winsor McCay’s 1918 “The Sinking of Lusitania”.
McCay’s dramatic reconstruction of the sinking of a passenger
ship by a German U-Boot, is a very moving film as well as a true
technical masterpiece. Animation is in this case used as a tout-
court narrative solution: a way to tell the story in absence of actual
material -none to record the torpedoing of the ship and its sinking
on film- while keeping the audience’s attention. It is solely thanks
to McCay'’s fine fictional animated sequences that the audience
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can witness the ‘actual’ events.

As cinema started making its way as the emerging channel of
communication of the 20th Century, other examples reached new
audiences. Animation, mainly combined with live action se-
quences, found a new dimension, particularly in specific instruc-
tional films devoted to scientific or technical visualization, and
increasingly in the area of medical education [3]. In this area of
application animation has been used more and more to visualize
not only events of the past, but abstract concepts and phenomena
otherwise invisible to the naked eye [4].

An early example is “Skin”, a medical informative film produced
in 1926 by the Department of Biology and Public Health of MIT.
The silent film relies on on-screen written text to present its vari-
ous chapters to the audience, combining live action set-up scenes
with zoom-in-like enlarged stylised diagrams. Among other
things, the graphic charts present cut-outs of the epidermis, the
(animated) behavior of cells and of hair follicles. Post-production
compositing of the action, supposedly performed by a doctor, of
a pointing stick, adds a final touch presenting information in the
form of some kind of dynamic black-board.

“Fly American!’” is an early promotional film, produced by
Progress Film Company, Chicago, for American Airways in 1933.
The film aims at depicting flying as the new mean of fast trans-
portation in the American continent, combining aerial landscape
footage taken from a real plane, and mock-up travel scenes with
actors playing the role of flight crew and passengers.

Animation is used in short sequences showing the itinerary as the
plane flies from Chicago to New York; presenting very graphically
how radio impulses are used to guide the airplane through its
course. The film also includes partially animated early examples
of infographic charts depicting the increase of passenger traffic
from 1928 to 1933 and a clock-shaped chart comparing travelling
time between train and airplane.

Animation played an important role as a tool of propaganda
during WWII. Widely used to entertain and inform soldiers,
animated sequences often served as humorous introduction to
war news. Here, in order to lighten the atmosphere, the enemy
was made ridiculous through highly exaggerated caricatures.

But animation was also used in classified training films. An
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example following both patterns is the 1942 training film “Stop
that Tank!”, produced by Disney Studios for the National Film
Board of Canada, aimed at training infantry soldiers on the use
and maintenance of the Boys MK-1 anti-tank rifle. This film is
particularly interesting in our perspective for it seamlessly blends
two opposite extremes in the use of animation in informative
documentaries. The first is purely entertaining and narrative: the
film is introduced by a long sequence in the style of humorous
cartoons showing a caricature of Adolf Hitler being sent in front
of the Devil, and ends with a ‘Snafu-like’ cartoon soldier character
passionate with his Boys rifle to the point of taking it to bed every
night. The middle section of the film is instead characterized by a
second approach, mainly informative: the atmosphere gets much
more serious as the audience is confronted with how to use the
deadly weapon, through extremely accurate animated drawn and
photographic technical explanations.

Stop that Tank! is a mature example of the exploitation of ani-
mation’s vast repertoire of ‘tones’ to successfully convey complex
contents, such as the technicalities of the anti-tank rifle.

In the classic “Why We Fight” series of documentaries, a mas-
sive propaganda effort in seven episodes directed by the US War
Department film section’s director Frank Capra between 1942 and
1945, short animated sequences produced by Disney’s Studios are
combined with archive footage of fighting, to illustrate graphi-
cally, and very effectively, the Nazi’s battle strategies and plans to
conquer the world.

After the war informative animation becomes the vehicle of
large awareness campaigns in social, political and often public
health, as in the case of the next film we will examine. The ani-
mated short “Inside Magoo”, produced in 1960 for the American
Cancer Society by UPA and starring the highly empathic character
Mister Magoo, follows the tradition of using animation to engage
the public and hence transmit practical information (here the
‘seven danger signals of cancer’, a list of possible symptoms that
may indicate the illness) encouraging viewers to have a regular
medical checkup. What makes this film interesting in our perspec-
tive is that it explicitly mentions the role that animation can play
in transmitting social messages. The film is preceded by a short
introduction presenting the evolution of the moving pictures and
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animation’s role in this process to tackle ‘serious’ topics. In the
introduction sequence Steve Bosustow, one of UPA’s founders
comments that “at first it was believed that animation could only
use humor, but soon they found that sometimes a drawing was
clearer than a picture, or a drawing could take you were a camera
could never go”. Shortly after, actor Jim Backus (Magoo’s voice)
adds: “by being funny I hope I can make you watch and think
about something you maybe don’t want to think about...”.

Once again animation is used manly as a way to engage the pub-
lic, taking advantage of the popularity of its characters to present
facts that may sometimes be unpleasant. The cartoon starts by
presenting a series of situations where Mr. Magoo is a stubborn
character refusing to go to his check-up. When Magoo eventually
goes, he finds out he is perfectly healthy. The closing live action
scenes take us to a pretend medical practice where-with the aid
of amusing stop motion effects-Jim Backus gets his own check-up
assisted by a real doctor who reassures the public on what a typical
medical examination is about.

At the dawn of the Sixties informative animation finally starts
departing from the traditional model based on the combination
of narrative tricks and of its characters’ empathy, turning to new
formulas. Now putting the transmission of informative contents
in centre stage, we see an evolution towards mature solutions
that represent true milestones in the field. The role of anima-
tion changes from basic tool to engage the public to a new form,
gradually blending with other elements of communication. The
resulting language is a powerful mix in which clever direction and
careful design take a crucial role.

A sharp example of this new approach is the 1960 indus-
trial film Elea Class 9000”, produced for the Italian computer
company Olivetti, a leading corporation in industrial and corpo-
rate design, to introduce a new mainframe computer. The film
presents the company and describes the birth of its innovative
computer by showing live footage of the factories, the workers,
the laboratory researchers, as well as the new piece of equip-
ment. Live action shots and interviews are enriched by interesting
animated sequences, developed by Olivetti’s art director Giovanni
Pintori and animation masters Gianni Polidori and Giulio Gianini
(the film’s music score is by Italian composer Luciano Berio). The
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animation is used here to present complex and abstract (at least

at that time) concepts, such as the inner workings of an electronic
computer and how the use of information technology can improve
production management in a car factory.

The key element of such new a approach is that animation has
abandoned a supporting role, such as illustrating minor details

of the main story: animated scenes are now part of the narrative
backbone of the film.

Let’s now turn our attention to one of the most important
pieces in the history of instructional films, a true cornerstone in
the process we are taking under scrutiny.

“Powers of Ten” is a 1968 scientific documentary by American
designers Ray and Charles Eames aimed at explaining the relative
scale of the Universe in factors of ten . An adaptation of a 1957
book by Kees Boeke, Powers of Ten is an early multimedia show.
A true masterpiece in scientific visualization, ‘Powers’ is a motion
picture that blends in a new communication ensemble photog-
raphy, graphics and illustration. The film presents a fascinating,
and to some extent ‘fantastic’ visual journey through magnitudes
without using any actual footage, solely relying on the clever com-
positing of a collage of different images and basic camera effects.
A key element here is the exquisite design, the rigorous direction,
and the pioneering graphical interface used to frame all different
elements into a coherent scheme.

3 - Informanimation

The legacy of films such as “Elea 9000” or “The Powers of Ten”
is directly connected to recent trends, tightly associated with the
digital revolution, and particularly to the ease with which it allows
the creation, editing and combining of visual material from a wide
variety of sources. The accessibility to production tools that are
currently available to communicators: be they animators, illustra-
tors, graphic and media designers, or just the curious, has reached
unprecedented levels.

At the same time, authors can today share and distribute their
design work easily and for free on a variety of ‘new places’ (You-
Tube, Vimeo, Social Networks), with a virtually unlimited poten-
tial audience. This emerging scenario has stimulated the produc-
tion of a new generation of audio-visual projects, strongly based
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on animation, and primarily concerned with social, environmen-
tal, political and scientific issues. We have called this new field
‘informanimation’. We will now try to outline some elements that
are common to this very wide area by analysing three projects.
Jonathan Jarvis’ 2009 “The Crisis of Credit” is an informative
animated film that combines icons, typography, simple charac-
ter animations and camera movement, isotype-like charts and
moving diagrams, within an extremely neat vector-like graphic
style, to describe in less than ten minutes the recent credit crunch
crisis. Started as a personal project by American interaction and
media designer Jarvis,”The Crisis of Credit” has rapidly become
an internet success.

Another interesting example is the 2011 animated short “The
Coalition of the Willing”, the product of the “Coalitionfilm” col-
laborative effort. Under the direction of Simon Robson and Tim
Rayner, a network of twenty four studios and authors around the
world have agreed to contribute to the development of this pro-
ject, giving life to a fifteen minutes animated short film “about an
online war against global warming”, composed by a wide variety
of graphic styles and visual approaches.

In 2010 the British Royal Society for the encouragement of
Arts, Manufactures & Commerce (RSA) turned to Cognitive Me-
dia in an effort to translate in visual form part of the conferences
that they organise on a regular basis as part of their institutional
activities, previously recorded as video lectures.

The result is a series of beautiful online animated shorts (one
of which is “Changing Education Paradigms”) based on Cognitive
Media scribing and visual synthesis techniques and hand-drawn
schematic diagrams. As Cognitive Media remarks: “The com-
bination of the great RSA audio content, the mechanism of the
Cognitive Media visual ideas and direction and the technological
platform of YouTube all work together as a triumvirate attracting
and engaging viewers all over the world”.

Animation has traditionally taken advantage of its ‘semantic
versatility’, by exploiting a vast repertory of visual solutions to
achieve an assortment of communicative results [§]. By adding
such natural properties to the communicative add-ons of the
musical score, sound effects, the power of the language of cinema
and storytelling , animation can further enrich its capacity to
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convey meaning and emotions, standing out as one of the richest
available forms of communication.

On the other hand, the visual variety and communicative rich-
ness of the examples we have discussed earlier show us how the
new formula that we have named informanimation has incorpo-
rated elements coming from the traditions of a variety of differ-
ent areas of visual communication. In informanimation graphic
design, motion graphics, info-graphics, typography and illustra-
tion join forces with animation to shape a completely new form of
language, an entity that is an original combination of all
these areas.

Being able to take advantage of a set of communicative ele-
ments, from various areas is a great opportunity, but as a matter
of fact it is the combination of such communicative properties
and the current scenario of social networking that makes this new
genre stand out as an important player within the contemporary
landscape of communication.

Discrete units of information based on the language of anima-
tion, of different lengths and at different degrees of informative
depth, have today become the kernel of an increasingly sophisti-
cated communicative system distributed on a network of nodes.
The informative eco-system that has evolved around the “The
Story of ” Project (http://www.storyofstuff.org/) initiative is a very
good example of this trend.

A twenty minutes animated documentary, produced by
FreeRange Studios with American activist Annie Leonard, “The
Story of Stuff”, discussing current consumerism models and their
impact on social and environmental issues, is at the heart of a
stimulating network of initiatives, rapidy attracting in a huge com-
munity and giving life to a vast series of spin-off activities.

Not only the original film has been followed by other and new
‘stories’ (of Change; of Broke; of Citizens United vs. FEC; of
Electronics; of Cosmetics; of Bottled Water; of Cap & Trade). The
“Story of ” Project is today a reference point for new patterns of
social initiatives and participation, taking maximum advantage of
the contemporary scenario of social networking, web and mobile
communication.

These documentaries are ordered in sub chapters, and can be
seen either as a closed product, to be watched as a whole in a sin-
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gle session, or as the starting point for various further activities:
the guide for a deeper research or to further reference material,
the starting point for a local action group. A ‘simple’ animation be-
comes thus the core of a vast and successful awareness campaign.
“The Coalition of the Willing”, that we have discussed earlier,
follows a very similar approach, and more mew projects, like the
recently released “Do We Really Need Industrial Agriculture to
Feed the World?” film, from the Food MythBusters Organization,
are following this track.

A brilliant piece of informanimation, “The Clock is Tick-
ing”, produced by Portland Oregon based advertising agency
Wieden+Kennedy, is at the heart of the girleffect initiative (http://
www.thegirleffect.org), a non-profit organization aimed at ending
poverty and offering equal potential to 600 million adolescent
girls around the world.

4 - Conclusions

The creative area that we have named informanimation unfolds in
front of us as a perfect example of communication forms to come.
The animated pieces we have described take their communica-
tive strengths from the combination of a variety of languages and
formulas from the world of visual communication, storytelling,
journalism and content editing, giving shape to a new form of
communication that stands out as one of the true novelties in the
contemporary arena of global communication.

These new forms of animation come in a varied array of
formats; are increasingly dynamic and interactive; are meant to
be shared, watched on-line and on mobile devices. Furthermore,
rather that unique artistic statements, such informative products
are part of distributed communication systems, often very sophis-
ticated. Finally, as elements of the contemporary communication
space, they can expect to reach audience numbers uncommon to
traditional animations.

“The Clock is Ticking’” reached 3.861.979 internet views at
time of writing.

Informing with animation. The raise of the new language of ‘informanimation’ M
Nicold Ceccarelli

References

1 O’Reilly, T., What Is Web 2.0 Design Patterns and Business
Models for the Next Generation of Software.
http://oreilly.com/pub/a/web2 /archive/what-is-web-20.
html?page=1

2 Ceccarelli, N., Historical perspective of animation in docu-
mentary film. In: Turri, C. (ed.), IP Informanimation 2012,
research, education and design experiences. pp. 118—123, Franco
Angeli, Rome (2011)

3 Keller, C., Brought to Light: Photography and the Invisible,
1840-1900, Yale University Press, San Francisco-New Haven
(2008)

4 Ceccarelli, N., Let’s get abstract! The language of animation
in documentary films between information and storytelling. In:
Ceccarelli, N., Turri, C. (eds.), IP Informanimation 2012, research,
education and design experiences. Franco Angeli, Rome (in print).
s McCloud S., Understanding Comics: The Invisible Art,
Harper-Collins, New York (1994)



242 CONFIA . International Conference on llustration & Animation 243
Ofir. Portugal . November 2012 . ISBN: 978-383-37567-6-2

ANIMATION AND INTERACTIVITY IN
GOOGLE ILLUSTRATED LOGO

Rocio Cifuentes Albeza.1
reifuentes@umh.es

Ahstract

One of the main characteristics of Google’s visual identity, and in
particular of its logo, is its progressive approach towards images
that are somewhere between open and polymorph, conceived of
with a chameleon-like ability to transform. Google’s search engine
homepage gets millions of hits from all over the world, and is thus
the shop window that allows the company to get users’ attention
via Doodles or illustrated logos.

The latest Doodles produced by the search engine have been
focusing on offering new brand communication solutions that
are somehow linked to the entertainment industry and primarily
based on the use of animation, interactivity, sound, etc. as part of
the temporary logos.

Updating contents is integral given organizations’ need to com-
municate with their audiences in contemporary ways as required
by the current media environment and brutal

competition.

This led us to look further into the first Doodles to transcend
the static images that had been used since the search engine was
first created in 1998. Although there is no doubt that the decision
to illustrate a corporate identifier was a totally daring and innova-
tive idea in the company’s beginnings, the current situation poses
new challenges that have to do with more attractive ways to refer
the events the corporate identifier alludes to. The inescapable
need to plan and design more sophisticated ways to communicate
as far as the resources in use are concerned becomes clear if we
take a look at the new ways in which these identifiers are being
dealt with. According to the US Patent and Trademark Office,
Google’s logo, and, in particular, Doodles are a patented method
to encourage access to a certain website.
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1 - Introduction

The Western world is living a historic time with brands being part
of contemporary popular culture and corporate identifiers being
integrated in all kinds of different spheres. Research is being done
not only into new ways to improve the image of products, services
or ideas, but also into new formulas to cultivate the loyalty of
customers and attract new ones, in a market organizations have
saturated with many slightly different outputs.

Conceiving a brand nowadays has little to do with the trend that
used to be in vogue when modern brands were born - relating
them to the idea of firm or manufacturer’s hallmark linked to a
certain product rather than to the intention of selling the brand as
described by Costa [1, p. 79].

Google Doodles follow these parameters, for they are outputs
issued by the company and aiming at the users of the search
engine. These logos aim at reaching their audience by being
fundamentally fun. We’ve known of this “way of doing things”
since 1998, when illustrations of Google’s own corporate identifier
inspired by the festive idea of celebrating certain events began.
More than 1000 Doodles have been published on the company’s
homepage, and the number of online Doodle users and fans is
objectively quantifiable. Their repercussion transcends the limits
of the search engine interface, their audience being definitely
responsible for the generation of Google- and Doodle-related
contents constantly posted in a number of websites. It was this
consideration that led us to enthusiastically study the keys to their
success.

2 - Background, methodology, objectives and
hypothesis

Our obvious interest in Google Doodles led to a research that’s
been going on since 2009. Our work has always been mainly
oriented towards studying the value of the ephemeral and the mu-
tability towards more effective, non-static corporate visual identi-
ties, that is to say, identities that avoid those images Gonzalez [2,
pp. 69-70] named close images because of their minimum per-
missibility regarding the liberties to be taken. This decision, which
affects the corporate identity marks of an organization, is due to
different reasons we won't be getting into, for it would exceed the
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limits of this paper, and we’ve already covered the matter [3].

This endeavor led us to consider the publication patterns of
Doodles, back in 2011, aiming at proving how some of these pat-
terns are actually constant features of Doodles, and represent an
intrinsic part of their very essence. The results of that study gave
us some very useful information regarding the origins of the most
recent Doodles that are the focus of our current research. Having
taken that into account, we went on with the study, focusing on
reviewing the units implicit in Google’s corporate identifier and
its declension. The Doodles’ ephemeral configuration, which con-
sists of illustrated identifiers incorporating opportune messages
for the celebration of certain events, with a strictly limited validity
of one day, led us to develop and propose an analysis model. This
model covers all the morphological variants that can either be
maintained, transformed or erased from the Doodle. The aim of
the model is to provide a relative measurement of the originality-
triviality and redundancy-information dichotomies suggested by
Moles [4, p. 140] as factors taking part in the effectiveness of the
image. “Change”, the value of the unpredictable, doesn’t disori-
ent users, but rather triggers their interest and motivation. Our
method specifically measures the relation between recurrence
and originality based on the modification (or its absence) of mor-
phological aspects of the logo and whether or not it is recognizable
and able to build costumers’ loyalty thanks to this strategy.
Finally, in 2012 we set out to walk along a new road due to the fact
that the variants incorporated by recent Doodles, which accord-
ing to our hypothesis coexist with certain constant features we’ve
already analyzed, lay new foundations for further research. We
will set out how new types of Doodles coexist with old ones, and
will put forward a wide and extensive range of subgroups distin-
guishable among the bigger group that brings together all of these
special illustrated logos.

There’s some sort of parallelism between interactive Doodles
and the well-known phenomenon of advergaming. We will deal
with this parallelism in greater depth by carrying out a study and
comparative analysis between the Doodle commemorating Pac-
Man’s 30th anniversary and a Budweiser brewery advergame. We
will try to analyze the different ways in which the two different
visual identities become part of a similar videogame.
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The Pac-Man Doodle is a paradigm proving the increasing value
of illustrated logos and other animated and/or interactive Doodles
as amethod to encourage access to a certain website [§, p. 79].
Among our aims is to approach and unravel the reasons behind
Google’s decision to animate their logo - why are they asking us-
ers to interact with others? But we also aim at explaining how they
get their audiences involved through these strategies and what the
resulting main benefits are for the company.

3 - Animated Doodles and Interactive Doodles
Throughout the years, since Google was born in 1998, its cor-
porate identifier has undergone several changes in its design.
Despite this, since its first version, illustration has been a constant
feature. As we already pointed out [6, p. 341], the main aim of the
first Doodle (1998) was to announce and let the users know the
founders would be out of office during the Burning Man Festival
held in northern Nevada, in the US, in case there were any prob-
lems with the server. As time went by, this first aim was overcome
and replaced by a new one: achieving a better and innovative con-
nection with the search engine users.

In the following years the number and the presence of Doo-
dles gradually increased, but in the last four years, Google has also
introduced certain changes affecting their final configuration. The
main one is the emergence of animated and interactive Doodles,
since 2009 up to now . There are around 36 cases from 2009,
while they were almost inexistent from 1998 to 2008 inclusive.

In most of the cases, the illustrated logos are no longer static im-
ages, generally .jpg files; instead, they give way to new illustration
formulas introducing animation, video, interactivity, audio, etc.;
using, in short, multimedia technologies of different kinds clearly
in order to get users’ interest and attention.

Users’ involvement is no longer passive, as it used to be with static
images; it is now active thanks to Google proposals for more or
less guided interventions through buttons or other formulas, pro-
moting feedback between users and the search engine in a

fun way.
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3.1 - From the narrative series to animated Doodles,
interactive Doodles and/or Doodles with sound

In 2009 animated and/or interactive Doodles appeared, although
according to our hypothesis there were some precedents to the
latter. We are referring specifically to another form of Doodle: the
one featuring several illustrated logos integrated in a sequential
narrative to which we referred as Ds or Narrative Series

Doodles [6, p. 356]-

Up to 2010, serial Doodles were published individually, in
consecutive days, according to their importance within the narra-
tion from a logical point of view, meaning the whole story wasn’t
wholly unveiled until all the Doodles were published; the narra-
tion lasted for as many days as Doodles were published, and in
order for the series to be understandable everything had to be
arranged in a certain way.

However, in 2010 a new form of Doodle came up. Although
we will include it as part of the Ds group, this new form broke the
temporal criteria that had been followed by its precedents since
2000. The commemoration of Hans Christian Andersen’s birth
was a series of Doodles that briefly told his renowned story of
Thumbelina. What was particular about this case, and unprec-
edented, was the fact that all Doodles were published on the same
day, and it was up to the user, who was helped out by back and
forward arrows, to linearly navigate through all of the Doodles
bearing the narrative weight of the commemoration.

Up to 2009 the company had shown a total amount of 13 series,
the first of which was published in 2000 [6, p. 356-357]. Nowadays,
this is a nonexistent practice, for this form of Doodles is no longer
used by the company. Instead, animated Doodles have prolifer-
ated, and we think their emergence has a lot to do with the vanish-
ing of Ds Doodles, which are, according to our hypothesis, their
direct precedent.

The new innovative possibilities posed by this last trend give
way to new kinds of Doodles proposing a greater involvement of
the user, for the interactivity they suggest is far more complex
than it used to be: it is no longer limited to a single click. The ac-
tion now entails more information spending from users than the
mere contemplation of an illustrated logo typical from the conven-
tional form of static images. The materialization of this spending



248

CONFIA . International Conference on llustration & Animation
Ofir. Portugal . November 2012 . ISBN: 978-383-37567-6-2

is only justified by the wittiness, innovation and originality that
foster the audience’s interest and willingness to participate in the
game suggested by the company within the interactive logo.
Doodles have always been visual search terms predefined by the
company, when you click on them you access results related to
the event the Doodle commemorates. This is also the case with
interactive Doodles, what’s new about them is that they expand
users’ experiences of them.

The sound effect also dates back to the emergence of ani-
mated Doodles. This is an addition that strengthens the image’s
expressive value, highlighting it by taking it to a new dimension
that surrounds the user and makes him/her feel inside it [7, p. 34].
There are different kinds of sounds to go with Doodles: sound ef-
fects and/or music. Good examples of the latter are the inclusion
of John Lennon’s Imagine and Freddy Mercury’s Don’t Stop Me
Now as part of the Doodles commemorating the singers’ careers.
We will now analyze different general Doodle profiles based on
their technological approach and the multimedia elements they
bring together, although we should clarify that due to the fact that
there are still not many of them, and because we had to classify
them somehow, we’ve had to make big, general subgroups of
Doodles in which more than one of them could fit.

3.2 - Youtube video Doodles

Around 6 animated Doodles are videos uploaded to the popular
site Youtube, currently owned also by Google.

In 2010, Google commemorated John Lennon’s 7oth birthday,
and the resulting Doodle broke some of the patterns that had by
then been repeated for more than a decade. These Doodles open
anew and very interesting path for the future, because they offer
information in a contemporary way and manage to persuade their
audience at the same time.

When you roll your cursor over these Doodles, you notice the
Youtube player characteristic design, with its usual button board
at the bottom of the window. This effect can currently be recre-
ated in the official Google logos site [8]. There’s also a play button
in the center of the window, integrated within the static image of
the video that you can only see once it’s been activated.

The pattern regarding the validity of Doodles is still the same,
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and is good proof of its ephemeral nature: Doodles last just one
day. Some behaviors regarding their publication have turned into
constant features that partially determine Doodles’ very essence
and are virtually attached to this corporate identifier since its
birth [6].

We should point out that despite the noticeable differences
between animated Doodles and non-animated Doodles, both
kinds follow the same pattern as far as their commemorative spirit
is concerned: they aim at commemorating something and there’s
always a positive flair to them .

The contents of the videos featured have different origins and
degrees of iconicity. If we have a look at Villafafie’s and Minguez’s
iconicity scale [9, p. 41], Doodle images fall into different levels;
sometimes they’re drawn and based on unrealistic figurative rep-
resentation; but some other times the film settings and characters
could belong to real life. Some good examples of the latter are the
Doodle commemorating Charlie Chaplin’s 122nd birthday, pub-
lished in April 2011, and the one published in October that same
year on the occasion of Halloween.

Charlie Chaplin’s Doodle emulates a cinematographic style
typical from the famous actor’s silent films. On the other hand,
the Halloween video shows in fast motion a traditional jack- o’-
lantern carving, symbol of this Celtic-origin holiday.

The Earth Day Doodle published in April 2012 features a time-
lapse animation of fading static images . Hom [10] tells us about
her experience as a gardener with the rest of the team of doodlers,
who on this occasion grew the Doodle instead of drawing it; in
this way, they manage to raise people’s environmental awareness
and prove their own at the same time. This is interesting, not only
because of the animation of the pictures taken while plants were
growing, but because this Doodle physically develops in real life,
real life shapes it. Its origin and its position in the iconicity scale
give more credibility to its objective in the eyes of the audience.
We should clarify, though, that the above-mentioned level of
iconicity is not an exclusive feature of these last Doodles. Some
static Doodles in the past were also based on images taken from
real life, although less so than those which were drawn. In some
cases images were touched up, so the final user was not always
able to perceive the iconicity level implicit in the Doodles: i.e. the
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Doodle commemorating the TV series Sesame Street. However,
the color picture of the dishes of Chef Ina Garten chosen for the
2010 Thanksgiving celebration is easily recognizable.

3.3 - Interactive Doodles

Since 2000 and the Sidney Olympics, Google has commemorated
this sports event without a break. For the first time, on August 7
2012, an interactive Doodle could be grouped as a Dg-type Doodle
[6, p. 357], for it belonged to that thematic group. We begin this
section by referring this interesting fact, for it is paradigmatic of
the changes developed in Google’s new propositions and their
communication with users through their logo.

The unevenness of the propositions of different interactive
Doodles makes it difficult to draw some guidelines that could help
us delimit the phenomenon of interactivity in illustrated logos in
an exhaustive and transverse way. Despite these difficulties, we
will try to outline certain key aspects that will allow us to better
approach and understand this fact, although these considerations
could change with time and are dependent on the future evolution
of this kind of Doodles. The future is yet to come.

The visual code implicit in interactive Doodles allows the
company to guide the user’s actions, which in turn allows the user
to infer the rules and principles of the gameplay [11, p. 25] in ques-
tion. Each Doodle features a different degree and kind of inter-
activity, so it’s up to the user to learn how to interact with every
fictional universe suggested, to decide what actions to undertake,
etc. This learning will guide both the user’s decisions and actions.
Generally speaking, except for the Pac-Man Doodle, which is
more complex as far as the rules of its fictional universe are con-
cerned, interactive Doodles base their interactive pattern simply
on the appreciation of the feedback between users and vide-
ogames or games up to this day.

The behavioral models determined by fiction react to certain
stimuli such as pressing a key, a button, etc. We call these stimuli
‘action’, for they are the action implicit in the user, who is willing
to participate in the Doodle.

Reactions will depend on the proposed fictional universe,
on the characters, the settings or the events that are part of the
representational dimension of each interactive Doodle. In short,
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on the one hand there’s the user’s guided action, and on the other,
the user’s specific reaction.

Thanksgiving Day 2011 Doodle proposes a simple action:
when you roll your cursor over the feathers of the turkey that il-
lustrates the Doodle, their appearance changes. In order to fix the
new image the user only needs to click on it. The action offers the
possibility to infinitely change the animal’s aspect, as in a loop, as
many times as we want. Thus, in this case, the time the user stays
on the homepage depends on his/her predisposition to do so or
leave the game. Although due to the simplicity of the game we can
speculate that the user will leave as soon as he/she gets how the
game works and his/her motivation falls.

The proposals are generally based on a simple and easy be-
havioral model, based in turn on simple action-reaction principles
that are catchy, in our opinion, precisely because of their sim-
plicity. It’s not only the proposed actions that we deem simple -
pressing a button, rolling the cursor over something, etc -, but also
the reactions, which imply a communicative system based on the
action-reaction simplicity conceived for the Doodle.

3.4 - Pac-Man

We’ve decided to use the name of the famous Japanese vide-
ogame created in 1979 for the title of this section, because after all
it’s the game that inspired it.

In May 2010, Google published an interactive Doodle celebrating
the 30th anniversary of the well-known video game . On this oc-
casion, the commemorated videogame itself was used as Google’s
illustrated identifier. This decision was unprecedented; the 25th
anniversary of the videogame Tetris was commemorated with a
static Doodle.

Because there were no precedents, we set ourselves to look for
similar examples elsewhere: this is the case with the Budweiser
advergame featuring a maze-type videogame created by the com-
pany for the occasion [12, p. 34]. We’ve tried to analyze how both
companies integrate their visual identity marks in the
videogames.

The company’s name - Google - is conceptually fixed by a
visual element - the line —: The line describes the outline of the
letters that form the name, adjusting their morphology to the
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geometry typical from this kind of videogames that offer a recrea-
tion of space from a zenithal point of view. The name turns into
part of the setting where Pac-Man and the famous ghosts roam.
The corporate name is integrated in the maze-like setting of the
videogame, and, at the same time, the corporate colors have an
univocal presence that makes it easier to organize the perception
of the name and allows the user to decontextualize and isolate it,
thus overlapping it with the memory function [13, p. 78] to which
it resorts. Thanks to that function, the user is able to compare the
input he/she gets from the search engine homepage interface to
the image of the Google logo, with which the target audience is
familiar thanks to the fact that it is frequently published in the
search engine homepage .

According to Marti [11, p. 34], in the case of the Budweiser
advergame, the legendary Pac-Man becomes Bud-man; a name
obviously meant to remind users of the brewery name. In Google’s
case, the name of the company was part of the Doodle itself, and
took on the morphology and aesthetics of the videogame, as we’ve
already seen; in this second case, though, the reference is incorpo-
rated via the acronym ‘Bud-Man’, resulting from the combination
of the words Budweiser and Pac-Man. The references alluded to
by the game, in the case of the Budweiser advergame, are based
on more complex and sophisticated processes than in the case of
the Google illustrated logo. The references in the name are not a
visual part of the videogame, but they are indirectly present, via
its main character (the original game is called Pac-Man after its
main character). The presence of the main character and a proper
identification of the character with the name of the videogame
are required in order for the player to effectively identify the game
with the company.

The ghosts are represented by beer can tabs; the dots or prizes,
always present in this kind of games, have been turned into beer
bottles, etc. In short, the relation between the aesthetics of the
game, the characters, etc, is similar, although in the Budweiser
case the adaptation of the characters tends to rhetorically link
them to the product via its containers.

From our point of view, Google and Pac-Man went for a co-
branding strategy, although the decision to create a Doodle based
on the combination of a videogame and the company’s corporate
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identifier also links this commemorative Doodle to the concept of
advergaming. However, in the Budweiser case, the link between
the company and the videogame is not as collaborative, because
there’s more of a general reference to a videogame genre than a
specific reference to Pac-Man.

The link between both corporate entities, Google and Pac-
Man, was clear after this interactive Doodle was published. Let
us also clarify that the above-mentioned co-branding strategy
is deployed not only with regard to the company, but also with
regard to the product (the Pac-Man videogame) and the service
(the search tool) offered. And it’s both of them, the product and
the service, that bridge both corporate subjects.

The videogame was published in the search engine homepage,
that is to say, in the very interface that offers the service. It takes
on all of the constant features regarding the publication of Doo-
dles, with which most of Google users are already familiar. This
led us to the idea that the reference to the company can be read in
different levels.

This Doodle is paradigmatic of users’ interactivity with the
corporate identifier and it is also good proof of Doodles’ ambiva-
lence: they don’t let go of their traditional and main function, that
of allowing users to identify the company and the search engine,
as the logo does; and in addition to that they take on a new func-
tion, that of entertaining their audience.

In this sense, the company’s decision to take the path towards
users’ interactivity with Doodles entails a change in marketing
communication, a change towards a model that is very similar to
the pull model, which is, according to Calvo y Reinares as quoted
by Marti [12, p. 92], an advertising strategy in a hypermedia envi-
ronment where efforts are oriented towards attaining the target
audience’s collaboration in order to attract them to the contents
the advertising company offers.

Apart from the fact that we have never considered Doodles as
adverts, but always as corporate identifiers that translate the es-
sence of a company, we deem this definition interesting as long as
Doodles are able to operate and function in a different way to that
of close images, which are hermetic and traditional, and have thus
nothing to do with the challenges the new media environment
poses.
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Finally, we should point out that the popularity and fame of the
old videogame transcends different generations of users, and this
fact brings them together emotionally and is based on the spirit
of the idea that ‘any past time was better’ from which there’s no
doubt Google benefits.

4 - Conclusions

Among our objectives was the determination to unravel the key
reasons that led Google to animate its illustrated logo, to find out
why they encourage the user to interact with others, or even to
explain how they get their users involved and what the company’s
main payoff is. We will try to briefly unveil these questions in

this section.

Google tries to get the user’s attention and that’s why they use
animated and/or interactive images, thus adapting to the current
media environment and the new demand for multimedia con-
tents. Audiences are now familiar with the use of different media
platforms and animated and interactive contents.

Google aims to achieve similar effects to those referred by Nor-
man [14, p. 248] concerning the joy he experiences thanks to
Doodles, a joy we believed is shared by many Google users, which
proves there’s a need for companies to update their strategies and
go for changes in their approaches.

One thing that makes me smile every time I visit their site
[Google’s homepage] is how their logo illustration changes
depending on current events. They draw an evil look inside the
‘O’ during Halloween, or some snowflakes falling on the logo in
winter. I love these things.

The ‘smiles they achieve’ show Doodles have a clear vocation
for branding, for they are a sign of the importance of what the
brand can mean for the audience, how the interpret and
assess it [15, p. 97].

We have no intention whatsoever of getting branding mixed
up with corporate visual identity, but the success of the strategy
is mainly a result of how, through Doodles, designers transmit
affection and emotions that are invaluable regarding brand value
management. Their skillful use of visual language and their
symbolic translations of the essence of the company and its ideas
and values into images transcend the limits of verbal language,
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and give visual language a prestige, long claimed by profession-
alsin the field, as an inestimable mean to achieve objectives in
many different areas. Despite that, according to Doug Edwards as
quoted by Girard [16, pp. 171-172], he himself and other marketing
professionals advised against the illustration of the Google logo.
The company’s founders were real visionaries and went for this
formula, despite their careers having little to do with marketing
and advertisement. Their decision led years later to a success that
proved key to the company from the point of view of branding.
Most recent Doodles include certain improvements regarding the
interest they arouse in users and the time they manage to keep
their attention as compared to static Doodles. Animated Doodles
length ranges from just a few seconds up to a maximum of around
two minutes. Some interactive Doodles don’t have a limited
length, on the contrary they can last for as much as the user wants
them to or as much as the proposed interaction for planned action
is supposed to, depending also on how many times the user wants
to repeat it. The Pac-Man Doodle, for instance, allows the user to
play as many times as he/she wants to. Stretching the time users
stay on the site, while they are facing the corporate identifier,
strengthens without a doubt the memory function and its life in
users’ minds.

The audience’s involvement is strengthened by the different
connections that are established with users, aiming at creating
an emotional bond. That is the case, for instance, with allusions
of celebrities or fiction characters in Doodles, widely known and
positively accepted by a large part of the public. As a result of the
user’s liking of the commemorated figure, an attachment is cre-
ated, which strengthens the user’s bond with the brand.
To end with, let us add that the use of interactive/animated
Doodles could be determined, in our opinion, by an organization’s
decision to pursue the objectives dictated by marketing commu-
nications as explained by Marti [12, p. 89]; these objectives focus
on the search for innovative formulas that allow the company to
effectively reach the users, avoiding publicity saturation. The aim
is to build messages that involve the users through interactivity.
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Abstract

This study presents the relationship between semiotic Art and
Design, the creative actions perceived - of signs and materials -
four emblematic artists of the twentieth century visual culture,
namely: Pablo Picasso, Francis Picabia, Salvador Dali and Andy
Warhol. The evolution expressive of their artistic careers in
confrontation with the everyday culture, brought them closer - so
inventive - the doings of the functional design.
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1 - Introduction

This research intended to create devices that could reflect
methodological so theoretical and practical about creative rela-
tionships, and materials of signs between Art and Design - the
establishment of a historical-critical relationship, supported the
Theory Semiotics. We know that the twentieth century was prodi-
gious in the dialogue between the spheres of culture and everyday
life. A century of isms and so many ways to define and present the
artistic object approached the artists - beings of aesthetics - of the
factory workers - beings of production. Artists moved between
creative new attitudes, new solutions and new materialities
aesthetic and usability. Then, the artist-designer lends his talent
to the definition of functional objects - as regards the circulation
of ideas-ways. The semiotic knowledge invested in language
generation and production of fashion, describing the ways in
which semiosis act in favor of retaining the expressive character
and consolidation of productive character. The semiotic knowl-
edge helped us also in defining the research methodology - that
ambition, beyond the axis identification of four artists-designers
studied, giving a critical reading of this production, revealing
creative methods, modes of production and functional determi-
nations. Pablo Picasso, Francis Picabia, Salvador Dali and Andy
Warhol were artists-designers studied.

2 - Methodology

In ambition of studying to understand the relationship between
art and design in the twentieth century - to extract the dialogue
between the artist and deliberate creativity applied functional-
ity set designer was necessarily a complex methodology and
meta-creative, namely research and production biographies
artistic techniques and paradigmatic of the names in the cultural
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landscape of the twentieth century; visual cataloging of products
springs tangential beams between artistic creation and production
design; semiotic analytical parameters (the autonomy of the struc-
tural elements of visual language), perceived as definers of loved
expression and form.

The creative design of the research triggered a continuous
record of the stages of research:

1) Involvement with basic semiotic readings - investigative
auxiliary fields.

2) Evaluation attentive modes of classification - which refers to
the fields of language and materiality.

3) Historical Research - Biographical and Artistic - the names
of the interface defining art / design in the last century.

4) Research Review - Expressive / formal and functional - to
determine relevant search visibility.

5) Definition of research products, with a view to disseminat-
ing the results.

3 - Results

The intent to make knowledge semiotic increasingly applied, were

proposed references to interdisciplinary studies between Art and

Design, namely: Pablo Picasso Ceramics and Design; Francis

Picabia Experimental Typography and Design; Salvador Dali and

Jewelry Design, Andy Warhol and Design Pictures. F1. Jacqueline with
Flowers, 1954 ; Wom-
en, 1953; Three women
at the well, 1939 / Head

of woman, sd
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F2.Bird, 1956 ; Cat
catching a bird, 1921

F3. Balance, 1919/391
Magazine, 1917

F4. Love parade,
1917/391 Magazine,
1919

F5. Voila la femme, s.d.
/ Journal Cannibale,

1920
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Picasso, multiple artist, sent most of his time to creative doings
of pottery. First, their consecrated figures painted on plates and
vases. Then begins a process of modeling clay to fit the picto-
rial figures. Remarkable is how much of his painting migrated to
ceramics, in terms of form and style.

Picabia, Dadaist artist, played strong editorial action. He pub-
lished two magazines: Cannibale and 391. Observing the printed
pages perceive the decisive influence of artistic activity in experi-
mental typographic design. Acted with inventiveness, intelligence
plastic with subverting the logic of linear text.
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Dali - between painting and sculpture - acts as a jewelry designer.
Enigmatic as his paintings, jewels conceived understood that

material wealth (gold and precious stones) and eccentricity topic -

applicants in paintings and jewels.

F6. Smile, s.d.; Face of Mae
West ..., 1934-5;

Dream, 1944; Elephant,
1941

F7. The persistence of
memory, 1931 / Clock, s.d.

Warhol, Pop artist, lent his talents as an artist to the hybridization
of media: painting, photography, silkscreen. Having a central fig-
ure as the reason for their artistic expression, performed eccen-
tric films and videos in the images captured by the camera were
exposed to exhaustion.
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F8. Liz Taylor, 1964;

Experimental movies
‘60s; Liz Taylor, 1964;
Experimental movies

‘60s
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F9.Marilyn, 1967;
Blow Job, 1964
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4 - Conclusions

Bases of research, knowledge and its semiotic method of creativ-
ity and inventiveness - abduction - provided a wealth of products
underlying the interdisciplinarity between Art and Design. The
confrontation expressive / productive knew extract the actions of
artists-designers protagonists of spacetime researched solutions
visible knowledge built into the research: were thus generated
four portfolios semiotic - all scaled from experimenting with ma-
terials and procedures, signical raw and expressive ways - know-
ing: Picasso originated a portfolio that reinvents ceramic imaging
and modular solutions; Picabia provides guidance for setting up
another magazine experimental typography that generates in
itself] levels of innovation; Dali determines the production of a
contemporary jewelry in a guided figurality organically deform-
ing; Warhol platforms offers image-narratives to the seizure of
characters arranged in videos, suitable for its subtleties. The
completion of the four portfolios also enabled the determina-
tion of double vocation: the need to configure theoretical and
methodological parameters for the creation of Art and Design in
production - a broad understanding of the artistic culture of the
twentieth century; enjoy in levels of improvement, skills materials
and techniques - the year of visual language. From origin to desti-
nations creative productive convergence: interdisciplinarity.
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ANIMAGAQ 2D
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Ahstract

Apesar de promissor, o mercado de desenho animado no Brasil
sofre com a caréncia de profissionais qualificados. Atualmente a
formacao desta mao de obra ¢, geralmente, realizada em cursos
particulares de alto custo e o material utilizado, na maioria dos
casos, € de origem internacional e em lingua estrangeira, bus-
cada também por estudantes autodidatas. Este artigo ressalta
aimportancia dos principios basicos das técnicas de animagio
2D abordadas por algumas destas obras internacionais com o
objetivo de servir de base tedrica para o ensino desta arte no Brasil
e disseminar os conhecimentos basicos afim de contribuir para
a aproximacao do estudante, muitas vezes autodidata, com esta
arte.
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1 - Introducao
A ampla demanda em usar desenhos animados no mercado
midiatico em geral pede formacgao de profissionais qualificados
na area. E ainda hoje, literaturas em portugués sobre o assunto
s80 escassas €, em muitos casos, até mesmo inexistente, princi-
palmente em se tratando de livros sobre técnicas de animagdo em
2D, que serve de base para aplicacdes em 3D. Este artigo relata
um estudo de livros feitos por uma compilagio de algumas das
principais referéncias bibliograficas internacionais que exploram
técnicas de animagoes para desenho animado em 2D. Esta com-
pilacdo tem por objetivo aproximar o estudante de fundamentos
importantes como a manipulagao do timing e espagamento, além
de servir de base para que novas metodologias surjam contribuin-
do finalmente para a disseminagao deste conhecimento no Brasil.
Este artigo expde a logica por tras de algumas situagdes cita-
das pelas referéncias abordadas pela compila¢io, confrontando
as informacgdGes propostas pelos autores das mesmas, de maneira
imparcial, com o intuito de clarear os fundamentos do espaga-
mento e timing para os futuros estudantes. As referéncias bibli-
ograficas mais citadas neste artigo sdo: “Cartoon Animation” de
Preston Blair, “The Animator’s Survival Kit” de Richard Williams
- incluindo suas video aulas, “Timing for Animation” de Harold
Whitaker e John Halas, “Gesture Drawing For Animation” de
Walt Stanchfield e “The Human Figure in Motion” de Eadweard
Muybridge.

2 - Referéncias sobre animacgao
The Animator’s Survival Kit [10] é um dos livros indispensaveis
para qualquer pessoa que queira se tornar um animador. A in-
trodugdo comenta que Milton Erwin Kahl, animador da Disney na
chamada era de ouro da animag8o, afirmou que nao achava pos-
sivel existir um bom animador sem que, primeiro, ele ndo fosse
um bom desenbhista.
“Vocé tem que saber toda a coisa, sabe? Conhecer a figura

bem o suficiente para que possa se concentrar no personagem,

nas diferencas, por que este personagem ¢ diferente de outro. E

preciso ter o conhecimento para caricaturizar na dire¢do certa

e enfatizar as diferencas da forma correta” [10]

No mesmo texto, a afirmagdo ¢ acompanhada pela de Arthur
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Harold Babitsky, animador da mesma época de Kahl e também da
Disney:

“Se vocé ndo sabe desenhar, esquega. Vocé é como um ator sem

bragos e pernas. Mas nos podemos aprender a desenhar. Hd

o0 mito de que vocé nasce desenhista ou ndo. Errado! Obvia-

mente, talento natural é de grande ajuda e o desejo é essencial,

mas desenhar pode se ensinar e se aprender” [10]

Frederick Bean Avery, primeiro diretor de Pernalonga, comple-
menta:
Eu nunca fui um grande artista, entdo porque lutar con-

tra isso? Seguirei outra rota. E estou feliz que o fiz. Aproveitei

muito mais do que teria aproveitado se ficasse apenas ani-

mando cenas por toda avida” [10].

Essas afirmagoes demonstram pontos de vistas diferentes so-
bre a necessidade de saber desenhar para se tornar um animador
e que esta obrigatoriedade nao se aplica tanto para animadores de
computador, ou seja, “animadores que trabalham com marionetes
virtuais” como disse [10]. O autor atenta ainda para a falta de trei-
namento formal e de como o conhecimento sobre 0s movimentos,
desenvolvidos pela Disney em sua era de ouro, estdo se perdendo.
E este talvez tenha sido o principal motivo pelo qual o levou a
escrever seu livro: passar o conhecimento que esta se perdendo.

No item The Graduate, [10] diz que bom desenhista em
animacdo ndo é aquele que sabe copiar superficies. Bom desen-
hista compreende e expressa. Animagio requer interpretacio da
realidade, acentuacao e supressdo do personagem para torna-lo
vivo. Para se conseguir esta desenvoltura, os movimentos tém de
serem confiaveis, e isso exige, além de outros, o estudo estrutural
da figura humana ou animal.

Precisamos saber sobre a realidade para a distorcermos

“Atente para o fato de que os animais nos desenhos animados

sdo construgdes mentais. Mickey Mouse ndo é de fato um rato.

Ele ¢ mais um palhago de circo do que um rato. E isso tudo é

importante saber para que nossa estilizacdo se dé no caminho

correto” [10].

Nota-se, por tudo isso, uma preocupagao em ensinar os fun-
damentos para se fazer movimentos confiaveis aos olhos dos
expectadores. Esta preocupagio casa com a preocupagio da
compilagdo proposta pelos autores deste artigo, pois a mesma visa
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a disseminacao deste conhecimento no Brasil, aja visto que cursos
de qualificagdo na area ainda sdo escassos no pais.

Diferentemente da referéncia anterior, Timing for Animation
[9] desde o inicio do primeiro capitulo, aborda o passo a passo da
logistica que existe por tras de qualquer produg¢io de animagao, ja
nos enquadrando em um cenario de mercado, apontando para a
importancia da clareza e boa composi¢ao das cenas, além do Tim-
ing, fatores que contribuem para o sucesso de uma animaggo. Esta
abordagem se assemelha com o perfil dos cursos oferecidos no
Brasil que focam a formagao técnica a fim de suprir uma demanda
obediente a dindmica do mercado. Aqui o conceito da obra é difer-
ente do de [10] e pode ser descrito pela observacao abaixo:

“A boa leitura de uma ideia depende de dois fatores: clareza e
boa composigdo, para que as cenas sejam apresentadas da ma-
neira mais eficiente, alem de um bom Timing, de modo que um
bom tempo ¢é despendido preparando o publico para algo que
vai acontecer, para em seguida termos a rea¢do da agdo”[9].

Para julgar corretamente esses fatores, a introdugao do livro
enfatiza que € preciso ter um bom conhecimento sobre como a
mente humana reage ao se sujeitar a uma histdria e ilustrou o
problema destacando que, para um publico infantil, a cena tem
de ser cronometrada de maneira diferente de um entretenimento
que foque um publico adulto e tudo isso tem de ser pensado no
Timing.

A introdugio olha também para os custos de uma animagao.
Afirma que animar custa tempo e tempo em animagio é custa
caro, por isso ndo se anima mais do que o necessario. Nao se
anima um tempo de cena que pode ser cortado na edi¢ao. O dire-
tor tem de prever todas as cenas e 0s seus comprimentos a serem
animados com eficiéncia. E ja aqui atenta os estudantes para as
leis do movimento na natureza.

No topico sobre Timing (What is a good timing?- o que € um
bom timing?) € citado:

“O tempo é a parte da animagdo que dd sentido ao movimen-
to. Pode ser alcangado elaborando duas posigoes diferentes e
entdo ir inserindo um niimero de outros desenhos entre elas.

O resultado disso serd o movimento mas ndo a animagdo.

Diz-se que na natureza o corpo ndo apenas se move, mas se

comporta”[9].
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Para ilustrar esta afirmacao usa-se o exemplo de que podemos
desenhar um circulo e declarar que ele € uma bola de canhio ou
de sabao. O publico so os diferencia quando ambos se movem e
interagem com o ambiente, e dai se comportando como bola de
canhdo ou de sabdo.

Ainda ha a mengio sobre Isaac Newton e sua primeira lei do
movimento: “as coisas saem de sua inércia se uma forca agir sobre
elas. Assim, 0o movimento € causa secundaria, portanto € vital
enfatizar a agdo que expressara as causas subjacentes do
movimento.

Como disse [9], a complicag¢do com objetos inanimados essas
causas podem ser for¢as naturais como a gravidade. Com perso-
nagens, as mesmas for¢as podem causar contragdes musculares,
expressoes faciais. Além da razio estrutural anatomica para o
movimento, pode haver a razdo psicoldgica, como ameagas,
provocagdes, acontecimentos. Um animador tem de se preocupar
com os gestos de seus personagens, com desenhos de impondera-
bilidade, mover solidos e tornar sua a¢do convincente. Isto prova
que o Timing é de importancia primordial.

Em outra referéncia, Cartoon Animation, [1] ndo temos
introdugdes. A edi¢do foca em exercicios de estilizagdo de traco e
estudos de elaboragdo de personagens, aplicando esquemas para
anatomia e estruturas humanas e animais, mostrando de peito
aberto sua opinido sobre o fato do animador ter de saber desenhar
para animar, aja visto que, a obra sendo uma coleténea de textos
publicadas pela primeira vez em 1946, saber desenhar era uma
propriedade inerente para quem quisesse se tornar um animador.
Ap0s esta etapa, inicia o estudo de linhas de agdo, de desenhos
gestuais e suas aplica¢des em pequenas animacdes.

Ap0s “treinar” o desenhista e inunda-lo de teorias sobre
técnicas de movimentos com exercicios e exemplos (a versdo em
PDF contém exemplos animados), [1] em seu ultimo capitulo -
Tecnical - finalmente aborda os fundamentos da boa animacgao,
assim como a parte técnica de produgio, tragando um panorama
geral para se fazer uma animagao. Seu texto € mais proximo ao de
[10], treinando o leitor, colocando-o a parte dos fundamentos dos
movimentos e entdo, com a parte técnica e entdo o tornando apto
para entra no mercado. Embora o livro seja solido e feito por um
animador advindo da era de ouro da animago, o livro foca o estilo
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cartoon dos anos 40 e pode ser dificil para alguém que tenha ja se
adaptado a outro tipo de trago compreender os principios subja-
centes. O livro é para o leitor como um professor, que orienta um
aluno inexperiente.

Finalmente temos Gesture Drawing for Animation de [8]. Esta
referéncia pode servir de suporte para todas as anteriores. Sua
linguagem se aproxima a de [10]. Mais uma vez parece que se tem
um amigo, experiente na profissdo, orientando um novato. Em sua
introdugdo, [8] comenta sobre seu inicio de carreira, sobre como
comegou, sobre como foi instruido e sobre o fato de admirar pes-
soas que ndo tem vergonha de pedir ajuda. Comenta ainda sobre
0s motivos que o levaram a querer passar seus conhecimentos e
sobre sua convic¢ao de que com perseveranga e determinagao
qualquer um que aprenda os fundamentos da animagio, qualquer
que seja o papel que desempenhara em uma produgio, os fun-
damentos a serem aprendidos pelos animadores sdo 0os mesmos,
pode fazer parte deste mercado. E entio expde o foco de seu livro
-0 desenho gestual para animacdo. [8] explica seu motivo de
abordar este tema:

“Tenho me concentrado no desenho gestual porque este é um

dos fundamentos da boa animagdo, que precisa de desenhos

estilizados, com linguagem corporal, perspectiva, entre outras

caracteristicas que serdo isoladas e discutidas”[8].

Logo, este livro, publicado antes dos citados anteriormente,
serve de suporte para todos, pois o desenho gestual melhora a
estética dos esbogos, facilitando na capturacao da esséncia dos
movimentos, tornando-os mais confiaveis, um dos pontos tocados
por [10] sobre a importancia da veracidade do movimento. Para
alguém que queira aprender com [1], este livro pode auxiliar a
melhorar seu desempenho como desenhista. Para alguém que
prefira a linguagem matematica de Timing for Animation, este
livro pode auxiliar a absorver melhor os exemplos apontados e,
para quem se adapte a didatica de [10], [8] € mais um amigo expe-
riente a tentar orientar um futuro animador, as didaticas dos dois
se encaixam. Embora [10] também auxilie o leitor com dicas de
desenho, seus exemplos focam os movimentos e nio a qualidade
dos mesmos. [8] aborda o tema de desenho gestual auxiliando tor-
nar o leitor capaz de por em pratica a didatica de [10] em qualquer
situacao de movimento, pois o leitor, com suas instrugoes, estara
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mais perto de desenhar qualquer tipo de movimento.

2 - Principios Basicos da Animacao - Tempo e Es-
pacamento

O capitulo It’s All The Timing and The Spacing [10] contém uma
grande licdo que o autor recebeu no dia em que conheceu Grim
em Hollywood. Com quase oitenta anos, Grim era o mais velho
dos animadores e animara 83 cenas de A Branca de Neve e os Sete
Andes. Naquele dia, Grim lhe disse: “Animar é uma questio de
tempo e espagcamento”. [10] entdo discorre sobre os segredos do
aprendizado desta arte cada vez mais valorizada e explorada que é
aanimagio 2D.

As duas variaveis fundamentais da animacao sdo: tempo e
espacamento. Para ilustrar o conceito, 0 autor nos mostra o exem-
plo da Bouncing Ball ou Bola Quicando (Fig. 1), usado no inicio
de muitos cursos de animagao pelo fato de ilustrar com eficiéncia
esses conceitos fundamentais citados por Grim.

No exemplo, 0 autor nos diz que os ‘boinks’ marcam onde a
bola bate no chio, ou seja, os pontos de impacto, os momentos
das ag¢bes, definindo assim o ritmo para as coisas acontecerem, ou
o timing da agdo.

O espagamento, finalmente, estd nas sobreposi¢des da bola no
arco que forma a parabola que da o rastro do movimento. Como
visto na (Fig. 2), no alto, onde os desenhos se aproximam marcam
onde movimento ¢ mais lento.

Na queda, o espacamento aumenta assim como a velocidade
do movimento, entdo, espagcamento € o quio perto ou longe os
desenhos estario uns dos outros. E simples, mas importante. E a

m
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parte complicada e o que define uma boa animagao de qualquer
cena, pois controlando o espagamento controla-se e manipula-se
0 movimento.

Complementando a explicagdo o autor comenta que para
gerar um movimento natural, nas figuras acima, faltam um frame
desenhado entre os desenhos § e 6. Este desenho estara na im-
inéncia do contato com o chio, algo que quebre a continuidade do
movimento como na (Fig. 3).

Note também que, quanto maior a velocidade mais alongado é
o desenho é. Isto € uma questao de fisica e acontece na queda e no
arranque de subida, onde a aceleragio é maior nos dois casos.
A referéncia também observa que, na queda, quando a bola esta
para se chocar com a superficie, o desenho alongado esta na
iminéncia, no ponto correto. Mas na subida, no momento da ar-
rancada, ndo temos um frame desenhado entre as posi¢oes 13 e
14, 0 que nos d4, depois do choque e da contragdo do corpo que o
faz acumular energia potencial elastica, a bola no ar logo no frame
seguinte, ndo tendo um desenho na iminéncia do corpo perder o
contato com o chio (Fig. 4). A forma correta para esta animagao ¢
representada na (Fig. 5)
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Este pequeno detalhe, explicado acima, corrige, segundo[10],
um erro contido no livro de [1]. O capitulo 2, no item The Basic
Bouncing Ball Action, trata do mesmo exemplo, porém, em sua
ilustracdo, [10] ndo acrescenta os frames entre as posi¢oes 5 e
6 e entre 12 e 13(Fig 6). O autor relata ndo querer constranger o
autor de Cartoon Animation, mas sim aprimorar o conhecimento
passado. Porém ressalta também para o fato de que muitos outros
livros escritos nos dias de hoje contém esses tipos de erros de
conceito.

Um exercicio que faz experimentar as variaveis fundamentais
desta arte sem nem sequer fazer um unico desenho pode ser:

1)  Trace umalinha de tempo de 2§ centimetros, graduan-
do-a e circulando os numeros 1, 13 € 2§, respectivamente o inicio
(1), o meio (13) e o fim (25).

2)  Emseguida tire fotos de uma moeda pousada nos es-
pagos aleatdrios indicados pelos numeros.

3)  Porfim, sobreponha as imagens, formando um video
e aperte o play. Faca este experimento abordando diferentes
espagcamentos.

[10] ainda ressalta que, escondidos neste simples exercicio,
estao implicitos idiossincrasias sobre a matéria que constitui o
objeto animado: Do que € feito a bola ? O movimento é rapido
ou lento? Se é pesado ou leve, entre outras. E isso tudo surgira se
fizermos varios testes de espagamento com este exercicio. Aia
importancia do tempo e do espagamento se torna evidente.
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Estes fundamentos ainda serdo determinantes, ndo im-
portando a qualidade do desenho. [10] afirma que ainda serdo
determinantes, mesmo se os desenhos forem feitos por Da Vinci
ou Michelangelo. A matematica do espagcamento e do timing sdo
propriedades inerentes da arte de animar.

O ser humano tem uma capacidade natural para o sincron-
ismo, mas tem-se que aprender sobre o espagamento (Fig. 3) das
coisas.

O exemplo da bola quicando €, muitas vezes, usado para
mostrar a agao e reagdo no corpo animado, isso diz respeito a
deformacgao da bola (Fig. 4) durante seu contato com o chio nos
instantes da queda, no tempo que dura o impacto e na subida -
pos-impacto. Pois aqui, sendo objetos inanimados em movimen-
to, valem as leis do movimento descritas por Isaac Newton.

Na queda, a bola se alonga, no impacto ela se achata e, na
menor parte do arco da parabola, ja na subida, retorna ao seu
formato natural. O efeito se tornara exagerado com uma bola
muito macia, mas quase imperceptivel com uma bola de golfe por
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exemplo. O mesmo efeito acontece com um salto de um ser
animado (Fig. 5).

Veja a similaridade no alongamento da perna do homem e dos
bracos do sapo com o alongamento do personagem que caia do
penhasco. Em resumo: alongar o ultimo frame até a superficie de
contato aumenta o impacto do movimento, ou seja, acrescenta
movimento ao movimento.

Note que essas regras seguem a fisica de um objeto inanimado
em movimento. Alongar a bola na queda, quando sua velocidade
¢ alta, achata-la no momento do impacto, tudo isso obedece as
leis do movimento estudadas na Fisica, mesmo de ensino médio.
Animar objetos inanimados ¢ retratar a realidade, obedecendo as
regras de movimento que nos cercam no dia a dia. No exemplo da
bola quicando temos Queda Livre, estudada pela Cinematica, ve-
mos as aplicagdes das leis de Newton na Colisdo da mesma com o
chio quando ela se achata e logo em seguida, pela colisdo elastica,
retoma sua forma natural ao realizar trabalho e converter energia
cinética em potencial ao comegar a subida de sua trajetdria. E é
ai, nos boinks, onde as coisas acontecem, que os animadores da
era de ouro Disney colocavam sua arte, interpretando as reagdes e
ressaltando as for¢as e os motivos que resultariam no movimento,
exagerado ou nio.

John Halas e Harold Whitaker em Timing for Animation elu-
cubram o leitor sobre estes aspectos no item Propertiers of Matter.

Logo no inicio do item, langa-se a questao sobre o que acon-
teceria a um determinado objeto quando uma forga atua sobre ele
em um determinado angulo e considera, como um dos fatores do
sucesso de uma animagao, ser importante que esta pergunta seja
respondida corretamente, no caso, em imagens.

Os autores observam o fato de que todo objeto tem seu proprio
peso, estrutura, flexibilidade e que se comportara de maneira
individual perante a agdo de uma for¢a qualquer sobre ele e, para
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animar este comportamento, sera preciso uma combinag¢io de
timing e espagamento. Contudo, o animador, a fim de dar sentido
ao movimento, deve considerar as leis de Newton como infor-
magOes imprescindiveis para mover o personagem e 0s objetos
ao seuredor. Entdo o autor ressalta que no € o exagero do peso
do objeto que sera o centro da animagao, mas sim o exagero da
tendéncia do peso, que o fara se mover de determinada maneira.
Entdo, se diz que o timing para uma cena de animagao tém dois
fatores a serem considerados:

1. O timing dos objetos inanimados;

2. O timing do movimento do personagem.

Em relagdo a objetos inanimados, os problemas de dinamica
sdo simples: quanto tempo leva para uma porta bater; quanto
tempo para um objeto se mover, entre outros. Com personagens
vivos os mesmos problemas ocorrem, pois, 0 mesmo € feito de
matéria. No entanto, o tempo deve ser calculado para englobar
questdes psicologicas e fisicas. O personagem tem de parecer
estar pensando se estiver pensando na agdo. Este detalhe pode ser
que influencie na propria for¢a de vontade e, por conseguinte, no
movimento muscular do personagem.

Apos isto, o livro se concentra na matematica do movimento,
envolvendo toda a fisica por tras das for¢as que motivardo um
corpo, articulado ou ndo, a se movimentar. Tais temas serdo
tratados nos capitulos seguintes a fim de que complementem a
metodologia de Williams. O livro Timing for Animation, no item
Spacing of Drawings - General Remark, aborda sobre a questao
timing e espacamento, e ainda assim de maneira matematica.

O inicio do paragrafo ilustra a linguagem cartesiana dos autores
quando dizem que qualquer objeto que se movimenta de um
ponto de repouso X até o ponto de parada Y tem uma tendéncia,
devido as propriedades da matéria, de, no inicio do movimento,
acelerar até um maximo e entdo comegar a retardar até parar, veja
oitem A da Figura 6.

Eles mencionam que esta ¢ uma tendéncia geral do movimen-
to em animacao, podendo existir um numero infinito de variagoes
como exemplo. Exemplificam que no movimento de vai e volta de
um pistdo, 0 mesmo se move mais lentamente nas extremidades
de seu movimento, vide grafico de espagamento, e assim em
animacao, os desenhos estao mais proximos nas extremidades
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do movimento do que no meio. Ainda ressaltam que este tipo

de movimento é chamado de ‘Movimento Harménico Simples’
(MHS), e exemplificam com o item B da Figura 6, afirmando que
esta afirmacao pode ser ilustrada através da projecao dos pontos
equidistantes sobre a circunferéncia em cima de uma linha reta.

O exemplo acima pode ser definido como movimento
harmonico simples, pois é analogo ao movimento executado por
uma particula sujeita a uma for¢a proporcional ao deslocamento
da mesma, porém, no sentido oposto.

A equagio 1, advinda de Fundamentos da Fisica Volume 2, 8°
edi¢do, de David Halliday e Robert Resnick e Jear]l Walker, mostra
estarelagdo:

Onde F é a for¢a, m a massa da particula, a é aceleracdo da
particula, w a velocidade angular e x o deslocamento. Note o sinal
negativo do valor final da for¢a F, mostrando que o deslocamento
x € contrario a sua atuagdo.

Para entendermos melhor, podemos estabelecer uma relagiao
entre o exemplo do péndulo simples e o movimento circular
uniforme, ambos retratados em animagdes por Richard Williams.
Note as Figuras 7 e 8 que mostram o movimento do péndulo e o
grafico de espagamento, respectivamente.

Agora imagine que o 4ngulo formado pelas hastes das
posicdes 5 e 9 € A. E que o valor de A em graus é menor ou igual
5. Nessas condi¢des o arco, gerado pelo rastro do movimento do
péndulo entre as posi¢des 1 e 9 tende a se tornar a reta da Figura
8, ou seja, 0 arco tera 0 mesmo comprimento que esta reta. Sendo
assim, projetando o movimento do péndulo nesta reta, vide os es-
pacamentos da Figura 8, teremos o grafico de espagamento sendo
semelhante ao grafico de espagamento proposto por John Halas e
Harold Whitaker, visto na Figura 6, item A. Colocando as For¢as
atuantes no péndulo no instante em que o mesmo se posiciona no
desenho 9, teriamos:

2Mm
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Onde Fseno € oposto ao deslocamento, o que daria valor nega-
tivo, proposto pela equagdo 1.

Note entdo que Halas e Whitaker nos esclarecem para estar-
mos atentos as leis do movimento ao propormos uma cena ani-
mada, sendo ela de objetos inanimados ou nio, pois 0 movimento,
exagerado ou nio, estilizado ou realista, interpretado, precisa
fazer sentido. E a manipulagao dessas leis para a criagdo de um
movimento, parte do conhecimento desses fundamentos. Se for
objeto inanimado, essas leis da fisica nos servem de guia para
fazermos os graficos de espacamento. Se tivermos personagens,
cujas personalidades e trejeitos precisam ser interpretados, pre-
cisamos nos lembrar de que seus movimentos precisam reagir ao
meio que estiverem imbuidos. Por tudo isso, mesmo movimentos
sensiveis como os de personagens, devem ser fundamentados de
uma logica fisica, mas a maneira de fundamenta-los exige malicia
de experiéncia de trabalho. A dica de Richard Williams sobre o
movimento da bola quicando ilustra muito bem isso, pois a fisica
¢ adaptada a uma melhor maneira de ser mostrada ao espectador.
Este tipo de conhecimento acentua a importancia dos estudantes
e futuros animadores de quererem se fundamentar e aprender
com profundidade esta arte tdo atraente e especial: a de dar vida
A0S NOSSOS personagens.

3 - Consideracoes finais

Dentre as referéncias pesquisadas, pode-se constatar que estes
livros se complementam. Preston Blair, o professor de idade mais
avancada com sua didatica objetiva e dura é atualizado por Rich-
ard Williams, que expde sua metodologia de trabalho, e explica

a expressdo com desenhos que demonstre credibilidade, seja ele
qual for o estilo. Este entendimento € complementado pelo seg-
undo amigo experiente, Walt Stanchfield, o qual conduz o leitor a
pensar e por no papel qualquer tipo de movimento, em qualquer
tipo de traco, em qualquer cena que uma animagao exija.

Os conhecimentos adquiridos durante a leitura de Timing for
Animation, formarao um panorama geral das variaveis a serem
consideradas na hora de se produzir uma animacao, as quais
abrangem desde a parte de técnicas de movimento até os proble-
mas para se atingir o entendimento de um determinado publico.

Considerando o principal objetivo da compilagao, que é um
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primeiro passo para colocar futuros estudantes de animag¢do em
contato com referéncias que abordam os fundamentos desta com-
plexa arte, a exposi¢cdo dos perfis e metodologias das principais
referéncias bibliograficas da area, afim de que se desenvolvam
novas literaturas e didaticas adaptadas a cultura brasileira, € de
grande importédncia para a formagao de uma primeira geragdo de
profissionais, em sua maioria autodidatas, que possivelmente con-
struirdo os primeiros alicerces para que este mercado se consolide
e se potencialize.

Dentro deste contexto, este artigo expde a logica e o cenario
por tras de uma produg¢ao assim como os aprimoramentos e mali-
cias adquiridas por profissionais que dedicaram suas vidas a esta
arte, sem ter a pretensao de propor inovagdes ou alguma metodo-
logia original. A inovagdo € por si s a iniciativa de difundir e es-
clarecer conhecimentos até entdo escondidos da grande maioria
dos estudantes brasileiros, seja pelos altos custos de algum curso
ou pela lingua estrangeira. Ha de se ressaltar que num segundo
momento, servir-se de base para a criacao de uma nova metodo-
logia de ensino, que confronte entdo possiveis erros, como os que
Williams observou em relag¢do a publicagdo de Cartoon Anima-
tion, € o caminho a ser seguido pelos futuros académicos interes-
sados.
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Abstract

The purpose of this article is to explore the possibilities of intro-
ducing animation, a working pedagogical project, as a method

of teaching and learning in both formal and informal contexts.
“Teaching” through projects involving different school subjects
makes learning more meaningful to the students. Using digital
resources brings the pedagogical act into the 21st century, mas-
sifying technical processes which were impossible or difficult to
work with until some time ago. This is the framework for ani-
mation, as a centenary art, to enter into the classroom adding
constructivist guidelines to modern working tools. In this article
we present and describe three pedagogical experiences developed
as projects with school children in formal and informal contexts.
What the projects have in common is the use of animated images
in making a film, and the exploration of a very traditional art form
using pioneering technology, always bearing in mind concerns for
artistic and technological education but never forgetting all the
other subjects, for interdisciplinarity plays a key role, too.
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1 - Animated films as a pedagogical working project
Animated films have always caused fascination and familiarity
among young people. Using these stimuli as educational potential
is an advantage in redesigning a fresh educational practice that
may supply each student with the ability to build his/her learn-
ing in an appropriate and motivated work environment. For us,
animated films are viewed as an artistic language that enhances
visual communication, allows the building of knowledge through
interpretations and experiences, develops perception, imagina-
tion and critical thinking.

Implementing such type of task as a Project [1] implies being
concerned with allowing students to absorb significant learning
not because the educational system determines it, but because
there is a sense in what they learn. Promoting learning through
working projects is a proposal by Hernandez [2] which renews
Dewey and Kilpatrick’s ideas, questioning the way schools are
organized still today.

When we think in applying the project, we immediately reject
the chance of a continuous and repetitive action. The project
should arouse the children’s curiosity into new knowledge, and it
is up to the teacher to offer the didactic treatment all through the
process working in such a way that the different phases and activi-
ties help the children to develop their awareness on the learning
process [3]. According to this idea, we reinforce the concept of
learning through projects in the student’s cognitive, affective and
psychomotor development. It is also important not to forget that
the project should be innovative and renewed when compared to
the traditional teaching practices.

The choice for animation comes from the fact that we teach
Visual and Technological Education and Plastic Arts. All over the
years we have concluded animation was not particularly taught in
the classroom. That is why we intend to explore it in an educa-
tional context, to promote this technological and artistic language
and to diversify and renew teaching and learning experiences [4].
This kind of task implies the manipulation of different materials,
their reuse and their transformation. Capturing images, choos-
ing the frames and angles, the visual narrative sequences, all this
contributes for a greater number of approaches within the visual
and technological arts [5].
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On the other hand, we can understand why they were not so
common in the classroom up until now. Animation, as a tradi-
tional artistic technique, involves rare and very expensive tools
and materials. That was the reason why the few experiences in
classroom were confined to building some optical toys . In this
sense, the didactic of moving images plays an important role in
this process creating awareness about the real value of the stu-
dent’s learning development; in this particular example, the focus
is on the Project where the use of computers by children can be
an excellent mediator to the children’s expression, for computers
facilitate the way they represent their images, or, in this case, their
moving images [6].

2 - Digital tools in the didactics of moving images
With the introduction in Portugal of the Technological Program
for Education, schools were equipped with the right conditions to
really implement and use the Information and Communications
Technologies in the classroom, either because of the acquisition
of computers, projectors and interactive boards, or because of
the appearance of digital tools on Web 2.0 and free software that
allow teachers and students to have an easier approach to the
concept of moving images and its didactics.

Technologies and Internet came to stay in schools, and they
are becoming more and more a factor of union and presence. In
the field of the Arts, just like in the Didactics of Moving Image
and Animation Films, the number of teachers who are able to
explore the concepts of moving images and who also direct films
with their students is increasing, mainly due to the technical
facility and the existing resources. Today, thanks to the enormous
amount and quality of the available (and free) digital tools to ap-
proach the topics related to moving images, there are, in the Arts
field, many well sustained projects enabling children and young-
sters a huge development of their specific abilities in this domain.
In other words, the integration of digital tools supported by the
Web 2.0 and the new software have conceded a more intense work
in the area of Animated Cinema, as a substantial part of the Arts
curricula, in truly harmony between the so-called “traditional”
supports and the digital ones [7], letting students have an asser-
tive work, either in the use of the tools, or in their selection and
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importance in each specific context [8].

In this context of moving images projects, it is relevant to
conclude that the use of traditional supports blended with digital
tools is enriching and meaningful, not only because of the nature
of the subject and its learning richness, but also because of the
diversity and wide range of experiences and the pleasure of
discovering. Also, there’s the fast development of Web 2.0 tools
and open source or freeware software. Besides, Internet changed
from being a means of transmitting information into a platform
of collaboration, transformation, creating and sharing contents
[9]; it changed the way we reach information / knowledge and the
communication processes either between students, or between
students and teachers, both in formal and informal situations
[10]. In these projects we tried to fight against these difficulties
and even to smooth the traditional model centered on the teacher
and also tried to establish open, participative and collaborative
approaches [11], using digital supports. Walling [12] points out that
computers connected to the Internet in an arts classroom can only
enrich the experiences in the visual arts and stand for a precious
resource for these teacher’s job.

3 - Three pedagogical experiences

We now introduce three projects that we think represent possibili-
ties to respond to the actual educational context through renewed
and dynamic strategies, in both formal and informal teaching and
learning environments.

3.1 - Project 1 - Felicidade/Happiness
The animated film: Felicidade - Happiness, was directed in a
formal learning context, within the Projecto Curricular de Turma
(Project Class Curriculum) of class A, 6th grade, in Escola Basica
de Vilar de Andorinho, during the school year 2011/2012.
Because it was a Project developed in a formal learning context,
it was driven by the national curriculum for the 2°ciclo do Ensino
Basico (2nd cycle of Elementary Education) particularly for the
6th grade, and part of the Project Class Curriculum.

The “Projecto Curricular de Turma”, or Project Class Cur-
riculum, is a concept which derives from an Act of Parliament-
Decreto-Lei 6/2001, 18th January - which regulates school’s
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management and which foresees the execution of a Project where
teachers and students are all involved in such a way that learning
becomes a gathering of interdisciplinary experiences. Such was
the idea behind this project: to involve all the teachers from differ-
ent subjects.

The theme of the project, “A procura da Felicidade” or “Look-
ing for Happiness”, is part of “A procura de mim no mim no meio
dos outros”, a program from the 1st edition of an Animation Film
Contest for Children, at the Avanca Film Festival (http://goo.
gl/Da38y) and Sharp - a platform for sharing and representing
(http://goo.gl/PmyuK). The project was designed to be a col-
laboration between different school subjects and several learning
domains (affective, cognitive and technical).

The year before, a similar project had been successfully devel-
oped, also with a 6th grade class, but designed only for the Visual
and Technological Education lessons. But the success attained
encouraged the repetition this year, although with a different,
wider and more ambitious approach.

We started by one of the aims of the initiative: to stimulate the
reflection by children and adolescents (mediated by teachers) on
what the main goal of human people is - to find happiness.

The first step was to contact the organizers of the contest, in
order to get more information to include in the Project Class Cur-
riculum. The feedback was very positive and one of the persons
in charge, Claudia Vaz , came to school and presented the project
and the contest to the class and she also answered all the ques-
tions. This meeting took place on 17th November 2011 in a Visual
and Technological Education lesson.

The first conclusion is that the work transcended the techni-
cal questions related to animating images, so a great portion of
time was devoted to the interdisciplinarity part of the project. The
Civic Education lessons were most important for debating the dif-
ferent conceptions of happiness.

Therefore, the use of the audiovisual language of animated
films came up as a creative way to represent the conclusions at-
tained after reflecting on the topic.

The technical work of animating images only started on the
last term of the school year. Towards the different “status” of hap-
piness of each student, we decided to develop a narrative through
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sentences by the students that described their idea of being
happy. These sentences were then “illustrated” by moving images
related to them.

To approach the principles of moving images, we prepared a
small animation experience using pixilation for we consider it to
be an easier concept to be assimilated by the students.

We then started to make optical toys, which accompanied the
process of capturing images; but this will be referred to later.

To capture the images we prepared a small space, with access
restrictions, inside the classroom. We set up the computer and the
webcam. We used some conventional lamps as light, and the need
to capture horizontal images, forced us to improvise a structure
that would work as an animation set display.

The students formed groups according to their similarities
depending on their concept of happiness, so that they could work
together. A sketch of what was going to be animated was drawn,
as a kind of storyboard. It was then decided that the film would
use mixed techniques, so each group would use a different one ac-
cording to the examples shown by the teachers. It was then time to
build the characters, the movie set and to start capturing images.

There was no defined order for capturing the images; as soon
as a group finished creating the characters and the sets, they
would then take the pictures. All the groups were busy and active,
either building the characters and sets, or capturing images, or
making the optical toys.

This method was the solution we found to work with a group of
twenty-eight children. However, we also noticed that the children
were permanently changing ideas and information among them,
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while going through the different processes.

This phase of the project took us fourteen sessions of ninety min-
utes; if we add to that the number of sessions devoted to prepare
and conclude the project, it makes eighteen sessions, that is, the
whole third term.

Because this was multidisciplinary Project, it is important to
refer that the script was developed in the Portuguese lessons, the
soundtrack was composed and recorded in the Music Education
lessons and in the English lessons the students translated the
script and wrote the subtitles for the films.

The final result can be seen on: http://goo.gl/pCblII

3.2 - Project 2 - The white-nosed little monkey
“The white-nosed little monkey” was the result of an informal
educational situation. The proposal was to direct an animation
film in a summer workshop in Academia de Musica de Espinho,
during july in 2012.

In 2010 a similar experience had taken place there, for the first
time, with the collaboration of Cinanima, the International Ani-
mated Film Festival of Espinho. The final result of this experience
was the short film “O Gato e 0 Escuro” .

F2. Final audition,
screening of the ani-

mated film.

The main aim of this project was to combine, in the same
creative work, music and animation. This way, it was decided the



2688

CONFIA . International Conference on llustration & Animation
Ofir. Portugal . November 2012 . ISBN: 978-383-37567-6-2

animated film would be silent and then the children would create
the soundtrack in a workshop specifically designed for that. The
final result would consist on a kind of audition where the children
would sing during the screening of the film.

Twenty six children, aged between six and thirteen, partici-
pated and directed this short film.

The script was adapted from the short story “A lenda do tam-
bor africano”, by Manuel Ferreira, from the book: “No Tempo em
que os Animais Falavam”.

The technique chosen was cut-out animation, using only black
and white, in an attempt to find some resemblance with Chinese
shadow puppetry. The image was captured in stop-motion, the
most adequate technique to this age group.

The workshop was organized in six sessions of three hours
each; half for working the animation, half for working the music.
In the first session there was the need to present the principles of
animation and some techniques through the screening of some
films. Then, each child explored the idea of moving images by
building optical toys (namely the phenakistiscope and a flipbook)
which were used throughout all the sessions.

The storyboard was decided by the whole group and then the
building of the characters and the card sets began.

The remaining sessions were devoted to capturing images us-
ing a webcam connected to a laptop.

At the same time, there were the sessions devoted to compose
the music for the film, which was also very positive to enable the
changing of ideas and to reflect on the project.

In the final presentation, which took the form of an audition, the
film was screening in the Academia’s Auditorium and the children
sang a cappella.

The final Project can be seen on: http://goo.gl/1B2e]

3.3 - Project 3 - The Friendship Song

This last Project was very similar to the first one, Felicidade/Hap-
piness. “The Friendship Song” was also developed in a classroom
context, within a 6th grade class from Escola Basica de Vilar de
Andorinho, during the school year 2011/2012. However, the origin
is somewhat different for it came as a proposal by the Music Edu-
cation teacher. The main objective of the proposal was to create
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an environment (accessories and settings) to present “The Friend-
ship Song” at the end of the school year.

From this proposal and from the meetings that followed it, the
idea of directing a film to illustrate the song came up naturally.
The film would be screened at the same time that the class, in the
form of a choir, would perform the song.

Therefore this Project reflects the inter and multidisplinarity
between Music Education and Visual and Technological
Education.

The methodology used did not vary much from the Project
1- Felicidade/Happiness; besides, both projects used the same
amount of time to be developed. The main difference between
them was the characteristic of this particular class, which had only
twenty children and two of them requiring special
educational needs.

The technique used this time was clay modeling.

The resources were also the same used in the previous
activities: a webcam connected to a computer. For the lightning,
conventional lamps were used and, some improvisation was also
helpful; once, the projector worked as a lamp too. Because the im-
ages were captured vertically, only a tripod was necessary.

The work began with the exploration of an animation concept
through a pixilation exercise .

Then, we analyzed the features of the script, in this case, the F3,4. Shooting images
song that we were supposed to illustrate. We organized the chil- for the film.

dren in pairs and each pair chose a character.
It was decided that the film would consist of different char-
acters dancing to the sound of the music. However, due to the
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restrictions in terms of time and the impossibility to shoot two
thousand photos (bearing in mind the length of the song) and the
chosen technique (clay animation takes a lot of time because it
involves a lot of modeling), we decided that the characters would
perform cyclical movements so that we could repeat the move-
ments continuously in the editing process.

To complete this Project took us eighteen sessions of ninety
minutes, which corresponds to the whole third term of the
school year.

The work was complemented with the making of optical toys.
In this case the theme was to create an animation cycle in twelve
images which represented the dancing of each one of the charac-
ters form the film.

The final result can be seen on: http://goo.gl/Sxy3a

The final performance is available on: http://goo.gl/LYKMq

3.4 - Optical toys

In the three projects, at the same time that we were shooting,

the children were also making optical toys. This strategy became
necessary due to the number of children in the classroom, but
also because it enables a better understanding of the principle of
persistence of vision .

When working with large groups, and in order to keep them
busy, the solution would be to have several image capturing sets,
with the right equipment, which would mean several computers
and cameras. This is really difficult to achieve in Portugal at the
present date. However, even if it were possible, it would be impos-
sible for the teacher to accompany all the work, for we are talking
about children who do not dominate or know the techniques in
question.

Besides, we believe that exploring the principles of anima-
tion to be quite important; through these optical toys the children
learn better than through a simulation in a computer because
with the toys they get a physical perception of the phenomena. So,
although the digital tools are very useful, there is something miss-
ing, such as touching the materials of this art form. We think that,
by promoting the optical toys, we are compensating what we miss
if we used the digital tools exclusively [13].
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4 - The digital tools

We need specific software in our computers to capture the images
for animation films. Most software used by professionals is too
expensive to be acquired by teachers or even the school, and they
are also too complex to use in an introduction to animation. So we
chose to use free tools in the three projects:

In projects 1- Felicidade/Happiness and 2 - O macaquinho de nar-
iz branco / The white-nosed little monkey, we used Monkey Jam.
Monkey Jam is a free software designed by Dave Perry© which
enables the production of animation films using any technique, in
an easy way, very adaptable to every context and which does not
need a lot of resources to be developed. Its use in the classroom is
extremely simple.

This application is designed to let us capture images from a
webcam, camcorder, or scanner and assemble them as separate
frames of animation; it can be used for stop-motion or to assem-
ble images previously captured in a timeline. It can also import
images and sound files from our computer. It is the ideal tool for
these projects and the movies created can be exported as AVI files.
In Project 3- Cang¢ao da Amizade / The Friendship Song, we chose
AnimatorDV, another specific software for creating stop-motion
and time lapse animation.

Designed by Wroblewski Multimedia®, its use is more
complex than MonkeyJam, but, on the other hand, it allows more
options, such as a layer viewing (it provides more precision in
modeling the movements); it is a time-lapse tool, meaning that
each picture or frame is visualized at a much slower pace than the
film; it reads RAM files (audio files created by Real Player); frame
averaging (a technique that consists in introducing more data in
the images and to reduce noise); and, at last, the movies can also
be exported as AVI files. This software is very simple, intuitive and
it can be widely explored in the classroom.

Plastic Animator Paper, or PAP, was used in one of the scenes
from the film Felicidade/Happiness - project 1. This software is
easy and efficient for drawing traditional animation in a digital
way, but it requires an interactive board or a tablet in the class-
room. So, in spite of being free, some of its requirements are not
always possible or affordable.

Though this software is a little more complicated to work with
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than the previous ones, it contains a lot of very developed and
useful tools for drawing and editing, we can create several settings
and layers, key frames and other functions that require some time
tolearn.

5 - Conclusions: Screening and publicizing

In our opinion, screening the films the children made and publi-
cizing them is a most relevant part of all the projects. In pedagogi-
cal terms, the fact that the children have learned and acquired
knowledge is important, but we think the final result is being
underrated. Truth is that if, for the teacher, the final product is not
the relevant issue, for the students, who are not aware of pedago-
gy and didactics, the final product is what this is all about. In that
sense, to ignore the result of the projects, is to ignore the student’s
work and effort.

This is where digital tools, as virtual platforms and social com-
munication networks play a vital role. Publicizing these projects
and films and sharing them is the keyword, and it makes the
student’s efforts all worthwhile.

That is why all these films are available on the internet and can
be seen and shared by everybody.
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Abstract

A animagio Infinitum foi desenvolvida pelo Departamento de
Artes e Design através de uma parceira do Nucleo de Arte Digital
e Animagdo - N.A.D.A., o laboratdrio de Design de histdrias - LA-
DEH com a Fundagao Planetario do Rio de Janeiro. A animagao
esta em exibi¢do desde janeiro de 2011 e ja teve como publico

40 mil criangas da rede publicada, gratuita do Estado do Rio de
Janeiro. O Presente artigo descreve seu processo de produgao.
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Sinopse

Quatro alunos pré-adolescentes, Pedro, Joana, Raul e Mayara,

se reunem no horario do recreio escolar para jogar um jogo de
tabuleiro com tematica espacial. Duas duplas de participantes
disputam lan¢ar uma sonda em um buraco negro, apds terem
completado todo o percurso. Em pouco tempo, a imaginag¢ao das
criangas as transporta diretamente para dentro do jogo, e tanto
elas quanto o publico comegam a viven- ciar uma emocionante
aventura cheia de desafios até os confins da galaxia. Indicada para
o publico acima de 12 anos.

Em 2010, através de uma Parceria entre a PUC-Rio (Pontificia
Universidade Catolica do Rio de Janeiro) e a Fundagdo Planetario
do Rio de Janeiro, foi desenvolvido um projeto de animagao
para a cupula do Planetario. Esse projeto foi coordenado pelos
professores Claudia Bolshaw e Gamba Junior em uma parceira
do Nucleo de Arte Digital e Animagdo - N.A.D.A., com o Labo-
ratorio de Design de histdrias - LaDeh, consolidando uma linha
de pesquisa do departamento que é voltada para Midias Narrati-
vas. O projeto foi concebido em 2005 no ambito da graduagdo e
conduzido durante o ano de 2010 como um projeto integrado a
pos-graduacio, resultando no curta intitulado Infinitum que esta
em exibi¢ao desde janeiro de 2011 e ja teve como publico 22 mil
criancas da rede de escolas publicas do estado do Rio de Janeiro e
de outras localidades. Toda a parceria teve a mediagdo da Diretora
de Departamento Luiza Novaes que também co-orientou o pro-
jeto PIBIC da Aluna Julia Lacerda.

1.1 - Os Antecedentes do Infinitum

Em 2005, dois alunos de Design da PUC-Rio, Ed Schiffer e Gabriel
Pires, apresentaram uma proposta de projeto com foco em ani-
magdo em uma disciplina do

curriculo do curso de Design, sob orientagio da professora Clau-
dia Bolshaw.

A disciplina tinha como proposta incentivar os alunos a
buscar uma oportunidade de projeto em uma situagdo real. Os
alunos fizeram um contato com o Planetario do Rio de Janeiro, e
propuseram a pesquisa de oportunidades que resultou na lacuna
identificada e que suscitou o desenvolvimento de um projeto
de animacdo junto a institui¢cao. Desta forma, trabalhariam em

infinitum — Animagéo para a clpula do Planetdrio do Rio de Janeiro - Brasil 297
Claudia Bolshaw, Luiza Novaes, Gamba Junior, Marcos Magalhes, Jillia Lacerda, Ed Schiffer e Gabriel Leitao.

parceria com eles na conceituacao do projeto.

O filme foi concebido para ser projetado na Cupula Carl Sa-
gan, do Planetario do Rio de Janeiro, com 23 metros de didmetro.
Dentro da cupula, a proje¢do acontece através de projetores
diferentes, cada um com caracteristicas distintas, alguns moveis
outros fixos, com capacidade de projecio em areas grandes e/ou
pequenas.

Ha também varios projetores de slides fotograficos. Além
desses projetores tradicionais, o Planetario conta ainda com um
projetor central, um equipamento circular que projeta até nove mil
estrelas do mapa celeste - obedecendo, nesse caso, correspondén-
cias de localizagao desse tipo de cartografia.

Para o desenvolvimento do projeto foi necessario mapear
todos os projetores disponiveis e suas areas de projecao, para que
a cupula pudesse ser utilizada na sua potencialidade técnica e que
anarrativa levasse em conta esse tipo de ambiente.

Com a conclusio da disciplina, o projeto contava com um
mapeamento completo de todos os projetores e equipamentos
disponiveis, um roteiro de 40 minutos incluindo informagdes
didaticas fornecidas pelos proprios astronomos e o concept art
inicial dos elementos da narrativa (personagens, aderegos, naves
etc.). Mas, por conta de recursos da propria funda¢ao, a animagao
ndo foi produzida nessa ocasido, até que em 2009, por ocasido das
comemoragoes dos 40 anos do Planetario, surge uma nova pos-
sibilidade.

1.2 - A Retomada do Projeto Infinitum

Em 2009, o Departamento de Artes & Design da PUC-Rio foi pro-
curado pelo Planetario do Rio de Janeiro, que desejava lan¢ar uma
animacao no final do ano de 2010 para comemorar os 40 anos do
Planetario.

Apesar de o Planetario ter nessa ocasido varias outras propos-
tas de argumentos e roteiros, o criado na disciplina de graduacao
acabou sendo escolhido pela equipe do Planetario para ser desen-
volvido. A dupla de alunos Ed e Gabriel, que ja tinha se formado,
foi entdo contatada e avisada de que seu projeto seria efetiva-
mente produzido.

No inicio de 2010, a equipe do Nucleo de Arte Digital e Ani-
magdo da PUC-Rio (N.A.D.A.), coordenada pela professora Clau-
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dia Bolshaw, se reuniu com os professores Nilton Gamba Junior e
Marcos Magalhies para adequar o roteiro de 2005 as novas
exigéncias da Instituigdo.

A animagdo foi definida como um filme de média metragem,
pois teria no maximo 30 minutos incluindo o conteudo didatico do
Planetario, onde as estrelas sdo projetadas em toda a cupula e as
constela¢des sdo destacadas para o publico por um profissional do
Planetario.

O Projeto recomegou com novas diretrizes, como redugao
de faixa etaria do publico alvo (11 a 14 anos), assim, foi preciso
refazer seu briefing e re-planejar sua metodologia, ainda baseada
no conceito de Design em Parceria.

2 - Metodologia

A metodologia do Design em Parceria ¢ uma metodologia que se
caracteriza pelo envolvimento ativo dos individuos para os quais
se projeta, no caso, a equipe do Planetario que estiveram pre-
sentes em as todas as etapas do processo, incluindo

defini¢oes técnicas e artisticas.

A partir de entdo, houve o delineamento das etapas. A primei-
ra etapa dizia respeito a pré-producdo, quando seria refinado e
concluido o roteiro, o concept art dos personagens, a selecio do
material entregue pelo Planetario e seria feita uma pesquisa de
referéncias - para cenarios escolares e espaciais; uniformes esco-
lares e de astronautas; texturas, expressoes e acessorios para que
tudo pudesse comegar a ser produzido.

Foram selecionados para a dublagem dos personagens, e
varios ensaios de composi¢do de personagem e interpretagio dos
dialogos seriam feitos, até a obtengdo de um resultado satisfatorio
para as personalidades dos protagonistas. Além dos protagonis-
tas, havia um personagem secundario, um computador, neces-
sitando de uma composi¢ao mais cOmica e com uma atuagao mais
isolada, porém, de grande relevancia para a veiculag¢do do grande
volume de conteudo didatico.

A etapa seguinte, a produg¢do, comegou pelo trabalho propria-
mente de desenvolvimento das animagdes, que foram divididas
entre: 3D, 2D e slides explicadas detalhadamente no topico
Produgdo. Além disso, foi necessaria a criagdo da sonoplastia e de
uma trilha sonora original.

infinitum — Animagéo para a clpula do Planetdrio do Rio de Janeiro - Brasil 299
Claudia Bolshaw, Luiza Novaes, Gamba Junior, Marcos Magalhes, Jillia Lacerda, Ed Schiffer e Gabriel Leitao.

Na etapa de pos-producao, os arquivos foram salvos em DVDs
e levados a cupula para teste. Alguns estudos relacionados a vari-
acOes cromaticas e resolu¢do de imagem foram realizados, para
contornar problemas de qualidade de imagem e tons de cor muito
diferentes entre a proje¢do na cupula e a visualizag¢do na tela do
computador. As condi¢bes de audio também demandaram diver-
sos testes. Todas essas fases foram organizadas na primeira etapa
de pré-produgio.

2.1 - Pré Producao

Tecnologias Utilizadas. Para que toda a equipe tivesse acesso a
todos os arquivos e pudesse trabalhar com eles e modifica-los, de
forma compartilhada, foi adotado um dos computadores como o
Servidor. O computador Servidor nao era utilizado como estagdo
de trabalho por ser o mais sobrecarregado com a transi¢ao dos
arquivos para as maquinas secundarias.

Depois de definido o Servidor, foi estabelecido um sistema
comum a todos para o salvamento dos arquivos - terminologia,
numeracao, sistema de pastas e backup.

Esse sistema era composto da seguinte forma: primeira-
mente o nome do arquivo, depois sua numerag¢io, caso houvesse
mais de um, separada pelo sinal underline. A cada mudanga no
arquivo, sua numeragao devia ser mudada, criando um novo
arquivo. Em seguida o nome da pessoa que estava trabalhando
no arquivo, também utilizando o sinal underline para separagio
das informagGes e entdo a data, para que ficasse visivel o ultimo
arquivo editado. Apos a data, um ponto e em seguida a extensao,
ainformacao indicativa da natureza do arquivo: imagem, video e
programa utilizado na sua criag¢ao - After Effects, Premiere, etc

Exemplo_o1: imagem_001_JU_xx-xx-2010.jpg (imagem)

Com as especifica¢des dos arquivos definidas, foi facil trabal-
har com os diversos segmentos que faziam parte do projeto.

Roteiro e StoryBoard. A primeira iniciativa foi revisar o primei-
ro roteiro, que acarretava modificagdes em todos documentos
anteriores de dire¢do de arte. No roteiro a mudanga mais signifi-
cativa foi em relagdo ao tempo de duragio, ja que o
roteiro original era de 40 minutos e o atual devia ter 30 minutos.
Além disso, algumas falas foram reescritas para ficarem mais ad-
equadas, resultando de uma pesquisa de linguagem voltada para o
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publico alvo adolescente e mantendo a precisdo do contetdo
cientifico. O storyboard foi revisado e modificado seguindo as al-
teragdes feitas no roteiro e incorporando mudangas relacionadas
aos equipamentos do Planetario, que foram trocados no decorrer
desses cinco anos. Um dos projetores novos, por exemplo, possuia
uma area de proje¢ao menor, portanto as cenas que utilizavam
esse projetor foram repensadas para utilizar essa nova area da
melhor maneira possivel.

A projecio utilizada no Planetario ¢ bastante complexa. Ex-
istem cinco projetores, sendo um fixo para projetar no centro da
cupula, considerando centro o centro da parede curva para onde
os espectadores olham, e ndo o centro da ctpula no topo. Foi
esse projetor que foi substituido de 2005 para 2010 e a sua area de
projecao mudou. Isso fez muita diferenca, pois o storyboard de
2005 se baseava nessa proje¢ao central para posicionar os outros
projetores. Dos outros projetores, dois eram moveis, poderiam ser
mudados de posi¢ao para melhor se encaixar ao projetor central, e
outros dois eram de slides. As projec¢des de slides se caracterizam
por imagens paradas, sem movimento e seriam utilizadas como
projecdes complementares.

Além do reposicionamento dos projetores, angulos e posi-
cionamento de camera foram repensados e o storyboard foi
redesenhado, levando em considerag¢do as proje¢oes multiplas e
simultaneas.
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Personagens. Os quatro personagens também passaram por
mudangas. Ganharam caracteristicas mais atuais, e suas person-
alidades, bidtipos e nomes foram novamente trabalhados.

Os quatro personagens reformulados sio:

Joana - Menina descolada, fala muitas girias, extrovertida,
meio gordinha.

Raul - Menino esportista, com um cabelo enorme, divertido e
tagarela.

Mayara - Menina timida, nova na escola, fala pouco, magrinha
e baixinha.

Pedro - Menino sabichéo, “nerd”, um pouco timido, gosta
da Mayara.

Os personagens ao se sentarem para jogar se dividem em duas
duplas, sendo que Joana faz dupla com Pedro, a dupla vermelha, e
Raul faz dupla com Mayara, a dupla azul.

Para a criagdo do novo visual dos personagens, foram reunidas
muitas referéncias pela equipe com um resultado muito abran-
gente e gerando uma mistura de técnicas e estilo que repercutiu
no resultado final.

Essas referéncias basearam-se muito no estilo de desenho de
cada membro da equipe, alguns com tragos mais leves outros mais
pesados, alguns desenhos coloridos outros em preto e branco.
Mas também houve muitas referéncias externas do universo do
publico em questao, como personagens de desenhos animados, de
jogos eletronicos, de livros, revistas e historias em quadrinhos.

Os personagens passaram por algumas mudangas significati-

F2.Concept Art, 2005
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vas, a menina Joana, era gordinha e gulosa, e se transformou em
uma menina mais ativa, engracada e extrovertida.

Raul que era mais esportista e sem muitos conhecimentos as-
trondmicos, ficou mais sabido e ganhou um penteado Blackpower
bem grande. Pedro ndo mudou muito, continuou “sabichéo, mas
ganhou um envolvimento afetivo com a Mayara, uma menina
timida, nova na escola, ganhou um pai astrénomo, e por isso tinha
um conhecimento surpreendente sobre o assunto.

Além disso, os personagens ganharam um aliado, o Computa-
dor de Bordo, que esta presente para esclarecer assuntos especifi-
cos sobre a Terra e sobre Buracos Negros. O conteudo especifico
sobre o assunto foi enviado pelo Planetario, para ser editado
posteriormente. O desafio nas etapas de diregao de arte foi
manter as caracteristicas estruturais dos personagens e uma visao
sistémica do projeto, apear das diferentes técnicas.

O Jogo, O Tabuleiro e as Cartas. A aventura se passa no espaco
e por isso foi pensado um meio de transporte para os personagens
utilizarem enquanto jogam. O Planetario possui em seu museu
um modelo de nave chamado Nave Escola. Essa nave pode ser
visitada pelos alunos e visitantes e foi escolhida para ser o trans-
porte dos personagens no jogo.
O roteiro, contudo, precisava estabelecer um contexto para que
o0s quatro personagens chegassem ao espago, para que fossem
transportados para a imaginagao. Por conta disso, nasceu a ideia
de um jogo de tabuleiro, que se desenvolve a partir de cartas com
orientagdes especificas. O tabuleiro apresenta todo o sistema
solar, além de
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asterdides, cometas e o buraco negro. Retirando uma carta “dica”,
eles buscam por suas respectivas sondas espaciais, € rumam para
o buraco negro, onde devem lancar a sonda finalizando o jogo. O
caminho a ser percorrido é o mistério. Esse percurso depende das
cartas retiradas e, por isso, a cada nova partida do jogo ha
mudangas.

O jogo foi planejado em todo seu funcionamento, para que o
roteiro tivesse coeréncia. Regras foram criadas para o jogo. Cartas
que podem ser de sorte ou azar foram elaboradas, com desafios
e enigmas para serem decifrados. Cada dupla retira inicialmente
uma carta “dica” em aberto, e em seguida cada personagem
retira, alternadamente, uma carta para dar prosseguimento ao
jogo. No filme as duplas passam por alguns planetas e pela Lua,
juntando informagoes sobre acontecimentos astronémicos e curi-
osidades espaciais.

Figurinos. Cada personagem precisaria de dois uniformes. Um
escolar e outro espacial.

Os uniformes espaciais foram pensados, desde o inicio, levan-
do a questao cromatica em consideragao. Os uniformes escolares,
por sua vez, levaram em consideragdo o sistema de uniformes F5.Variagdes do
comuns as escolas brasileiras, nos quais a camisa € padrao, mas a Tabuleiro
parte de baixo e o calgado podem ser escolhidos pelo aluno.

Cenarios. Os cenarios definidos para a animagao foram: o
patio da escola, o interior da nave e o solo da Lua. O interior da Espacial
nave foi dividido em duas partes, a parte da frente era o local onde
as duplas ficariam sentadas pilotando a nave e parte de tras ficaria

F6. Uniforme Escolar e
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depois de uma porta onde seria a sala do computador de bordo.
Para a constru¢o do cenario da escola, foi feita uma pesquisa
de imagens ndo so de locais, mas de alguns elementos, como os
brinquedos do patio: balango, gangorra, escorrega, campinho de
futebol, etc. Além de outros componentes como o portao da
escola, textura da parede, arvores.

A cria¢8o do interior da nave possibilitou maior liberdade por
parte da equipe, pois so havia definido sua parte externa, que seria
um modelo fiel da Nave Escola, presente no Planetario. O interior
da nave acabou sendo uma unifo de varios elementos pesquisados
pela equipe; cadeiras, mesas, televisores, controladores da nave,
botdes, e painéis de informagdes foram pensados, desenhados e
elaborados sem seguir inicialmente um padrio, mas ao final da
modelagem, conseguiu-se manter uma unidade na defini¢ao de
formas finais e materiais - mas, ainda mantendo a diversidade e a
representatividade criativa das pesquisas e geragao de alternativas
de toda a equipe do N.A.D.A.

Material Educacional do Planetario. Dois videos foram en-
viados pelo Planetario. O primeiro contendo informagdes sobre
o nosso planeta Terra, e o segundo contendo informagdes sobre
Buracos Negros, que no filme simbolizam o fim da aventura.

Esses videos foram editados para serem exibidos no momento
em que o personagem Computador de Bordo fosse consultado por
alguns dos personagens.

Osvideos além de editados receberam efeitos visuais no pro-
grama After Effects, para que se integrasse ao layout do resto do
filme, buscando uma homogeneidade na linguagem visual.
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2.2 - Produgao

Essa etapa consistiu na produgio e manipula¢do dos personagens,
cenarios, slidescartas e animagdes auxiliares. Primeiramente

os personagens foram criados virtualmente em um programa
chamado Blender (software livre).

A animacdo dos personagens e os cenarios foram feitos
utilizando-se o programa da empresa Softimage: XSI, foi utilizada
uma versao de teste. Este programa ¢ pouco conhecido no Brasil,
mas é considerado mais preciso e possui mais ferramentas como a
que possibilita a utiliza¢do do Lip Sync. Atualmente o programa
chama-se Autodesk XSI, pois o programa foi comprado da em-
presa Avid pela empresa Autodesk, mesma empresa
do programa 3D Max.

As animagoes adicionais, que nao foram feitas com mod-
elagem virtual, mas com animagoes em 2D, utilizaram os progra-
mas Photoshop, After Effects e Premiere, do pacote Adobe.

Tecnologias Utilizadas. Para a animagao dos personagens foi
oferecida a equipe de produgao a possibilidade de utilizagdo de
uma tecnologia pioneira no cenario de produgdes de animag¢do no
Brasil. Essa técnica chama-se Motion Capture, ou seja, captura de
movimento. Para utilizar essa técnica, uma parceria com o Insti-
tuto Nacional de Tecnologia (INT) foi acionada, para acesso aos
equipamentos necessarios. A captura ¢é feita através de transmis-
sores presos a uma roupa especial e captados por um programa
de computador. A pessoa veste essa roupa e faz os movimentos
necessarios para serem capturados e depois esse arquivo € manip-
ulado no programa utilizado para a animacao, nesse caso o XSI.

Em nossa primeira experiéncia verificamos que os persona-
gens criados ndo seguiam as propor¢des do corpo humano, os
bragos e pernas eram mais curtos e a cabe¢a muito grande, algo
determinante na técnica de Motion Capture. Por esse motivo,
algumas capturas tiveram que ser aplicadas aos personagens
artesanalmente, tornando o processo bastante lento e trabalhoso.
Outras nao puderam ser utilizadas e a animagao precisou ser feita
no proprio programa XSI. Um dos aprendizados foi que para a
utilizacao eficiente da técnica de Motion Capture, devemos desde
o inicio trabalhar com propor¢oes semelhantes entre os persona-
gens idealizados e nossos modelos vivos que servirdo de base para
a captura do movimento.
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Outra etapa técnica foi solucionar o Lip Sync, ou seja, a sin-
cronizagdo do movimento dos labios de acordo com o que ¢ dito.
Para tanto, foi necessario utilizar uma extensao do programa XSI.
Mas, a extensdo disponivel no programa era baseada na lingua in-
glesa, portanto a representacio de muitos fonemas em portugués
ndo existiam, o que gerou a necessidade de modifica-los para que
funcionassem na lingua portuguesa.

O processo de Lip-Sync funciona dessa forma: primeiramente
o rosto do personagem modelado € aberto no programa e nele sao
marcados pontos-chave.

Esses pontos servem de referéncia para o programa saber
onde ficam os olhos, o nariz, a boca, a lingua, o labio superior e o
inferior. Apos essa etapa, € necessaria a importagdo do audio, ou
seja, as falas interpretadas por atores e previamente gravadas em
um estudio. O programa analisa o que € dito e relaciona os fone-
mas com posi¢des de labios diferentes, dessa forma a boca do
personagem se mexe de acordo com o que € dito.

Outra tecnologia utilizada na realiza¢do do filme Infinitum foi
a criaco de slides - diapositivos fisicos. O processo foi primeira-
mente configura-los digitalmente, em seguida fotografa-los em
filmes para serem revelados, montados e serem exibidos nos pro-
jetores de slides, anteriormente mencionados, complementando a
projecao principal.

Desenvolvimento dos Slides. Como a proposta do Planetario
era utilizar todos os recursos de projecao disponiveis na Institu-
icao, pensou-se na utiliza¢do dos projetores de slides de forma
complementar a proje¢do principal. Os slides mostrariam cenas
paradas que nao s ilustrassem algo que fizesse parte da narrativa,
mas dessem énfase ao acontecimento. Como o filme estava todo
sendo modelado em 3D, optou-se na concepgio dos slides por
uma linguagem em 2D, exatamente para haver um destaque e
diferenciacdo entre as duas técnicas, gerando um contraste inter-
essante.

Desenvolvimento das Animagdes Vetoriais em 2D. Nessa
técnica, desenhos vetoriais sdo feitos digitalmente em programas
como o Illustrator, nos quais os desenhos sdo compostos por pon-
tos e linhas. Uma vez criados os desenhos, utilizou-se o programa
After Effects para anima-los. Essas animag¢des ndo representavam
0s personagens nem os cenarios, mas exemplificavam aconteci-
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mentos astrondmicos e curiosidades espaciais.

Aplicagao de Videos Adicionais. Os videos adicionais selecio-
nados e cedidos pelo Planetario tinham um conteudo bruto com
base em narragdes sobre o planeta Terra e sobre buracos negros.
Para incluir esses videos, o personagem Computador de Bordo foi
criado. A fungdo do personagem era, no decorrer da aventura, os
quatro alunos poderem consulta-lo para buscar mais informagdes.

Os dois videos foram feitos com efeitos de holograma, pois os
videos destoavam muito do resto do filme, pois haviam sido efe-
tivamente filmados e nao criados virtualmente. Por esse motivo,
pois escolhido um efeito para ser aplicado por cima dos videos,
assim ficariam mais integrados ao resto da animagao. O efeito de
holograma foi aplicado através do programa After Effects.

Criagdo do Audio/Ruidos/Onomatopéias e Concepgio da
Trilha Sonora. O trabalho das vozes dos personagens foi realizado
com atores profissionais com vasta experiéncia teatral e de audio-
visual. Nao foram escolhidos dubladores, propriamente ditos, por
conta de uma experimentagdo de criagido de personagens mais
ligada a teatralidade - indo ao encontro da pesquisa do LaDeh de
associacdo da teatralidade as midias digitais. A dire¢do de atores
foi realizada pelo Prof. Gamba Junior, assim como uma supervisao
das alteragdes do roteiro.

Nome dos atores - personagens:

Vénia Penteado - Joana

Gustavo Falcdo - Raul

Daniel Dias da Silva - Pedro

Juliana Féres - Mayara

Fernando Caruso - Computador de Bordo
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Para as musicas e sons acidentais foi contratado o profissional
Aurélio Dias. Seu trabalho so comegou depois que algumas cenas
ja haviam sido feitas, servindo de animacao de base. As cenas
ainda seriam refinadas, a luz e o movimento dos personagens
seriam melhorados, mas para a sonorizagio era necessario apenas
que o tempo da cena estivesse correto e que nio fosse alterado
depois, para que os sons e musicas comegassem e terminassem
nos tempos certos.

2.3 - Pés Producao

Como o filme foi montado em partes, a animagao principal em 3D,
as animagoes em 2D e os videos/animagGes adicionais, além dos
slides, a realizagdo de testes freqlientes na cupula do Planetario
foi fundamental para que todas essas partes pudessem ser vistas
como um todo, de forma integrada umas com as outras.

Como praticamente todo o processo foi realizado em midia
digital, a pds produgao consistiu basicamente do fechamento
dos arquivos e encaminhamento dos mesmos ao Planetario para
que os astrdbnomos pudessem acompanhar essa etapa final do
projeto e aprovassem o material. Muitos testes revelaram alguns
problemas, como por exemplo, as tonalidades utilizadas em uma
animagao ficarem muito diferentes das usadas nos slides, no
momento da projegdo. A variagdo cromatica entre os resultados
visualizados na tela do computador e na proje¢ao na ctpula preci-
sou ser equalizada.

Além disso, durante o processo de produgao foi definido que
a animagio depois de pronta deveria ser disponibilizada em HD,
Alta Defini¢do, para isso o audio deveria ser desenvolvido utili-
zando a tecnologia 5.1, que conta com dois canais principais de
audio e mais trés auxiliares que tornam a experiéncia sonora
mais definida.

Os slides, depois de produzidos e finalizados foram entregues
aum profissional do Planetario em formato .PNG, um formato
compacto, ndo muito pesado mas que ndo comprime a imagem
fazendo com que perca qualidade. Depois de prontos os slides, a
equipe foi até a cupula para testa-los. No teste alguns problemas
com as cores foram detectados. Na proje¢ao elas ficaram muito
claras, sugerindo uma subexposi¢ao no momento da fotografia e
da revelagdo. Isso foi corrigido posteriormente, embora ndo

infinitum — Animagéo para a clpula do Planetdrio do Rio de Janeiro - Brasil
Claudia Bolshaw, Luiza Novaes, Gamba Junior, Marcos Magalhes, Jillia Lacerda, Ed Schiffer e Gabriel Leitao.

afetasse o desenrolar da historia.

Material de Divulgagao. O convite de estréia do filme na data
marcada para a comemoragao dos 40 anos do Planetario, con-
tudo, foi desenvolvido pela equipe do N.A.D.A.

3 - Conclusao

Quando concluido, o filme foi exibido para o publico na comemo-
ra¢do dos 40 anos do Planetario do Rio de Janeiro. Na estréia, hav-
ia na platéia astrdbnomos, representantes de empresas de curtas e
longas metragens, além de convidados da equipe que produziu o
filme. A animagio passou também a integrar a programacao
semanal da Institui¢do durante todo o ano de 2011 e que con-
tinuou no ano de 2012, devido ao seu sucesso de publico, que até o
presente momento, ja contabilizou 22.000 estudantes com
entrada gratuita.

Um questionario foi desenvolvido para ser respondido
pelos alunos de forma que se pudesse avaliar nao s6 o conteudo
transmitido, mas também elementos da animagao. Os resultados
iniciais apontam para o sucesso do projeto, e o cumprimento de
seus objetivos.

A realizagdo do projeto propiciou varios ganhos para os
membros da equipe: a pratica do Design em Parceria - entre os
membros da equipe, com o Planetario, com o INT, com profis-
sionais técnicos; a vivéncia da interdisciplinaridade; a exploragio
de novas tecnologias; o desenvolvimento de procedimentos para
o compartilhamento de informagdes ao longo do processo e a
aproximacao com uma area de pesquisa promissora - o desen-
volvimento de filmes para serem exibidos em cupulas de Plan-
etarios.
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4 - Ficha Técnica do Filme

1. Coordenagao e Produgdo - Claudia Bolshaw

2. Supervisio - Marcos Magalhdes e Gamba Jr.

3. Dire¢do e Roteiro - Ed Schiffer e Gabriel Pires

4. Diregdo de Atores - Gamba Jr.

5. Equipe N.A.D.A - Ana Elisa Reis, Antonia Muniz, Francisco
Gasparian,

Gustavo Fukumoto, Julia Lacerda, Kawe de Sa, Suzane Santos
6. Interpretagio de Voz, por ordem alfabética

Daniel Dias - Pedro e Fernando Caruso - Computador de Bordo
Gustavo Falcdo - Raul e Juliana Féres - Mayara e Vania Penteado
-Joana

7. Dire¢do de Arte - Ed Schiffer e Gabriel Pires

N.A.D.A. - Nucleo de Arte Digital e Animagdo PUC-Rio

8. Desenho de Som e Musica Original - Aurélio Dias
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Abstract

A presente comunicag¢io pretende abordar as possibilidades que
se abrem atualmente, com a maturaco e aparente ubiquidade

da interatividade, a meios como o video, o cinema e a animag4o,
tradicionalmente construidos para uma frui¢o linear. Question-
am-se significados e meios de integracdo desta interatividade em
conteudos animados; propde-se ainda a criagdo de uma animacao
que faga uso da interagio para crescer e transcender-se, sem per-
der o seu carater especifico.
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1 - Introducao

Com a crescente ubiquidade da digitaliza¢do de conteudos,
levantam-se questdes no que respeita a interatividade e 4 sua
presenc¢a em conteudos digitais. O mapear do movimento que vai
das linguagens essencialmente espaciais - a pintura, a instalagdo,
o cenario virtual - as linguagens que dependem do tempo para
produzirem significado - o cinema, o video e a animagio, podera
auxiliar o intuito de gizar uma forma de interagao que faga sentido
para o objeto animado a construir. Na presente comunicagio
questionam-se ainda as formas de leitura de animagdes interati-
vas e que meios de maximizag¢ao da experiéncia, que se pretende
imersiva, estao ao dispor de quem os cria.

2 - Animagao Interativa: contextualizagao

A comunicagio que se segue procura abordar o resultado do en-
trecruzar de dois campos de agdo:

1. Transformagdes atuais na linguagem da animagio;

2. Formas de interagdo e modos de leitura de objetos
interativos.

Este cruzamento de ideias podera resultar numa questao que
se formulara nos seguintes termos: qual sera o resultado (em
termos de criagdo e de fruigdo por outrem) da construgdo de um
objeto animado que inclua a possibilidade de interag¢do?

Outras questdes derivardo obrigatoriamente desta: Como se
adaptara a linguagem da animagio (tradicionalmente linear) a lin-
guagem da interagao? Que meios ou estéticas de interagio serao
mais apropriados a um projeto desta natureza? Quais os resulta-
dos da (almejada) imersdo gerada pela interatividade, isto €, como
se experiencia um objeto assim criado?

Verifica-se que se apresentam desafios, alguns dos quais serdo
identificados mais adiante a animagao interativa, enquanto forma
que procura o seu meio e a sua justifica¢do, num processo de
maturacao e de expansao dos horizontes.

Desde o seu nascimento, a animagao incorporou no seu modo
de processar uma curiosidade que a carateriza, inicialmente, téc-
nica, mas alargando-se a investigagdo formal e tematica. Sendo
uma forma ideal para contar histdrias, devido a sua capacidade
para mostrar o que nao existe no mundo da imagem real, foi
frequentemente relegada para o contexto de entretenimento para
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criangas. No outro limite do espectro, a animac¢io era uma das for-
mas de expressao utilizadas pelos artistas dos movimentos mod-
ernos. Nao existiu, durante muito tempo, investigacdo relevante
na linguagem da animagdo entre estes dois polos de interesse [1].

Atualmente assistimos a disseminagdo das técnicas tradi-
cionalmente associadas ao processo de animar a todos os campos
de construgdo de imagem em movimento. Este fenomeno surge
da digitaliza¢do de muitos dos passos necessarios a construgdo de
um filme, seja de animacdo, seja de imagem real. O criador de ob-
jetos da era digital apropria elementos ja existentes, convertidos
da sua linguagem nativa para bites e bytes, e cria novos objetos -
compositos. Manovich [2] aponta esta carateristica como uma das
que definem a criagdo digital, identificando-a na criagdo ndo s6 de
imagens paradas, como de musica, texto, CDs multimédia e, in-
evitavelmente, filmes. A possibilidade de conjugar todo o tipo de
elementos numa imagem abriu subitamente as portas a técnicas
que anteriormente eram consideradas artesanais ou demasiado
complexas para se aplicarem ao cinema comercial. Os efeitos
especiais passaram a ser um pretexto plausivel para ver um filme.

Esta manipulagdo de cada frame nio pode deixar de sugerir
os processos da animagio, que esta, cada vez mais, presente em
meios até aqui inesperados. Comega a haver alguma dificuldade
em definir o que é, afinal, a animagdo - até aqui era definida pelos
processos, pela pesquisa técnica e formal, pelo caracter experi-
mental. Torna-se necessario repensar e redefinir a forma como
abordamos a animaggo. A criagdo de objetos animados devera ser
motivada ja ndo pela experimentagdo técnica ou formal, mas pelo
modo privilegiado como permite criar mundos diversos e abrir o
leque de perspetivas, provocando a reflexio [1].

A integracao de intera¢do numa animagao pode justificar-se
pela vontade de explorar formas diversas de contar historias e
deve ser acompanhada por uma reflexdo exaustiva quanto ao
design e fins desta mesma integragdo.

O conceito de interag¢do tem vindo a ser debatido de forma
crescente, sendo questionados a sua origem e 0s seus objetivos.
Interac¢do é, originalmente, um termo que se aplica exclusiva-
mente a dois, ou mais, seres humanos. O facto de, crescente-
mente, ser aplicado a uma rela¢cdo homem - maquina (ainda que
apos ter sofrido uma mutag@o para interatividade) tem intrigado

313

F1.cartaz do filme Ti-
tanic - reedi¢do em 3D,

James Cameron. 2012.



314

CONFIA . International Conference on llustration & Animation
Ofir. Portugal . November 2012 . ISBN: 978-383-37567-6-2

pensadores, que se viram obrigados a dissecar os motivos que
levam, cada vez mais, os seres humanos a serem nio so sujeitos,
mas também objetos nas suas relagdes com as maquinas cada vez
mais complexas que os rodeiam. A interatividade €, paradoxal-
mente, o reflexo de um desejo de maior controlo, ao potenciar a
escolha [3].

Curiosamente, embora vejamos campos outrora impensaveis,
como a televisao, sujeitarem-se 8 demanda pela interatividade, o
cinema (cinema de animagio aqui incluido) tem vindo a resistir
a esta pressio [4]. O visionamento no ecra de cinema, distante e
dirigido a dezenas de pessoas, nao propicia interacao que va além
da escolha do filme a apreciar e da hora a que o queremos ver.
Explorando a hipdtese da introdugdo de interagdo num filme
animado, admite-se a hipdtese da animagao interativa que,
embora proxima a linguagem dos videojogos, ndo seja um jogo,
no sentido em que néo castiga ou recompensa, mas sim uma nova
forma de contar histérias. No decurso da construgio deste objeto,
questionar-se-iam caminhos de interag¢do, reagdes dos publicos e
trajetos percorridos, assim como possiveis formas de distribuigao
de tais objetos.

A procura de uma linguagem que permita a criagdo de um
objeto animado cujo sentido esta na possibilidade de interagao
obriga a necessaria reflexao acerca da forma desta interagdo. Nao
fara sentido criar um objeto interativo no qual esta interatividade
seja mero acrescento, sem motivacao intrinseca ao proprio obje-
tivo do projeto.

As linguagens da animagdo e do cinema, apesar de diversas,
tém em comum os mesmos antepassados: os brinquedos oticos
da época vitoriana. A fascinagdo com a maquina e os mecanismos
que surgiu com a revolug¢do industrial levou a criagdo de diversos
aparelhos que, de uma forma ou de outra, exploravam modos de
tornar aparentemente moveis imagens estaticas. Estes aparelhos
eram, na sua maioria, construidos de forma a repetir uma se-
queéncia de imagens, originando assim um loop. Com a utilizagdo
que Edward Muybridge fez da fotografia, fotografando em rapida
sequéncia movimentos de animais diversos, nasceu o primeiro
loop de imagens reais; com a invenc¢ao de maquinas que permi-
tiam registar imagens numa longa tira de pelicula sensivel nasceu
alinguagem cinematografica tal como a conhecemos hoje. O cin-
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ema prosseguiu o seu caminho, proclamando a sua libertagdo das
exploragdes técnicas iniciais, e deixou a animag¢do uma liberdade
expressiva cuja base provém do seu papel menor na industria do
entretenimento [2][4].

Em nenhuma das linguagens, no entanto, a busca pela intera-
tividade surgiu naturalmente. O cinema prendeu-se a narrativa;

a animacdo, nas suas formas mais convencionais, seguiu tam-
bém esta opg¢do. Ao perder a repeti¢io ciclica, o loop original, os
dois formatos cingiram-se ao tempo, &8 manipulagdo do tempo,

a edi¢cdo da dimensdo temporal, relegando a edigdo e colagem
espacial para a categoria de efeitos especiais [2]. A narrativa linear
ndo se presta a introdugao de variaveis, sob pena de se perder o
sentido da narrativa - o desenvolvimento de interagao sofreu com
este contexto.

Recentemente, com a conversao generalizada para o ambiente
digital que se aplicou a todos os tipos de frutos da atividade hu-
mana, os efeitos especiais tornaram-se apelativos, pela facilidade
com que se podem aplicar e pelas possibilidades novas que apre-
sentam. Abriu-se assim a linguagem cinematografica a exploraggo
espacial [2] e as técnicas que, entretanto, a animac&o foi tornando
suas [4]. Tornou-se muito dificil destringar o cinema de imagens
reais do cinema animado - e, visto que, afinal, a animagio ja esta
em todo o lado, deixou de ser o parente pobre do cinema live
action. Subitamente € possivel encontrar animacdo em contextos
muito diversos e com fun¢des, também elas, muito diversas.

A digitalizagdo do mundo permitiu também uma explosdo no
aparecimento de conteudos interativos, por oposi¢do as sessdes
de cinema nas quais ao publico resta apenas a opgdo de ver, ou
recusar-se a ver, aquilo que lhe € apresentado no ecrd da sala de
cinema.

O cruzamento destas duas tendéncias levou ao aparecimento
de pequenos filmes interativos, que se baseiam na construcao de
ramos alternativos na narrativa - hipernarrativas - que podem ser
escolhidos sem prejuizo do sentido do objeto filmico.

A forma da interag@o é bastante limitada a um pequeno numero
de op¢des convencionadas pela pratica e moldadas pelas possibi-
lidades técnicas do nascimento da era informatica. A metafora do
escritorio converteu a ideia de operar um sistema informatico a
uma dimensao muito limitada, que implica um esquecer do corpo,
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a utilizagdo de periféricos especificos como o teclado e o rato, e
auma exclusio de outras formas de intera¢ao [5]. O questiona-
mento deste comportamento, altamente estruturado e balizado,
coube as praticas artisticas performativas, que, apos um primeiro
momento de aprendizagem das op¢des existentes, comegou a
explorar outras formas de interagio, livres dos condicionamentos
do formato (até certo ponto) universal. Com o correr do tempo e
amatura¢do do meio informatico, foi possivel ver algumas destas
formas alternativas crescerem e serem utilizadas pela industria (o
caso dos gestos da mao que manipulam tablets e telemoéveis, ou
mesmo da utilizagdo de todo o corpo para controlar plataformas
como a wii ou a kinect). A forma da intera¢do nao tem assim que
ser, necessariamente, confinada ao clique no botao para fazer
avancar a narrativa [§]. Posto isto, surge uma opg¢ao para uma
animacao interativa da natureza que aqui se propde - procurar
uma forma de interacdo que se relacione de um modo mais
organico com a natureza da linguagem da animagao, tentando
criar situagdes de recolha de input que nio sejam uma disrupgio
na narrativa, e que tornem a experiéncia imersiva.

Por outro lado, o design desta intera¢do também podera
ser objeto de um questionamento - a forma como as opgoes se
apresentam e como a aplica¢do responde a introdugao de dados
oriundos do utilizador. Janet Murray [6] oferece uma série de
possibilidades, originadas pela reflexdo sobre o design de apli-
cagoes destinadas a interagdo. Segundo Murray, o movimento do
espacial para o temporal, feito pelo cinema quando escapou aos
constrangimentos dos mecanismos proto-cinematicos, pode ser
invertido para obtengao de situagdes de interacio mais interes-
santes e menos intrusivas do ponto de vista da imersao do fruidor
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na narrativa que se pretende fazer experimentar. Um dos exemp-
los dados é o da criagdo de um mapa de relagGes, no caso a opgio
escolhida pelos criadores de um thesaurus online:

O modo como esta migragdo do temporal para o espacial se
pode operacionalizar podera permitir uma integracio da lin-
guagem da animac¢do com a interagdo mais organica e simples.
Podera fazer sentido explorar a linguagem do ciclo, do loop. Ao
mesmo tempo, a organizagao espacial, ao invés de temporal,
desta narrativa, seria uma forma de refletir o modo como vivemos
- navegando num espaco, criando uma narrativa que se gera
quando alteramos este espaco. Sendo assim, estas duas hipoteses
de exploracdo, a do espaco e do ciclo que se repete, fazem todo
o sentido quando procuramos uma forma de interagdo para um
projeto desta natureza.

Para Fritsch [7], a forma como interagimos com tecnologias
cada vez mais presentes modela a nossa relagao afetiva com o
mundo e com os objetos interativos: as formas de interagdo ndo
precisam de ser, necessariamente, transparentes, mas sim bem
desenhadas e bem construidas, podendo chegar a ser fontes de
identificagdo e modos de construir e afirmar identidades pessoais.
Aliando esta ideia ao conceito de flow, frequentemente aplicado
a constru¢do de videojogos, que prevé uma imersao ideal do
jogador quando a dificuldade das tarefas é adaptada para cada in-
terator [8], facilmente se conclui que o design da interacao devera
ainda, se possivel, prever e ter em conta situagoes particulares.

3 - Desafios

Na tentativa de identificar, necessariamente de forma nao
exaustiva, alguns dos desafios que a animagio interativa enfrenta
atualmente, serdo apresentados exemplos representativos de trés
das tendéncias mais comuns para o desenvolvimento de intera-
tividade em conteudos animados.

1° desafio - Para além da linearidade

O primeiro desses exemplos ¢ uma animacao disponibilizada no
sitio de partilha de videos, Youtube. Trata-se de uma adaptacido de
uma série de episddios animados, criados por Osvaldo Cavandoli,
entre 1971 € 1986. A adaptagio consiste apenas no acrescento

de interatividade, pelo que se presta de forma excelente ao tema
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deste artigo, visto que podemos comparar a versdo interativa com
a original e perceber até que ponto a introdug¢ao de interatividade
cria novos sentidos.

A obra original, a série de episddios La Linea, consiste em 90
episodios com cerca de 3 minutos cada um. Cada episodio conta
as peripécias que acontecem a um ser definido pelo contorno
(branco sobre um fundo azul). Diz-nos a pagina dedicada a este
trabalho no sitio IMDB [9] que os episodios eram, frequente-
mente, utilizados entre outros programas televisivos, de forma
a ocupar o intervalo de tempo. Verificamos assim que se trata
de uma obra atomizada e com significados contidos num curto
espaco de tempo. A ordem pela qual os epsddios eram mostrados
nio é relevante para o desenrolar do conteudo.

A obra interativa utiliza uma linguagem plastica e técnica
semelhante, mas permite a acao do espectador sobre o que esta
aver. Como tantas outras, recorre ao esquema em arvore para
delinear a estratégia de interagdo. Visionamos um curto momento
animado que conduz a um menu, perante o qual somos confronta-
dos com a necessidade de escolher um de trés botdes (ou camin-
hos). O personagem contorce-se e irrita-se perante a nossa hesi-
tagdo. Acabamos por escolher uma das opg¢des s para ver o que
acontece, sem qualquer ajuda na nossa escolha. As consequéncias
da escolha também nfo sdo determinantes para o sentido da
animaca0o: se encararmos a obra original como uma série, no seu
conjunto, concluimos que a possibilidade de alterar a ordem com
que os episodios eram vistos ja estava presente. Nao ha, portanto,
sentidos novos nesta reencarna¢io de La Linea: a introdugio de
interatividade é supérflua e pouco imaginativa na sua forma.

Ja foireferida a abordagem de Janet Murray [6] no sentido de
desenhar e criar interagdo significativa recorrendo ao espago e ao
ciclo. Uma outra possibilidade ¢ a de seguir o que Murray chama
o modelo do jogo, na tentativa de encontrar solugdes diferentes
para as formas de interagdo. Sobretudo, importa perceber que a
simples introdug¢do de interag¢do nao vai melhorar uma obra s
por si-no caso de La Linea, seria necessaria uma reflexao mais
profunda acerca do que se pretendia alcangar ao tornar a obra
interativa e depois procurar repensar a forma como essa interacao
deveria ser implementada.

Conclui-se que o primeiro desafio que se apresenta aos cria-
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dores de animagdes interativas € o de criar formas de interagio
que tenham justificagido no conjunto de significados da obra -a
introducdo de interatividade, irrefletidamente e s6 por si, ndo é
geradora de novos sentidos.

2° desafio - Para além do jogo

O segundo desafio que se apresenta aos criadores de animagdes
interativas € o de ultrapassarem a designac¢io e formatagdo do
videojogo. Sendo um meio expressivo que, cada vez mais, devido
a sua massificagdo e presenca crescente na industria de entreteni-
mento da sociedade ocidental, é a primeira e primaria fonte de

inspiracdo para a criagdo de intera¢do em narrativas, o videojogo €

um modelo dbvio quando se procura criar interatividade signifi-
cativa. Podemos, no entanto, argumentar que se, na tentativa de
melhorar as formas de interacao e criar sentidos novos, o resul-
tado final ndo se distingue de um videojogo, entdo nada de novo
foi criado.

O exemplo que em seguida se apresenta identifica-se como
um videojogo - trata-se de Machinarium, criado pelo estudio
Amanita Design, em 2009.

Machinarium foi cuidadosamente animado e, embora tenha
efetivamente uma estrutura de videojogo (€ necessario resolver
puzzles para avangar na narrativa, existe uma estrutura em niveis,
etc), a componente narrativa e a animagao sdo claramente o
que o distingue dos demais - basta-nos verificar que ganhou um
prémio para exceléncia no campo da arte visual, conferido pelos
Independent Game Awards de 2009 [10]. Sendo assim, 0 que nos
impede de dizer, quando confrontados com Machinarium, que es-
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tamos perante uma animacao interativa? Basta iniciar a aplica¢io,
e perceber que nos é pedido que completemos uma tarefa (e nao
qualquer tarefa, ou uma dentro de um leque de possiveis tarefas

- é preciso acertar e é possivel falhar) para avangar na narrativa e
progredir para o palco (ou nivel) seguinte, para percebermos que,
neste videojogo, como em todos os outros, predomina a légica do
jogo sobre a logica narrativa.

Embora um jogo possa (e efetivamente o faga) transmitir sen-
tidos e provocar reflexdo [11], e portanto, ndo deva ser uma forma
de transmitir conteudos a descartar, tem o seu proprio meio e os
seus intuitos, que podem nio coincidir com os que se pretendem
para uma animagao interativa. Quando falamos em animacgo
tocamos muitos pontos que se encontram também na defini¢do de
jogo -uma forma de criar novos mundos e novas possibilidades,
impossiveis ao filme live action [1]. No jogo, porém, a narrativa (ou
a transmissao de conteudos) esta subordinada a um conjunto de
regras [12] e esquemas de gameplay, que ndo sio interessantes no
caso da animacgdo - embora toda a interagdo tenha regras, podera
ndo ser necessaria, ou significativa, a criagdo de um sistema de
recompensas e obstaculos.

Significa, portanto, que ndo basta seguir um esquema de
intera¢do conhecido e difundido - o dos videojogos - na criagao
de algo a que possamos chamar animagdo interativa. Nao se esta
aqui a demonizar uma forma de comunica¢ao que, como vimos,

é perfeitamente valida e que, demasiadas vezes, sofreu com a
etiqueta de entretenimento oco e mesmo perigoso [11]. Uma
etiqueta semelhante €, muitas vezes, atribuida a animagio, como
foi referido na contextualizagido acima apresentada, e verificou-se
sempre inutil, errada e, em ultima instancia, perniciosa para quem
cria animagdo, assim como para o campo mais vasto da cultura
visual e artistica. Um jogo, e um videojogo, tem completa capaci-
dade para criar e transmitir sentidos e formas de questionamento
novos e diversos. Simplesmente, para a investigagao presente,
torna-se claro que € necessario criar novas formas, novas estéticas
de interagdo; ndo é suficiente ou inovador fazer um belo jogo e
chamar-lhe animagao - nem o campo dos videojogos, nem o da
animacao, ganham qualquer beneficio com tal amalgamento.

Animagdo Interativa: desafios
Sofia Figueiredo

3° desafio - Em busca de complexidade formal
e narrativa
O ultimo desafio que aqui queremos apresentar, embora nio, se-
guramente, o ultimo que se apresenta aos criadores de animagoes
interativas, € o de ndo cair no extremo oposto aos que vimos ante-
riormente. Se em La Linea Interativa as formas de interacao sdo
pouco desenvovidas e pouco interessantes e em Machinarium sao
criadas para um formato diferente, no terceiro exemplo que aqui
trazemos as formas de interagao sio o tema exclusivo da obra.
Trata-se de Manual Input Sessions, de Golan Levin e Zachary
Lieberman, criada em 2004.

Manual Input Sessions nao se identifica como uma animagao
e, no entanto, recorre a animagdes no seu funcionamento e na
sua estratégia de criaciio e geracdo de imagens. E aqui apresen-
tada porque explora formas de interacdo inovadoras e ha algo a
aprender com este tipo de experiéncias. Por um lado, para além da
pura exploracao formal da interagdo ha um mundo rico em con-
teudos que nio € explorado por Manual Input Sessions; por outro,
a simples introdugdo de botdes num filme animado pode ndo
conduzir aos efeitos desejados, pelo que devem ser tidas em conta
as exploragdes artisticas das formas de intera¢do como descritas
por Simon Penny [5]. A utiliza¢do do corpo para além damao e
do olhar pode ser uma das formas de ultrapassar as convengdes
atuais no design de interagao; resta fazer a experiéncia, tentando
nio fazer pender a rela¢do interagdo-narrativa para extremos
como aquele que Manual Input Sessions habita, mas sendo mais
inovador nas estéticas de interagdo do que o criador de La Linea
Interativa.

4 - Conclusdes

O presente artigo nao origina conclusdes definitivas, por si, sendo
um ponto de partida mais do que uma investiga¢io fechada; para
evitar desnecessarias repeti¢oes, visto que as conclusdes foram
sendo apresentadas ao longo do texto, resta-nos afirmar nova-
mente o desejo que estes e outros desafios sejam cuidadosamente
encarados e originem a reflexdo devida na criagdo de elementos
pertencentes a um campo tio rico em explorages e experimen-
tagdes como o cinema de animagao.

N

F6. Manual Input
Sessions. Golan Levin
e Zachary Lieberman.
2004. Video da per-
formance disponivel
em https://vimeo.
com/2375069 em

Outubro de 2012
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Abstract

Os livros digitais interativos para criancas estao ainda numa fase
inicial de evolugdo, particularmente no que toca a exploragdo das
suas narrativas e no seu potencial de conter diferentes desenlaces
das historias e contos. O avango da tecnologia provocou o apareci-
mento de livros em suportes digitais, em alternativa aos formatos
tradicionais analdgicos, permitindo que as narrativas lineares se
sobreponha um aproveitamento do potencial interativo e nio lin-
ear, através do qual o leitor/utilizador pode participar na historia,
e aimagem estatica pode ser substituida por imagem animada,
por vezes também ela interativa. O corrente artigo pretende
descrever uma metodologia de construgio, teste e implementagio
de conteudos de representa¢do visual animados e interativos que
serdo inseridos numa aplicagdo desenvolvida para um plataforma
tablet (ipad), com o0 nome de “Histdorias Mal Contadas. A estrutura
desenvolvida permite ao utilizador a criagdo de alternativas e
escolhas ao longo da animacao e proporciona a possibilidade da
crianga construir as suas proprias histdrias através da sua criativi-
dade e experimentagdo, permitindo em alguns momentos um in-
put pessoal, que torna a experiéncia de leitura mais personalizada
e tnica. E feita uma andlise e reflexdo sobre como uma narrativa
com imagem animada suportada por tecnologias multi-toque
pode proporcionar novas alternativas de leitura e interaco, e
desta forma aumentar e desenvolver o imaginario da crianga.
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1 - Introducao

“Interactive Narrative is the most ambitious art form existing to-
day, because it combines traditional narrative with visual art and
interactivity” (Meadows S., 2003)

Segundo Sylvie Lapointe [2007], uma histdria é uma experién-
cia interativa e dinimica entre o narrador e o ouvinte porque
ambos se adequam um ao outro. E uma ferramenta de comu-
nicacdo poderosa que reune imagens e palavras, transmitindo
informagGes. Com o avango das tecnologias podem ser lidas e
contadas histdrias através de diferentes meios e dispositivos. Pode
ser lida uma histdria num livro num formato tradicional (papel),
bem como podes ler lida a mesma historia num dispositivo digital
(computador, tablet ). Podemos dividir em quatro grupos a inter-
acdo de um leitor com uma narrativa contida num livro: pode ser
uma narrativa linear num livro analégico; uma narrativa linear
num livro digital; uma narrativa ndo linear num livro analdgico;

e uma narrativa nao linear num livro digital. Este ultimo ¢ o con-
texto que nos interessou explorar neste estudo.

A interatividade potencia a criagao de experiéncias personali-
zadas e possibilita uma participagdo mais ativa da crianga numa
determinada narrativa. As narrativas interativas oferecem novos
caminhos ao utilizador, proporcionando novas formas de contar
uma histdria.

“.. interactive stories solicit audience participation in the
story and this help them to more intensely internalize the
material.” [Vorderer 2003, p.177]

Com o surgimento dos formatos digitais em alternativa aos forma-
tos analogicos tradicionais, foi evoluindo também o potencial dos
suportes, e das novas possibilidades de intera¢ao que estes vao
permitindo - geo-referenciagdo, sensores de luz, cor, movimento,
arrastar, agitar, uso do sopro, zoom, rodar, inclinar, toque, audio
-0 que fez com que a narrativa tradicional passasse a tender para
uma narrativa interativa, onde o leitor/utilizador participa ainda
mais na historia através da interatividade e da animagao, nio se
resumindo a op¢Oes convencionais de dire¢bes num estrutura
ramificada de op¢des narrativas. Um livro impresso pode também
permitir a interagdes por parte das criangas que o leem essencial-

“Histdrias Mal Contadas” - animagao para narrativas interativas, um conceito em evolugdo 325
Rita Silva, Nuno F. Rodrigues, Jorge T. Marques

mente de dois modos: através de manipulagao fisica de partes do
mesmo (como no caso dos livros pop-up); e através da navegacao
ndo linear nas paginas de um livro, saltando entre partes deste.
Estas interagGes sdo no entanto limitadas as carateristicas fisicas
e de produc¢ao de um livro impresso. Existem livros interativos
analogicos (impressos em papel) como O Principezinho -o
Grande Livro Pop-Up, de Antoine de Saint-Exupéry [2009], e Um
Livro, de Herveé Tullet [2011], que proporcionam a participagdo
ativa do utilizador e o estimulo da sua imaginagdo e interagdo com
o0 proprio objeto-livro. O primeiro, através das multiplas sensagoes
que proporciona, tais como o cheiro, a textura de cada folha e a
sua tridimensionalidade, que transmite ao folhea-lo, e o0 segundo
devido ao facto de conter um jogo que ensina as cores, a contar,
onde a crian¢a pode soprar, sacudir, carregar, inclinar, bater pal-
mas. Por outro lado, um livro digital pode oferecer novos camin-
hos a uma determinada narrativa e permite uma maior interagdo
entre o utilizador/suporte digital. No campo dos livros digitais
interativos o The Fantastic Flying Books Of Mr. Morris Lessmore,
de William Joyce [2011], € um livro que tem como objetivo ensinar
oinglés através de uma narrativa interativa, onde o utilizador tem
a oportunidade de pintar, escrever, desenhar e ouvir. E um dos
casos onde o livro tradicional é reinventado para um

contexto digital.

Com as possibilidades tecnologicas nos suportes para livros
digitais as imagens impressas e estaticas dos livros analogicos pas-
saram a poder ser imagens animadas no contexto digital. Dentro
dos dispositivos digitais, um destaque para os dispositivos de
carater multi-toque, por assumirem carateristicas de interagdo
fisica natural, e que ndo exigem grande aprendizagem para serem
utilizadas e portanto a interatividade permitida criar experiéncias
mais intensas para o utilizador.

2 - “Historias Mal Contadas”: uma aplicacao com
uma nova ahordagem interactiva

Esta investigacdo esta associada ao desenvolvimento de um pro-
jeto prético com o nome de “Historias Mal Contadas”.

Este projeto tem o objetivo de proporcionar a crianga a possibi-
lidade de construir as suas proprias historias, a partir de contos
tradicionais portugueses. A tradi¢ao de contar oralmente uma
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histdria carateriza-se pelas sucessivas possibilidades de a contar
de um modo distinto, dependendo da meméria e do desenvolvi-
mento do imaginario de cada individuo. Segundo Piaget (1974),
o desenvolvimento da crianga, € caraterizado por um processo de
sucessivos equilibrios, passando por quatro diferentes estagios,
refletindo em cada um determinadas formas de pensar e de agir
nas diferentes idades. O publico-alvo para esta aplicagdo centra-
se nas criangas entre 0s 6 e os 7 anos, enquadrando-se no estagio
pré-operatério. E nesta idade que a crianga vive um periodo intui-
tivo usando a inteligéncia e o pensamento. O seu imaginario esta
repleto de ficgdes, apesar de ja distinguirem a fantasia do real.

A aplicagdo “Historias Mal Contadas” consiste num livro
digital de ilustragdo infantil que engloba uma animagao interativa
baseada em trés contos tradicionais portugueses (Lenda da Serra
da Estrela, Lenda de Mirandela e Lenda do Castelo de Braganca).
Para este projeto optou-se pela escolha de trés contos tradicionais
portugueses porque segundo uma expressao tradicional portugue-
sa, “quem conta um conto, acrescenta um ponto”, ou seja, quando
alguém reconta uma determinada histdria, colmatando lapsos na
histdria com pormenores da sua autoria, provenientes das suas
experiéncias e emogoes, transforma a narrativa original, numa
nova, personalizada, mais ou menos adulterada.

A aplicagdo em desenvolvimento permitira ao utilizador a
criacdo de alternativas e escolhas ao longo da animagdo, tanto ao
nivel de op¢des entre ramificagdes de varias narrativas que se cru-
zam, bem como através das condi¢des que o seu input individual
impoe no desenrolar da narrativa. Este projeto empirico funciona
como um incentivo a aprendizagem das criangas tendo como
objetivo o desenvolvimento da sua literacia visual e o perpetuar de
elementos das historias tradicionais portuguesas centrado numa
experiéncia unica e original.

2.1 - Metodologia de Construcao da Narrativa

A primeira fase do processo de construcao da aplicacdo consistiu
na conjugacdo das trés lendas portuguesas numa estrutura narra-
tiva ramificada. Para tal, foi criada uma estrutura que conjugasse
as trés historias, com o intuito de relaciona-las através de lugares e
personagens compativeis de modo a que fossem intermutaveis na
navegacio entre excertos natrativos.
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Optou-se por utilizar uma estrutura aciclica, possibilitando o
aumento dos percursos das historias e tornando-a mais interativa,
e por sua vez ndo linear. A estrutura das narrativas foi pensada
para que o utilizador (crianga) através da experimentagio con-
strua a sua propria combinag¢do de excertos narrativos, ou seja
a sua propria histdrias, dentro das trés narrativas intermutaveis
definidas.

Foi desenvolvido um estudo diagramatico (fig.1) contendo
o enredo das historias, sendo constituido pela diferenciagio de
cores, permitindo a organizag¢do e a fluidez das histdrias, bem
como a sua separagdo. Ambas as histdrias partem de um no ini-
cial, ou seja na pagina inicial do livro, e depois separam-se a partir
da escolha de uma determinada personagem e a partir dai estdo
diretamente dependentes das op¢oes e input do utilizador. Apos
a concluso da estrutura da narrativa, foi necessario a cria¢do
de um storyboard (fig.2 e fig.3) para que cada excerto narrativo
fosse associado a uma determinada configuracdo de interfaces e a
elementos que o contém, bem como as suas configuracoes visuais
para serem posteriormente animadas.

2.2 - Testes preliminares com uma amostra
Segundo Quivy R. (Et al 1992), a observacdo é uma etapa inter-
média entre a construgdo dos conceitos e das hipdteses, por um
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lado, e 0 exame dos dados utilizados para as testar, por outro.
Neste encadeamento, a segunda fase deste processo consistiu

na constitui¢do de um grupo de amostra para a participagio

em testes preliminares com criangas do ATL da Santa Casa da
Misericordia de Barcelos, com idades compreendidas entre os 6 e
0s 7 anos. A amostra abrangia § rapazes e § raparigas da cidade de
Barcelos, que frequentavam o 1° e 0 2° ano do ensino basico. Os
testes preliminares com um grupo amostra de criangas pretendem
demonstrar como € que estas abordam as diferentes histdrias e
plataformas, para posteriormente no decorrer do projeto se con-
siga adequar as ilustragdes e as interagdes as diferentes necessi-
dades dos utilizadores.

A primeira fase consistiu numa exploragao por parte das
criangas por algumas lendas tradicionais portuguesas, no caso
utilizaram-se as lendas escolhidas para o projeto “Histdrias Mal
Contadas”. Comegou-se por dar conhecer as historias com uma
sessdo de leitura e posteriormente as criangas exprimiram-se
plasticamente inspirados no que ouviram. Esta a¢io teve como
o objetivo entender os diferentes contextos imaginarios deste
escaldo etario, o modo como as criangas representaram os varios
elementos das histdrias e a sua capacidade de sintese, ou seja
que tipo de elementos das historias as criangas entenderam ser
suficientes para representar de um modo sintético a narrativa.

A segunda fase do estudo com a amostra consistiu na personali-
zagao de personagens em aplica¢Ges interativas para computador.
Para tal, utilizou-se um jogo interativo The Simpsomaker e o web-
site http://caxxxero-illustration.blogspot.pt, sendo que ambas as
aplicagdes permitem que as criangas manipulassem personagens
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de um modo individual e personalizado.

O jogo interativo baseava-se na constru¢do de personagens da
série animada Simpsons (Matt Groening, 1987), utilizando sim-
plesmente um clique do rato para optar por varias carateristicas
da personagem, como penteados, olhos, nariz, formato da cabega,
utensilios e cenarios, através de um menu com setas na interface
(fig. 4). A segunda aplicagdo, o website, permitia ao utilizador
a construcdo de personagens através do arrastar de diferentes
objetos, tais como bocas, olhos, chapéus, barbas, cabelo, de uma
forma mais espontdnea, onde a crianga, apesar de ter limitagGes
de objetos, podia combinar um conjunto mais variado de elemen-
tos nas figuras (fig. 4)

Foi possivel observar diretamente que a maioria das criangas
se interessou mais pela caraterizago livre das personagens no
website do que no jogo, e mediante questionario aos interveni-
entes a principal razio indicada passava pelo facto das expressoes
mais variadas que as personagens podiam incluir, e pelo brincar
com a junc¢ao de diferentes objetos.

Ambos os testes foram relevantes para se perceber de que
forma se poderia construir os conteudos visuais para a aplicagio
a desenvolver mais de acordo com os contextos imaginarios das
criancas que foram aferidos, bem como pensar na melhor forma
de incorporar interagdes que proporcionassem uma experiéncia
aliciante e uma leitura interativa e ludica para os utilizadores.

2.3 - Construcao de conteiudos visuais

Uma vez estabilizada a estrutura narrativa, a criacao dos story-
boards e da realizagdo dos testes exploratdrios com a amostra,
iniciou-se a realiza¢do dos conteudos visuais para a aplicacdo
“Histdrias Mal Contadas”. Optou-se pela utilizagdo de uma
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técnica mista (recortes de revistas, colagens, pastel de dleo) para
arealizacdo de todos os conteudos graficos interativos. A partir de
uma base de colagem e recorte de elementos impressos procedeu-
se a digitalizacdo dos elementos e posteriormente utilizou-se o
Adobe Photoshop para o desenvolvimento das ilustragdes que vao
ser utilizadas na aplicagao.

Todas as ilustragGes construidas seguem o mesmo conceito de
plasticidade de modo a manter a coeréncia durante toda a inter-
acdo. A plasticidade permite a criagdo de desenhos mais expres-
sivos, por exemplo, no inicio da aplicagdo a crianga é convidada a
criar uma personagem e tem aos seu dispor um leque de conteu-
dos interativos feitos a partir de recortes de publicagdes impressas
(olhos, bocas, orelhas, cabelo). As ilustragdes para a aplicagdo
foram pensadas sempre com o intuito de estimular o utilizador
a diversas sensagdes, tais como sensagdes visuais, auditivas, e
tateis, tais como o pintar, o abanar, o soprar, o som dos objetos, o
carregar e o arrastar.
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2.4 - Fases do estudo a desenvolver no futuro

Uma vez estruturado o projecto e desenvolvidos foi desenvolvida
uma parceria com uma empresa na area da informatica e cién-
cias da informagdo. A fase corrente do desenvolvimento do
projeto consiste na programacao de toda a aplicagdo por parte

da entidade colaboradora em simultdneo com a construgao dos
conteudos visuais remanescentes e de afinagdes dos conteudos
ja desenvolvidos. Para finalizar serd efectivado um teste de um
prototipo piloto com uma amostra similar a usada nas actividades
exploratdrias iniciais, numa escola de ensino basico nacional. O
prototipo piloto da aplicagdo tem o intuito de encontrar alguns
aspetos que possam ser melhorados no projeto a nivel interativo e
intuitivo, bem como testar a usabilidade da aplicagdo e a recep-
tividade da amostra em relagdo aos conteudos.

3 - Conclusao

E se o facto de a crianga desenhar um passaro com asas pequenas,
e ele ndo conseguir voar, mudasse o rumo dessa mesma historia?
Este projeto engloba uma forma diferente de contar uma historia,
onde o utilizador faz parte dela e a desenvolve através das suas
acOes. As narrativas interativas digitais, oferecem novos camin-
hos ao utilizador, proporcionando novas formas de contar uma
histdria e fazer parte dela. As inovagdes tecnoldgicas, os novos
suportes digitais, os novos modos de interagdo disponiveis, per-
mitem as criangas escolhas cada vez mais amplas. A crian¢a pode
ouvir, ler, olhar, soprar, agitar e inclinar, interagindo assim com
uma determinada historia, que num modo linear seria apenas
contada.

Com o desenvolvimento da aplica¢do para ipad “Histdrias
Mal Contadas” pretende-se introduzir uma nova forma de contar
uma histdria, onde a crianga através da sua imagina¢do, comanda
o rumo da narrativa, cria as suas proprias personagens e pode por
algum input individual inico, com consequéncias no desenrolar
da historia.
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Abstract

A animagdo ¢ uma area disciplinar com raizes tradicionalmente
sustentadas nos media audiovisuais, mas que tem evoluido para
varios contextos e suportes em novos media digitais. Uma das
areas na qual essa evolugdo é visivel, é o contexto da realidade
aumentada. Este documento descreve o desenvolvimento de

um protdtipo de animagao tridimensional através da realidade
aumentada. O modelo usa o sistema de realidade aumentada para
determinado local, adicionando informagao especifica sobre o
mesmo. Serdo apresentadas algumas caracteristicas da realidade
aumentada bem como as suas vantagens tecnologicas, e possiveis
restricGes do hardware e software da aplica¢ao desenvolvida.
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1 - Introducao

O objectivo da realidade aumentada passa por combinar uma rep-
resentacdo do mundo real com um representa¢ao de um mundo
virtual gerado por computador de maneira a que aparentem ser
um so [1]. A realidade aumentada pode oferecer muitas oportuni-
dades para o desenvolvimento de novos formatos de animagdes,
que possam tirar partido das potencialidades da combinag¢io entre
imagem real e imagem digital, no sentido de oferecer diferentes
experiéncias aos utilizadores. E neste contexto, caracterizado por
fortes alteragGes que incide a questdo de como pode a animagio
contribuir para uma maior interagdo entre um utilizador e o es-
pago onde esta inserido?

Encontramos crescentes exemplos de aplicagdes com ani-
magdo através da realidade aumentada em publicidade, vide-
ojogos ou aplica¢des optimizadas a contextos especificos que
exploram novas possibilidades de visualizagdo e intera¢do no
relacionamento com determinado espago fisico. A realidade
aumentada permite que o nosso quotidiano esteja repleto de
informagdes virtuais apenas visiveis através de aplicagdes que
sobrepdem essas imagens a paisagem urbana, as aplicagdes como
Layar, que utilizam o GPS para determinar a posi¢ao do utilizador,
ao mesmo tempo procura informagdes ligadas ao local onde se
encontra [2]. A empresa Dassault Systémes cria produtos em 3D
utilizando a realidade virtual e aumentada, como ¢ exemplo um
dos seus projectos, Giza 3D, que proporciona novas formas de
interacgdo com os objectos virtuais. Destinado tanto para técnicos
de arqueologia como para o publico em geral, é uma experiéncia
imersiva de simulacdo e visualizagdo de dados arqueologicos
recriados tridimensionalmente [3]. Na area artistica surgiu
recentemente em Serralves a primeira instalacdo em realidade au-
mentada, da autoria de Jodo Paulo Feliciano. O projecto, denomi-
nado “Walls to the People”, é composto por inscri¢des que foram
recontextualizadas nas paredes da Casa de Serralves. Sdo imagens
virtuais que apenas sao visiveis através de um dispositivo com a
aplicacdo de realidade aumentada desenvolvida pela Up Digital,
aliando assim a tecnologia a arte [4].

Este documento explora a visualizagio de informacao através
de animagdo de personagens tridimensionais que se sobrepdem
ao mundo real através da realidade aumentada, vista por um
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dispositivo movel. Estdo massificados em termos de produgao e
sdo comuns de encontrar suportes digitais (hardware) que per-
mitem a aplica¢des de realidade aumentada, como sdo exemplo
os smartphones e tablets. Este factor contribui para um aumento
do interesse no desenvolvimento de aplicagdes em realidade au-
mentada, tanto para dispositivos moveis como outras plataformas
digitais [5], sendo que o potencial criativo desta tecnologia ainda
s6 comegou a ser explorado [6].

Cada local contém informagdo que define o contexto em que
se insere, e é através dessa informacgao recolhida que pretendemos
que a animagao se possa tornar bem sucedida na interagdo entre
um espaco de caracter cultural e aqueles que o visitam. A reali-
dade aumentada ¢ usada neste projeto para ampliar e transformar
a qualidade e quantidade de informagdo contextual relevante,
disponivel num determinado lugar.

A animacdo através de realidade aumentada é ainda um
conceito pouco explorado no 4&mbito criativo [7], tendo os estudos
que encontramos sobre o assunto um pendor de caracter mais
tecnologico do que conceptual ou criativo. Procuraremos com este
artigo dar um contributo para uma melhor percep¢do do que € ani-
mar neste contexto especifico.

1.2 - Realidade Aumentada

Realidade aumentada é um termo usado numa grande gama

de tecnologias relacionadas que procuram integrar informagao
virtual com o mundo real. Esta tecnologia pode ser algo desde
informagcéo textual sobreposta em cenas reais como cenas graficas
interativas e tridimensionais.

A realidade aumentada depende da capacidade de captacao
de informagdo do hardware acerca do mundo real, como o video,
dados de posicionamento e orientagio, e ter a capacidade de
reproduzir a fusdo entre media em directo com os conteudos
virtuais [6].

Para realizar a operagio, o dispositivo méovel combina dados
de GPS (Global Positioning System) para saber a posi¢ao do
utilizador, informagao de bussola para saber a orientagdo, um
acelerometro para determinar a localizagdo do dispositivo e um
giroscopio para o movimento. Para o reconhecimento do local sdo
utilizados marcadores, que podem ser ou nao objectos, usados
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como ponto de referéncia, e a calibra¢do da imagem grafica. As-
sim a perspectiva, ou visualiza¢do no ecri, € actualizada e muda
conforme a posi¢ao e 0o movimento do dispositivo no

mundo real [5].

2 - Projecto

O entretenimento faz parte da sociedade moderna, e nota-se o
rapido desenvolvimento de aplicagdes para acompanhar a nossa
era digital [8].

Este projeto pretende explorar o potencial de uma aplicagio
com conteudos informativos animados para uma institui¢do
nacional relevante a nivel cultural - a Casa da Musica. Através
de interagdes focadas em tematicas ligadas ao edificio, como a
exploragio das especificidades das salas, informagao contextual
pertinente e interagGes musicais de caracter ludico.

Pretende- se que a presenga de elementos animados e inter-
acdo possa complementar a informagio existente no espago, con-
tribuindo para a sua melhor compreensao. Um guia (individuo)
pode ser muito util a um visitante, na medida em que descreve
o local onde se encontram, partilha informagao sobre a sua con-
strucdo e outras informagdes de interesse. No entanto, existem
limitag¢des. Um guia providencia informagao essencialmente ver-
bal e essa apresentagdo oral ndo substitui demonstragdes visuais
daquilo que nio esta explicito no local [5]. Essas demonstragdes
podem realgar a percepgdo do utilizador do ambiente real através
da exibic¢ao de informagao que o utilizador nao se consegue aper-
ceber diretamente quando se encontra sozinho [10].

O primeiro passo foi efectuar um levantamento dos espagos,
imagens video e caracteristicas especificas, secundado por
consulta aos profissionais e guias do local para complementar
informagao menos visivel. (Fig. 1,2, 5 e 6).

De seguida foram feitos alguns estudos exploratorios através
de foto-montagem, de como a entender como se poderiam
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acrescentar elementos adicionais virtuais ao espago, que per-
mitissem criar um ambiente tridimensional no qual o utilizador
se sinta imerso (figs. 3, 4, 7 € 8). E através do desenvolvimento de
ferramentas através das quais se possa facilitar a interagdo que se
pode fazer a ponte entre as agoes do mundo real e as agdes sobre
os objetos virtuais. Este tipo de abordagem reforg¢a a credibilidade
do mundo virtual, e permite ao utilizador uma interagdo mais
intuitiva [9].

Como objectivo principal, com a animagao através de reali-
dade aumentada procuramos melhorar a qualidade e quantidade
de informacdo contextual relevante do espago, diretamente no
local. Ou seja a0 mesmo tempo procura-se proporcionar uma
visualizagdo dos conteudos informativos e audio através de uma
experiéncia mais apelativa - fisicamente nao invasiva - com vista
amelhorar a compreensio da informagio do local bem como
transformar a vivéncia do espago cultural numa experiéncia
mais dindmica e imersiva, associada & sua tematica principal -a
musica. Deste modo o utilizador pode ter um papel mais activo na
explora¢do do espago visitado, podendo usufruir de uma perspec-
tiva aumentada que a aplicagdo interativa que propomos faculta,
tornando a vivéncia do espago numa experiéncia unica.

O projeto pretende que qualquer utilizador que visite o espago
definido, tendo um dispositivo digital adequado, possa usufruir da
experiéncia planeada. Os conteudos visuais e narrativos previstos
para este projeto, s3o de um nivel de compreensio e interagdo
simples de modo a que se adapte a todas as faixas etarias e es-
caldes sociais.

3 - Metodologia

Na produgao de animagao para realidade aumentada existe uma
combinagdo de perspectivas estéticas, técnicas, sociais e culturais.
Assim sendo, podemos analisar as aplicagdes em quatro difer-
entes camadas que incluem o hardware, o codigo de programagao,
aintera¢do, e os conteudos visuais animados.
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A cria¢do de ambientes virtuais interativos tem origem na area
de computagio grafica [1] e sendo assim foi necessario encontrar
um especialista em programacio que fizesse a transposi¢ao do
material animado para a plataforma digital que permita o recon-
hecimento do espago que ira despoletar as animagdes
desenvolvidas.

A abordagem metodoldgica comega como referido anteriormente,
por um levantamento das caracteristicas dos espagos potencial-
mente a explorar. De entre as vdrias salas que compdem a casa

da musica foi selecionada a sala VIP, pela boa iluminagao natural
e artificial que detém e devido a questGes técnicas relacionadas
com o reconhecimento de marcadores no espago que permitem
despoletar as animagdes.

De seguida foi um levantamento de elementos associados a
musica, nomeadamente varios tipos de instrumentos musicais,
desde instrumentos de corda, aos de percursio, e muitos outros
que ajudaram no conhecimento desta area. A fase seguinte passou
pela defini¢do dos conteudos visuais que consistem na criagdo de
personagens (Fig. 9). Foram definidas § personagens a construir,
de entre as quais optamos por comegar a modelar as personagens
Clau, Bau e Ori, cujos nomes foram selecionados por serem curtos
e faceis de memorizar por um utilizador que faga uma visita breve
ao edificio. As personagens foram inspiradas em instrumentos
musicais, comegando pelo Clau que foi baseado na gaita de foles,
de seguida o Bau que foi inspirado nos pratos dos elementos de
percussao, e ainda a Ori que ¢ uma personagem que remete para
os instrumentos de sopro. Foram realizados esbogos iniciais e
depois foram modeladas digitalmente em 3D. A personagem Clau
foi adicionado um esqueleto para que se possa mover de forma
a parecer uma pequena bola de borracha elastica que se desloca
quase deslizando.

As animacgoes estdo associadas a uma série de intera¢oes que
foram definidas na constru¢ao de uma narrativa inicial e de um
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storyboard. Este mostra a sequéncia da aplica¢do durante a sua
experimenta¢ao, tendo como pontos principais a apresentacdo
das personagens, com estas também ¢é apresentado o espago com
informagdes fornecidas por cada personagem e por ultimo um
pequeno jogo em que o objecvo principal € interagir com as perso-
nagens de forma a que estas reproduzam sons.

Quanto aos conteudos visuais, apds modelados num contexto
digital 3D, sdo definidos através das suas caracteristicas principais,
cor, textura e ainda os seus tragos psicologicos que irdo dar origem
as suas personalidades e tipos de intera¢do com o utilizador (Figs.
10 €e11).

O referido storyboard multimédia define os conteudos da
animagio e as ac¢des possiveis das personagens, bem como a
informagao a veicular acerca do espago fisico. De seguida foram
construidas animagoes referentes a uma fase de pré-producao dos
conteudos audiovisuais, pequenas acgdes dos personagens des-
construidas em fragmentos animados que mais tarde, somadas,
irdo formar as sequéncias narrativas permitidas aplicagdo. Quanto
avertente tecnologica do projecto, serdo definidas as interacgdes
com as personagens para poderem despoletar as animagdes con-
struidas em cada toque. Com um conjunto de testes de software

e hardware, é avaliado o cumprimento dos requisitos técnicos e
funcionais.

4 - Processo e Protétipo
O desenvolvimento de aplica¢des em realidade aumentada neces-
sita de optimizagao da interagdo entre o utilizador e o modelo, de
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forma a permitir que este obtenha o desempenho maximo na
sua utiliza¢do.

Para uma boa optimiza¢io do modelo € necessario uma
boa estrutura hierarquica dos seus componentes que potencie
renderizag¢do. Para isso, essa organizag¢io hierarquica deve ter em
conta o funcionamento dos componentes de renderizacdo a que
se destinam. Nesta parte abordam-se as técnicas utilizadas para
aumentar o desempenho e assegurar a componente “tempo real”
do modelo.

4.1 - Conteudos Visuais
Os conteudos visuais das animagdes tridimensionais tém
tematicas que variam de sala para sala, tendo como componentes
pequenas personagens, com caracteristicas similares a cada es-
pago. As narrativas animadas convidam os utilizadores a interagir
com os elementos da propria sala. Os conteudos animados seriam
vistos no interior do edificio, com uma pequena narrativa em
cada espaco visitado. O utilizador sera levado a percorrer as salas
existentes procurando os locais onde poderao surgir animagdes
despoletadas pelo toque, que por sua vez se tornam elementos
musicais com os quais se podera interagir. Essas animag¢oes focam
os elementos particulares que cada espago tem para oferecer. Os
conteudos visuais sdo uma combinagdo entre informagao e ani-
magao, tendo como elementos de comunicag¢io algumas perso-
nagens presentes em cada sala (Fig. 6) que sdo simultaneamente
instrumentos animados que guiam a visita e proporcionam uma
interac¢do mais ludica.

Como referido anteriormente, foi realizada uma constru¢ao
de narrativas e um storyboard para definir os conteudos finais
da animacao e os tipos de interagdo com as personagens (Fig. §).
Primeiramente € apresentada a aplicagdo e a sua interface que
mostra pequenas silhuetas de personagens escondidas com o intu-
ito de o utlizador as procurar no local onde o se encontra quando
inicia a aplica¢do. Por cada personagem que se encontre, ¢ forne-
cida alguma informagao relevante sobre a sala onde se encontram
e a0 mesmo tempo € apresentada a personagem encontrada, que
fica a vaguear pela sala enquanto o utilizador termina a procura
do resto dos elementos. Enquanto as personagens esperam pelo
utilizador ficam aborrecidas e comecam a tentar interagir, quando
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este retribui a interac¢ao faz com que as personagens passem de
um estado aborrecido e triste para um estado mais contente e
alegre. Finalizando a busca pelas personagens da sala, e com elas

ainformacao sobre a mesma, a aplicagdo sugere um pequeno jogo
com os elementos encontrados. Este jogo descreve uma sequéncia

musical com sons iguais aos das personagens, e é pedido ao utili-
zador que, através da interac¢do com as personagens, reproduza
correctamente essa sequécia de sons. Terminando a tarefa, o
utlizador pode deslocar-se ao proximo local onde tera acesso a
mais personagens escondidas.

Como referido optou-se para o desenvolvimento do prototipo,
por focar na sala VIP da casa da musica e consequentemente em
trabalhar as interag¢Oes e animagoes a ela associadas. Uma vez
finalizada a modelagdo de personagens e definido um storyboard
para servir de guido para as interfaces e interagdes passou-se para
uma simulagio de teste no espago real (fig. 6) com video captur-
ado no proprio local. Isto permitiu concluir questdes associadas a
escala no ecra e no dispositivo, espago de navegagao do objecto e
possiveis relagdes com as especificidades do espago selecionado.

3

F5. Storyboard, com
pequenas ilustragGes
sequenciais da nar-
rativa da aplicagdo,
que mostra os pontos
importantes do seu de-
senvolvimento, a inter-
face e a distribuigdo de

elementos no espago.

F6. Pré-visualizagio de
uma das personagens

desenvolvidas, inserida
no contexto da sala Vip

da Casa da Musica.
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4.2 - Simulacao Grafica

Tudo isto € utilizado em conjunto de forma a juntar dois tipos

de mundo, o virtual, onde se encontram as pequenas criaturas,

e oreal, que consiste na captura da cimara e os valores regista-
dos pelos sensores. Esta leitura de sensores, e simulagdo de um
mundo virtual, sdo importantes para que seja possivel posicionar
e saber onde se encontram as personagens para que o utilizador as
possa ver, interagir, e ter nogao do espaco em seu redor. Isto ¢, ao
registar o movimento e orienta¢io do dispositivo movel, € possivel
determinar a sua posi¢do no mundo virtual em relagdo aos outros
objectos tridimensionais. Calculadas a posi¢des, orientagdes do
utilizador, e personagens, estas sdo projectadas no ecra sobre as
imagens capturadas pela camara, dando a ilusao de que estdo
presentes no mundo real (Fig. 7).

4.3 - Dispositivo Mavel

O dispositivo selecionado para servir como suporte para a me-
diagdo tem um grande efeito nas imagens e codigo que desen-
volvido. Um dispositivo moével ndo é apenas um computador mais
pequeno, ¢ um dominio completamente diferente para a interagdo
do utilizador.

Quando uma aplicagdo ¢ desenvolvida para um dispositivo
movel, € preciso ter em conta o tamanho diminuido da area de
visualiza¢io, o tempo de carregamento e suporte ao toque de ecra.
Com ecras que variam de tamanho, tendo em consideragao ta-
manbhos relativamente pequenos, serd necessario que a navegacao
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seja rapida e simples para poder facultar determinada informacao.
A variedade de tamanhos de ecras varia tanto que torna compli-
cado este tipo de decisoes.

4.4 - Marcadores

A partir do ponto de vista visualizado, ou aumentado, a aplicagao
pode ser inserida em qualquer sitio do ambiente real com a

ajuda manual do utilizador. Este usa o dispositivo e um ponto de
referéncia, neste caso um marcador, para introduzir a aplica¢do e
observar a cena aumentada exibida no monitor do dispositivo [8].
Os marcadores sio essencialmente padrdes que se podem im-
primir que ajuda o sistema de realidade aumentada a reconhecer
pontos de referéncia. A necessidade de marcadores existentes no
local real da simulag@o tem algumas limitagdes [6].

5 - Possiveis Limitacoes

Uma caracteristica importante para a realidade aumentada inter-
activa é a possibilidade de animar os objectos virtuais presentes
no cenario.

Idealmente a aplicagdo ndo restringe o movimento pelo
espago. O sistema devera permitir movimentac¢ao sem limitagGes
mecanicas, pontos-mortos nem restri¢coes de movimentos. Um
dos principais desafios da realidade aumentada é determinar a
melhor renderizag¢ao dos objectos virtuais que serao fundidos com
arealidade [1].

A ndo-utilizagdo de marcadores possibilita a criagdo de am-
bientes através do reconhecimento de caras ou outros objectos,
sem a necessidade de um padriao imprimido. O problema reside
na dificuldade tecnoldgica de um sistema de reconhecimento sem
marcadores, e para isso € necessario também o apoio e conheci-
mento de elementos externos ao projecto.

A quantidade de informagao incluida no modelo causa eleva-
dos tempos de carregamento e refrescamento de imagem que po-
dem afectar a interactividade. Foi necessario tratar os elementos
de origem com uma simplificagdo da representagao geométrica de
forma a torna-los o mais compacto e estruturado possivel.

A dificuldade que um utilizador possui em interagir com um
mundo tridimensional pode dificultar a idealizagdo e implemen-
tagdo de interfaces eficazes [9].
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6 - Conclusao

Todos os locais contém informagdo que define o contexto no

qual que se inserem. Tornar acessiveis esses conteudos, através
de outras formas mais envolventes de visualizagdo e interaccdo,
pode proporcionar uma experiéncia mais rica e mais significativa
desses espacos. Este projecto expde uma tentativa de demonstrar
que a realidade aumentada pode fornecer interac¢oes ludicas
com os objectos virtuais que aumentam, valorizando, a visdo do
utilizador do cenario real. Verificamos um aumento de frequéncia
na utilizagdo de animag¢do em contexto de realidade aumentada,
e uma maior exploragdo das potencialidades da mesma, por

cada vez mais entidades. Estas procuram uma nova perspectiva
de experimentar realidades reconheciveis, através de uma nova
perspectiva, tanto de percep¢do como de interagdo.

Levando em consideragao o exposto, o corrente contributo procu-
rou analisar o panorama da utilizagdo da animagao no contexto da
realidade aumentada, focando as suas diversas formas e suportes,
de modo a enquadrar as premissas necessarias para a implemen-
tacdo de um projecto nesta area, experimentavel em dispositivos
moveis e permitindo o acesso a um grupo alargado de utilizadores
individuais. Tendo em vista os aspectos analisados, procuramos
criar uma estrutura que faculte aos visitantes um experiéncia
ludica, informativa e esperamos na sua forma final, imersiva. Ao
longo do desenvolvimento do projecto fomo-nos apercebendo da
existéncia de limita¢des técnicas que condicionam uma frui¢ao
optimal da tecnologia, como as condi¢oes luminosas, a capaci-
dade dos dispositivos de reconhecer caracteristicas no espago e
ainda a especificidades do proprio espago estudado. No entanto as
referidas limitagGes ndo condicionam o projecto de um modo inc-
ontornavel, sendo encontradas alternativas para a sua viabilizagao
em breve, mas um estado mais avang¢ado do estudo permitira
contribuir para analise aprofundada dos resultados, e cujas con-
clusdes esperamos possam ser um contributo para uma melhor
utiliza¢do de animagao neste contexto noutros projectos futuros.
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«SOUP ISN'T LIKE THAT,
SOUP’S YELLOW»

Children's Responses to lllustrations as a Result of their Visual References

Gabriela Sotto Mayor.1
gabrielasottomayor@gmail.com

Ahstract

Each of us, throughout our life, accumulates a diversity of visual
referents that are gathered and organized in a sort of archive. As
part of a broader study, this paper presents and discusses the re-
sults of the verbal and physical responses of s-, 8- and 11-year-old
children to the illustrations in children’s books that were awarded
the Prémio Nacional de Ilustragio in the period between 2000
and 2009, with particular emphasis to those responses molded by
their visual referents. It is to understand from this study that the
meanings we give to everything we see, read, hear and feel are a
reflection of previous multi-sensory experiences and are largely
determined by the context in which we find ourselves.
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1 - Referential Archive

The visual referents a reader uses will always influence the
qualitative dimension of their interpretation. Indeed, each of us
throughout our lifetime accumulates a diversity of visual referents
that are gathered and organized in a sort of archive where «todas
estas imagenes forman parte de nuestra vida cotidiana. Algu-

nas nos impactan de manera especial y las recordamos durante
aflos» (Obiols Suari, 2004, p. 22). Some texts (using the term in

its broader sense, to include the visual and the verbal) have the
unexpected possibility of triggering a surprise-effect because of
their innovation. In much the same way we grasp certain images
«em momentos diversos e por razdes variadas: ou porque nos
agradou a sua beleza, ou justamente pela razao inversa, porque de
tao chocante feriu a nossa sensibilidade e deixou igualmente a sua
marca» (Sotto Mayor, 2010, p. 635) .

Our individual image archive, a kind of personal art gallery, is
unique and individual. Andricain (20053, p. 39) explains this idea
well when he argues that the image inventory each one of us keeps
«constituiria el resultado de experiencias y oportunidades difer-
entes, seria la suma de nuestra existencia, estaria marcado por el
contexto sociocultural en que nos desenvolvimos, por la inciden-
cia de los medios de difusion masiva (la television, los periddicos,
las revistas, la publicidad), por las horas que estuvimos frente a las
pantallas de los cines y la naturaleza de los fotogramas que vimos
proyectados en ellas, por los museos y galerias que recorrimos y,
naturalmente, por los libros que leimos o simplemente hojeamos,
por las imagenes graficas que nos salieron al encuentro desde sus
paginas». Factors such as gender, race or social status play a role
in the formation of our previous experiences and will therefore
influence the way we deal with and make sense of what we
experience.

This way all the referents we take in, once compared, pro-
cessed and refined, result in a personal aesthetics, what we
commonly call taste. Having this or that taste will depend on
the quantity and, especially, the quality of our visual archive, a
sort of encyclopaedia of memories resulting from our aesthetic
experiences. The main characteristic of this archive is its constant
mutation; the images create a dialogue between themselves,
morphing into different conceptions and aesthetic judgements. If
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communication is seen as an open system then each time a reader
returns to a text - seen in its broader sense to include multiple
codes - their interpretation will be distinct, due to the transaction
that occurs between what they know and understand at that given
moment. Obiols Suari (2004, p. §4) states the illustrations can not
be considered as «un estimulo que cae en una habitacion vacia.
En la habitacion ha habido experiencias previas. Y, desde luego,
cada habitacion es distinta».

The formation of the individual starts in the first years of life
and is «depende[nte] destes primeiros anos, da experiéncia e da
memorizag¢do dos dados, o individuo vir a ser livre ou condiciona-
do» (Munari, 2007, p. 37). Our grasping and later comprehension
of something new is always contaminated by our referents, which
are responsible for the value-judgements we constantly make.
Literature contains images of such force that they are perpetu-
ated in the reader’s mind long after a certain piece has been read.
Colomer (20053, p. 93) comments that it is precisely «la fuerza de
esas imagenes lo que explica que éstas se reutilicen en las obras
literarias, una y otra vez, hasta quedar incorporadas al imaginario
colectivo», becoming an integral part of that image archive we all
possess, stocked according to our individual paths through life.

Contemporary children have an image archive (filled to a greater
or lesser extent), which is largely made up of stereotypes, simple
or simplified images. The growth and evolution of this archive,
and thus a child’s development, can be impaired if observation
and personal reflection is relaced with cliché and the common-
place: «los libros ilustrados de calidad, en los que hay cabida para
diferentes modos de ver y representar la realidad, son la mejor
alternativa contra el peligro de los estereotipos»

(Andricain, 2005, p. 44).

Since «in this increasingly image-dominated world, young
people need to be able to deconstruct the images that confront
and manipulate them» (Smith, 2009, p. 95), access to quality
children’s literature, though not the only way, can prevent the
massification of thought and afford the potential of other reflec-
tions.
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2 - Presentation of the Corpus to a Group of Children
This article is part of a PhD project in Child Studies focusing on
Visual Communication and the Visual Arts, with the objective of
contributing to the characterization of contemporary Portuguese
illustration in children’s literature, especially in the period be-
tween the years 2000 and 2009. The corpus was selected from the
only official national competition that annually analyses, critiques
and distinguishes books with illustrations by Portuguese illustra-
tors: the Prémio Nacional de Ilustragdo (PNI). Analysis of the
corpus was preceded by a study in which it was thought relevant to
give voice to the children (Ferreira & Sarmento, 2008) in order to
be able to perceive and analyse their responses and critical points
of view towards the selection of books with illustrations. As «chil-
dren have the right to say what they think should happen, when
adults are making decisions that affect them» (UNICEF, 1990),
the study began with the presentation of the corpus to two groups,
children attending state schools (n°17) and children attending
private schools (n° 18). Schools were selected as convenience sam-
ples in or around the urban area of the city of Porto.

The 35 children who participated in the study were of three age
levels (5, 8 or 11 years old); covering the three cycles of Portuguese
education - preschool, first cycle and second cycle; and grouped
into sets of 6, except for one group which had only § due to the
absence of a child through illness. Apart from the §-child group,
each group had an equal number of children of each sex. There
were two sessions where five award-winning books were shown
to each group, half of the corpus at a time, resulting in a total of 12
sessions.

The semi-structured interviews were registered in video for-
mat (audio and image), making possible an association between
verbal and non-verbal responses (Flewitt, 2006; Mourio, 2012;
Styles & Noble, 2009) as well as combining the perceptions of
both the children and the researcher. The children’s interventions
were not limited: they were allowed to speak freely and give their
opinion about an illustration whenever they so pleased. Only the
results from the transcribed interviews related to that which was
considered their referential archive have been used as the basis
for this article.

The picturebooks that were commented on by the children as
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a reflection of their referents, and which will be discussed next,
were: Estranhdes & Bizarrocos1 [Weird and Bizarre Creatures],
text by José Eduardo Agualusa and illustrations by Henrique
Cayatte, published by Dom Quixote, winner of the PNIin 2000; O
sonho de Mariana2 [Mariana’s dream], text by Anténio Mota and
illustrations by Danuta Wojciechowska, published by Caminho,
winner of the PNIin 2003; Come a sopa, Marta!3 [Eat your soup,
Marta!] text and illustrations by Marta Torrao, published by O
Bichinho de Conto, winner of the PNI in 2004; O qué que quem
-notas de rodapé e de corrimdo4 [Who's who & what’s what -
footnotes & grace notes] text by Eugénio Roda and illustrations
by Gémeo Luis, published by Eterogémeas, winner of the PNI no
2005; and A charada da bicharadag [The Animal Charade] text by
Alice Vieira and illustrations by Madalena Matoso, published by
Texto Editores, winner of the PNI in 2008.

3 - Children’s Responses to lllustrations
Arizpe (2009), in a study about immigrant children’s responses to
picturebooks and through which they contact a new culture and
identity, mentions that «their responses to the array of images be-
fore them will be based on their experiences of the visual and on
their cognitive skills». And continues, «in turn, these experiences
and skills will depend on their home culture (and how image
is regarded in this context), personal experiences and previous
encounters with text and pictures» (2009, p. 134). As will be seen,
responses from the children in this study analogously reflect these
same things.

Mariana, (an 8-year-old attending a private school), enjoyed
O Qué Que Quem - notas de rodapé e de corrimao [Who’s who &
what’s what - footnotes & grace notes]6 , a dictionary-like book
that plays with words and their multiple meanings, «because this»
- pointing at the cover - «whatever it is», alluding to an unspeci-
fied object in the illustrations «(...) later becomes a shoe». This
affirmation is reason for a subtle smile to flitter across Mariana’s
lips. Her interpretation of an unspecified detail on the cover was
influenced by her life experience around shoes, due to her father’s
job, which is understood when she added: «And then my dad has
a shoe factory».

It is to be reiterated that our grasping and later comprehend-
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1. ISBN 978-972-20-
1938-5;230x290x6mm;
paperback with flap;
full colour; 64 pages

2. ISBN 978-989-557-
024-9;220X275X8mmy;
hard cover; full colour;

36 pages

3.ISBN 972-95593-7-6;
245x185x10mm; hard

cover; full colour; 48

pages

4.1SBN 972-99243-1-7;
320x160x8mm; hard

cover; full colour; 24

pages

5.1SBN 978-972-47-
3803-1; 220x285x8mm;
hard cover; full colour;

32 pages

6. This title is a bilin-
gual edition, written in
both Portuguese and

English.
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ing of something new is always contaminated by our personal
referents, which are thus responsible for the value-judgements we
constantly make. In this example Mariana recognized a certain
object because of the frequency with which she interacts with it in
her life. In the next example we find the opposite.

Come a sopa, Marta! [Eat your soup, Marta!] tells the story
of alittle girl called Marta who struggles to eat her soup. Cata-
rina, the most participative of the state school 5-year-olds, in this
particular case trying to imitate the researcher’s questions and
intonation, said: «Does anyone know what this is?» pointing to a
spoon holding some green liquid on the cover illustration (Figure
1); Bernardo replied that it was soup, which led to some confusion
and the following dialogue developed:

Bernardo: «It’s a spoon with soup.»

Catarina: «No.»

Bernardo: «Yes it is.»

Catarina: «Soup’s not like that, soup’s yellow.»
Researcher: «What did Bernardo say? Bernardo said it was a
spoon with some soup.»

Catarina: «But it’s just that soup isn’t that colour.»
Researcher: «Ohisn’tit?»

Catarina: «No.»

Researcher: «Soup is yellow?»

Catarina: «Yes.»

Mafalda: «It’s green too.»

In this case the colour didn’t help Catarina recognize she was
looking at soup on the spoon. Queried about the same part of
the illustration, all other boys and girls had no doubt that it was
soup. But it wasn’t simple for Catarina, though she understood
the character was eating something. When Catarina was asked
what Marta might be eating she replied: «It’s something green...»
and after a further attempt at clarification from the researcher,
she speculated it could be «jelly». When her peers rushed to
tell her it was soup she immediately denied the possibility since
«soup’s not this colour». The colour, which to the other children
had been a valuable clue, wasn’t enough information for Cata-
rina to successfully decode the visual message (since the verbal
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message was useless as these children couldn’t read words). The
image inventory each of us keeps and which helps us to recognize
so many other images is «el resultado de experiencias y oportu-
nidades diferentes» (Andricain, 2003, p. 39), so it can be inferred
that Catarina’s resistance and subsequent difficulty in interpreting
the illustration is due to small or no variety of soup-colours in her
referential archive.

In the private school, with the group of 8-year-olds, there was
an example where colour helped solve an enigma. In the picture-
book A charada da bicharada [The Animal Charade], a collection
of animal-themed poems in the form of riddles is accompanied
by an illustration. On the double-spread where the hiding animal,
waiting to be found, is the zebra (Figure 2), it was colour that
helped some of the more sceptical children to recognize it.

Researcher: «What do we usually call passadeiras ?7»
Ganicho: «Zebras.»

Researcher: «Zebras.»

Mariana: «I don’t say that.»

Researcher: «Youdon’t?»

PJ: «Because they’re black and white.»

Not all children were acquainted with the double meaning of
the word zebra - it wasn’t a part of their life-experience - some
only knew the animal and few associated it to the painted lines
on the road for people to walk across. P]’s contribution, about the
colours of a zebra-crossing, would help to justify the chromatic as-
sociation with the animal’s stripes for Mariana, who did not have
that information in her referential archive. Reiterating that the
main characteristic of the referential archive is its constant muta-
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animal, waiting to be
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7. The Portuguese word
for zebra-crossing,
passadeira, in no way
reminds us of the ani-
mal, that’s why we’ve
decided to keep itin
the dialogue.
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tion, where the images start dialogues with each other, combining
to make different conceptions and potentiating learning. Thus, it
seems possible to assume that from now on the double sense of
zebra will be recognized, allowing these readers to make new and
renewed interpretations.

Mafalda, a s-year-old in a state school, chose as her favourite
cover illustration that of O sonho de Mariana [Mariana’s dream],
a book about a wonderful journey with a strange bird, looking

at the water cycle in fictional form. She chose this illustration
«because me and my sister Mariana, one day, when my dad had
the car we went to see some animals and there was a bird with a
yellow beak» and, indeed, the cover has on it a bird with a yellow
beak. Iara, 11-years-old from the same school, on the other hand,
chose the back cover of the same title as her favourite because it
reminded her of «when (...) I was little and played with those little
kids’ toys». In tune with Iara, Joana, also 11-years-old from the
same school, choose the same back cover saying that «the book
was this one because like [Ricardo] said, he spoke about little kids,
well, he was a kid too and he must have played with cars and that.
And we were kids too, so like Iara said it reminds me of when we
were small». Leonardo, of the same group, was not only influ-
enced by his past but also foresaw influencing the future genera-
tions. He preferred the back cover of Come a sopa, Marta! [Eat
your soup, Marta!] «for two things, when I was a baby I used to eat
soup, this reminded me of before. And future generations of my
children, my grandchildren, my great-grandchildren, my great-
great-grandchildren... will eat it. If they exist.» (Figure 3).

In the very first minutes of meeting §-year-old Tomas, in the
private school, he announced he loved animals, especially dino-
saurs. In the following conversation, while he was leafing through
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the illustrated book Estranhdes & Bizarrocos [Weird and Bizarre
Creatures], a collection of tales that journey through a world, as
the title would suggest, of impossible or at least unlikely things,
his interest is clearly more than superficial.

Mariana: «Look, a man.»

Researcher: «A man?»

Beatriz: «Its a camel!»

Mariana: «No, here. A man. I think it’s a man.»

Tomas: «No, it’s a dromedary, its only got one hump. This is a
dromedary.» - gets up and stands while he explains

Mariana: «It looks like a camel, because its the same.»

Beatriz: «Because this was the dad and this was the son.» - point-
ing to the big dromedary close up in the picture, and the little one
in the far-off, respectively.

Researcher: «But look at what Tomas says...»

Kitty: «Dromedary...»

Mariana: «Dromedary...»

Tomas: «Because it was a dromedary...»

Researcher: «But what’s the difference?»

Mariana: «It’s got books.»

Tomas: «The camel has two [humps] and the dromedary only has
one [hump].» - showing with his fingers the number of humps
Researcher: «Humps? Those little humps on their back, look!»
Beatriz: «Because they drink a lot of water.»

Researcher: «Oh do they?»

Tomas: «They do.»

During the session, Tomas, who was also a quiet, rather shy
boy, intervened very little verbally although he was attentive and
interested in the books and his peers’ observations. In this episode
in particular the image recording, more than just the sound,
was revealing and very important because, when his colleagues
wrongly named the animal, Tomas not only contributed his
opinion verbally but emphasized his certainty by getting up and
standing while he explained to his peers the difference between
acamel and a dromedary (Figure 4). It is important to underline
the fact that Tomas, and all his peers, could not read the words for
confirmation in the verbal text that the illustration indeed showed
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a dromedary, neither did they show signs of wanting to. However,
once the interview was over, it was noted that the title of the tale
in this particular illustrated book, contains the word “Camels”
Sabios como camelos [Wise as camels] and thus indicates the
story is about a camel and not a dromedary. Happily the certainty
and correction with which Tomas instructed his peers wasn’t
undermined, as indeed the illustrations show a dromedary, not a
camel. A discussion about the connection between word and im-
age would take us into more sensitive questions about the forma-
tive role of the illustrator (among other things) that don’t have a
pertinent place here, nevertheless, it is important to highlight the
importance of this topic.

In short, past experiences noticeably influenced some of the
children’s tastes in relation to selecting and discussing illustra-
tions, but it was also evident that the interests of some children
became learning moments for the others (Vygotsky, 1986). Their
verbal and non-verbal responses were a reflection of previous
multi-sensory experiences. As can be seen, there are several
factors that play a relevant part in an individual’s learning and
that influence future ways of using their senses. The meanings
attributed to everything seen, read, heard and ultimately sensed
are largely determined by the culture in which each of us grows
up. Understanding and interpreting available clues in the words
and illustrations depends on who we are, where we are, what the
text has that we need and how we relate to those variables at any
given moment. For this reason the same verbal and/or visual text
can have innumerable interpretations, depending on who emits
(also the possessor of a particular referential archive), receives
and perceives it.
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A caterpillar’s cultural menu
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Abstract

This text discusses picturebooks as objects of cultural consump-
tion. Our paper focus on ‘authorstratored’ books, due to their
characteristics as project, process and object. Their specificities,
as freedom, innovative visual narrative, identity’s self-construc-
tion and personal statements, are brought to debate in order to
understand these publication’s boom and their ongoing demand
in editorial universe and its consumers.

Authorship is approached as a self-design and construction tool
for the artist (illustrator and /or designer) and subsequently for the
other - child or reader.

We take on a metaphor (the silkworm and its silk cocoon) to
illustrate the production /consumption cycle as a process to build
identity, to enrich, change and grow wings in a cultural and meta-
phoric sense.

The concept of illustration’s auto-graphic style is also considered
- as a ‘visual signature’ - which allows us to empathize with the
book design as an extended and more complex process of mean-
ing for the author.

In this framework, we aim to understand which were the tech-
nological and visual culture conditions that put forward author-
strators to the scene and underline the weight of these produc-
tions
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Introduction

Narrative fiction is the driving force behind the picturebook indus-
try where «approximately 50 per cent of young audience fiction is
both written and illustrated by the same individual.» (Male, 2008:
162). This field of practice, due to its freedom in creative processes
and contents, attracts visual communicators and offers the most
significant opportunities for authorship.

Most of these professionals will proclaim unusual, varied and
disparate combinations as “illustrator-writer” or a “illustrator-
designer” status (Male, 2008:5).

Ilustration’s theoretical production has been reflecting on this
subject and the concept ‘Authorstrator’ - a portmanteau for author
+illustrator- recently emerged (first used by Martin’s Salisbury
student Sarah McConnell (SALISBURY, 2008:12)) to define il-
lustrators and /or designers who had complete authorship (story/
design/narrative/ illustrations) of their book.

Authorstrators can, therefore, be regarded as new hybrid sto-
rytellers who put their practical and intellectual transferable skills
on their books - always working towards expressing their own
visual language and messages to thrive in this creative outlet.
Amongst these practical skills we’ll find technological proficiency
embedded in their work. Technology is playing an important role
in two major fields - that allow picturebooks to grow and blossom:
the availability of digital image treatment software and the growth
of the publishing industry, with the increasing ease of producing
and presenting books as objects of mass consumption.

In our Technocratic societies there’s a predisposition to under-
stand this recent boom in picturebooks as a mere consequence of
the arriving (or ongoing) age of visual thinkers held back by the
enormous possibilities of advances in image-making software
and the great leap in industries that make editing, printing and
publishing a book a profitable and fast chain of production.

So, advances in technology are responsible for providing tools
and turning this ‘authorstratored’ picturebooks into real objects,
but what keeps fueling the audience’s demand at a time where
classic literature (books) and day-to-day info (in magazines and
newspapers) are mostly consumed as digital text? I believe the
answers lies both in the form of the picturebook - as an object of
desire - and in an audience eager to collect narratives and objects
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that will help them construct identity (as we’ll see further ahead)
while maintaining an updated visual culture.

One might say postmodern demand and means of production
‘made’ the Authorstrator? Not quite. Long before Shaun Tan, Oli-
ver Jeffers, Sara Fanelli (among others), become celebrities in the
editorial universe, we had authors such as Peter Newell and his
Slant Book from 1910, approaching this issues. Newell’s example
(and its recent success) shows that this ‘new-found’ originality is
not a mere consequence of going trough doors opened by progress
in technology, but rather a new development in heritage - a new
word to define a new species in a Darwinian tree of natural selec-
tion of Book Design.

The state of the art concerning the Authorstrator issues are
closely related to Illustration studies which reflect on the practice
and methods of their producers - illustrators and designers - and
that are becoming more numerous, but, so far, we only came to
known works that address the role of these professionals when
they respond to a commission; in other words, when the prob-
lem’s briefing is linked to the transmission of a verbal and linear
narrative. These works approach, in fact, the questions about
authorship but in response to the otherness of the text through the
selthood of image (Quental, 2010:322). In addition, the study of
Ilustration issues, while particularly well-documented, consists
of publications that concern overall authors and pictorial move-
ments published like monographs, or technical manuals on how
to be an illustrator or how to do illustration - Steven Heller and
Marshall Arisman being the most productive.

The majority of recent production arises from English spoken
art / academic communities, so books and papers coming from
U.S. and UK universities are responsible for a greater part of the
reflection in theoretical and formal training. Publications specific
to this subject are more often the result of academic thinking
from these universities and professional assignments. English as
auniversal language, also gives rise to specialized magazines with
sufficient audiences to sustain and continue production, such as
Varoom (from AOI Association of Illustrators), The Nose (de Ste-
ven Heller in NY) or 3X3 The magazine of contemporary illustra-
tion.

In a Portuguese context, the theoretical discussion on Illustra-
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tion, has been summarized (also) by artists and scholar chrono-
logical monographs - as in Theresa Lobo’s study: “Ilustragdo em
Portugal 1. 1910 - 1940” - or as in other works (investigations that
have given rise to recent theses) where the approach to Illustration
is made on the perspective of their younger readers (Sandra B.
Lopes “Estudo da Ilustragio Infantil Artistica e sua adequagdo as
Criangas” and Cassia Domiciano “Livros infantis sem texto, dos
pré-livros aos livros ilustrados” ) and also from the perspective of
Illustration as interpretation of a text from another author (Joana
Quental “A ilustra¢do enquanto processo e pensamento. Autoria e
interpretagdo”.

Ilustration, therefore, has been approached via audience
readability and from the point of view of the designer/illustrator
who answers graphically to a brief or text given by someone else.
A sustained study on authorstratored picturebooks will have to
combine both Illustration and Book Design in a holistic perspec-
tive without hierarchies.

Picturebooks as the authorstrator cocoon

In a former communication I've spoken about the auto -graphi-
cal style as a concept where each author’s work in illustration is,
in great measure, a mirror, with their own self-portraits - their
uniqueness reflected into what they do and stand for, - like a
painted biography or a “visual signature”. Following this idea we
have to acknowledge that if an illustration can give us an insight
into its author, a book, as the outcome of choices in illustrations,
narrative, design and story selected with artistic freedom, speaks

to us as a personal statement - as an object that embodies its au-
thor’s identity. This self-constructing action and projection of self
through one’s expression is familiar to all art forms: «Karl Marx
once said that Milton had written Paradise Lost as a silkworm
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produces silk, as a projection of it’s own nature. »
(David Brooks, 2012: 429)

Taking this beautiful metaphor into account we’ll find that in
order to assimilate knowledge and define themselves, authorstra-
tors are producing, as a silkworm does, their own microcosms
(cocoons if you like) in the shape of picturebooks, and as they
objectify their nature and message they bring their unique icono-
sphere, stories and values into existence, providing substance /

tangible matter, to the construction of self, continuously enriching

their personal development and metamorphosis as individuals.

It is currently impossible to overlook the importance of these
publications in our culture: we're talking about prized books,
celebrity authors, well-known stories globalized by films and ani-
mation - such as Maurice Sendak’s “Where the Wild Things Are”,
Shaun Tan’s “Lost”, Brian Selznick’s “The Invention of Hugo
Cabret”.

Design History or Art Critique will eventually discuss if
picturebooks are Art forms, Design objects or both, all we need to
underline, for now, is that somehow authorstrators were (and are)
able to look to Book Design from “outside of the box” and break
from traditional children’s layout and content (Heller, 2008:421).
Why? as mentioned earlier, picturebook innovation is linked with
technology advances, especially those achieved by the Adobe em-
pire that allow the authorstrator to be a hybrid professional with
digital expertise: he combines design, illustration and typography
in new ways. And last but not least, as foreseen by VanderLans,
the new paradigms in Visual Communication will be less about
a deliberate visual change (in graphical innovation) but rather
about the way Design is being produced or by whom (Vanderlans,
2002:184). From our perspective, authorstrators are leading these
changes because, as artists, they are free from commission and
able to approach their project through new meaningful ways of
self Design.

Self Design, or redesigning oneself, as Bruce Mau announces
(Berger, 2009:239) is the ability to “impose meaningful order”

(a Papanek’s concept to Design definition) with the purpose of
being proactive in designing one’s life. Picturebooks are dynamic
storytelling objects, like narratives paths in a photo album, set in
specific order by their ‘curator’- maybe it’s no coincidence that in
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Europe we call picturebooks “illustrated albums”.

As authorstrators put into action the Aristotelian ideal that “we
are what we do”, so do readers as cultural consumers personify
“we are what we eat”.

Picturebooks and cultural consumption

«Language and the written word are no longer the sole guar-
antee of knowledge and truth. Nowadays people are much
more inclined to rely on images when they want to acquire new
scientific and cultural insights. We speak of “iconic turn” and
the “pictorial turn’, meaning that interest is being focused on
images - on their potential and promises.»

(Robert Klanten, 2005:4)

We've spoken about technology as one of the responsible
factors for picturebooks boom - for it’s clear that the iconic or
pictorial turn has a direct proportion with the digital turn, but
one must not forget that a product is only this successful when its
audiences/ consumers make it so. In our increasing visual world,
with cultural postmodernist shattered societies and individuals,
objectification and consumption have become the ways by which
people construct (through a Bourdieusian appropriation) their
own narratives. Endless Branding and Emotional Design led us to
the feeling that in order to be we must consume or appropriate the
things that we relate to or define us.

In his book “The Third Wave” Toffler (1984:385) points out
two concepts that illustrate what we’ve been exposing: the author
as prosumer (producer and consumer) and the reader as an indi-
vidual in need to configure the self. Another aspect important for
understand the eagerness of consumption is the fragmentation
that new media has brought us - we no longer have meta-narra-
tives from where to choose a coherent self, instead, we’re sup-
posed to collect and build our own identity. Consequently, while
authors are producing their own identity, shaped as a picturebook,
they also allow others to relate to, identify themselves with, and
appropriate different voices to construct their own coherent and
singular identities -as a rich and personal collection of narratives.

Daniel Miller’s notion of culture as objectification on Con-
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sumption and Commodities (Miller, 1995:143) talks of how «for
many people the entry into consumption is also seen as their entry
into self-conscious modernity» or self-conscious postmodernity
to be accurate with our time. This search for culture is both a need
for individual structure and for group belonging - sharing the
same values, understanding the same symbols.

«adults in industrialized societies who do no t achieve indi-
vidual literacy are seriously marginalized in many ways.»
(Robert Serpell)

Picturebooks, have a long story to tell from their starting point
with Comenius Orbis Pictus, to Shaun Tan’s (recently ALMA
awarded) The Arrival, with the link between them being a long-
standing pedagogical function. Since Comenius encyclopedia
and right through the classic authors and traditional fairy tales,
authorstratored books, were the ‘medium is the message’, picture-
books convey the lessons of their time. It’s no different today, and
parents are aware of this.

«Bordieu himself appears to place economic capital at the root
of other capitals (...) Parents invest in their children, which
enables those children to increase their human capital, which
then enables them to gain greater economic rewards.»
(Elizabeth B. Silva and Rosalind Edwards)

Authorstrators are also contributing with content and their
“Sophisticated tastes” (Salisbury, 2007:12) to fulfill an empty
space left by Fine Art - as aesthetical nourishing.

Picturebooks, specially the authorstrated ones, are no longer
following the traditional recipe: the assemblage of cuddly images
on facing pages subdue to text. Nowadays it’s quite the opposite:
where illustration is concerned, we find close relation between
sweetness and lack of conceptual content: many authors describe
this “richly sensory”, cuddly, decorative and sentimental visual
styles as eye candy (Soar, 2000:35), ‘chocolate box’ or ‘cheese-
cake’ (Male, 2008:80) - in a broad sense, we could even say that
the sweeter it gets to the eye the savorless it becomes to the brain.
Therefore, the ‘sophisticated tastes’ are expressed through intelli-
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gent composition and visual metaphors but also in the boldness of
chosen themes, such as Svein Nyhus’ illustrations for “Mummy’s
hair” - a picturebook about depression.

So, as vanguard artists turn to more anthropological issues
aiming at an elite art public, most picturebooks are coming ‘down
to earth’ to handle day-to-day themes, abandoning paternalism
and embracing this task in the way of personal reportage or escap-
ism for larger audiences.

Picturebooks have a unique link with their visual culture
zeitgeist, and to select some of these for our libraries is like choos-
ing our own particular diet of favorite graphic styles, authors and
themes. No wonder, therefore, that the picturebooks industry
continues to produce this objects of desire (Hall, 2008: 145), that
audiences (adults, children and artists) see as ‘must have’ com-
modities (Withrow, 2009:182).

As objects of consumption, authorstratored picturebooks are
catering ‘innovative’ mark making both as graphical expressions
(through various auto-graphical styles) and exploring new visual
narratives in storytelling (more related with the book specificities
as product design and visual communication and not so constraint
by verbal content).

This practice of self-commissioned picturebooks has brought
the author-illustrator a new professional status that allows them
to escape and transcend the role of commissioned ‘hack’ (Male,
2008:11) and/or ‘colouring-in technician’.

These books embody an author’s manifest against the traditional
illustrator and designer role: the art directed, trend conformed,
‘chocolate box’ and ‘cheesecake’ silent cooker, is now a visible
professional, an ‘household’ name (Male, 2008:146) and trend
forecaster chef'to be considered in our increasing visual culture
and communication society.
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Abstract

Part of a research about visual narrative that has the picture book
as an object of study. The proposal is present the results from an
analysis based on the hypothesis of a proximity between the Illus-
tration and the Performing Arts. This choice was made because of
the similar characteristics between the two objects: the discourse
represented by the absence of verbal language. This approach in-
volves analyzing the picture book from the perspective of textual
absence as an alternative to the tradition of critical and theory of
narrative that privileges the verbal text.
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1 - Introducao

Este trabalho é um recorte da dissertagdo de mestrado “Livro

de Imagem e Palhago Mimico: narratives sem palavras? Estudo
sobre a narrativa por imagem” defendida na Pontificia Universi-
dade Catdlica do Rio de Janeiro, no Programa de Pds-graduagio
em Design e dedica-se a aprofundar os estudos sobre o Livro de
Imagem - objeto especifico caracterizado por uma sequéncia de
imagens, sem veiculag¢ao de texto verbal, mas com conteudo nar-
rativo, organizada no suporte livro.

A trajetoria de pesquisa nessas areas - Literatura, Artes Céni-
cas e Design - permitiu constatar que a tradi¢ao da teoria e técnica
narrativa privilegia a linguagem textual ou, quando aborda a
narrativa hibrida, hierarquiza o texto em relagao a imagem. As-
sim, a narrativa que contempla imagens demanda estudos que
deem conta das suas especificidades, e das suas relagdes contem-
poraneas com outras linguagens.

Foi necessario um recorte nas areas contempladas para
viabilizar maior aprofundamento no estudo. Na area da Litera-
tura optamos pelo Livro Ilustrado, e especificamente o Livro de
Imagem, como exemplar de um objeto composto unicamente por
imagens, nas Artes Cénicas estudamos o Palhaco, mais detalh-
adamente aqueles que adotam como técnica a mimica: o
Palhaco Mimico .

A escolha do Livro de Imagem como objeto de estudo, e 0
Palha¢o Mimico como contraponto, da-se pelo fato de que ambos
possuem uma caracteristica em comum: a auséncia de um ele-
mento culturalmente esperado no livro e na cena: a representacio
do texto - escrita ou oral. Apesar de mencionar o Palhagco Mimico
e ter sido feita uma analise mais aprofundada, por restri¢ces de ta-
manho deste artigo, ndo foi possivel apresentar a metodologia que
gerou tais resultados. Por entender a importancia de se ter acesso
ametodologia e ao desenvolvimento da pesquisa, e levando em
consideragao as restri¢coes de tamanho deste artigo, optou-se por
priorizar os resultados desse estudo ao invés do desenvolvimento
da pesquisa, mas convidar aos interessados em consultar o con-
teudo da pesquisa na integra, cujo referéncia estara disponivel ao
final deste artigo.

Assim, as narrativas construidas exclusivamente por imagens
sdo um fendmeno exemplar da questdo central da pesquisa: o
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fendmeno da auséncia. Auséncia suscitada pela exclusio de um
elemento que seria de uso tradicional em um dado suporte. Por
conta desse aspecto, trazem em si o desafio de uma metodologia
alternativa para o panorama de dependéncia do texto.

O enfoque proposto para a abordagem se estrutura numa
reflexdo sobre a auséncia do texto verbal na construgio narrativa.
Opta-se pela perspectiva da auséncia, como enfrentamento a di-
mensdo afirmativa da linguagem. A pesquisa € extensa e aqui sera
apresentado um dos resultados desse processo: as categorias en-
contradas a partir da analise do objeto pela perspectiva adotada.
Como ponto de partida para a elaboracao das categorias, temos a
reflexdo conduzida ao longo da pesquisa que resulta na analise da
relacdo entre trés linguagens - verbal, visual e gestual -, e as carac-
teristicas e/ou recursos para o desenvolvimento de narrativas que
ontologicamente pertencem a cada uma delas.

Podemos colocar que a abstragdo conceitual - como a
defini¢do de uma dimensao psicoldgica, emocional de um per-
sonagem, bem como a atmosfera e a classificagdo de um estado
diferenciado de consciéncia - € originariamente afim a linguagem
verbal. Ou seja, a possibilidade de descrever questdes abstratas
conceituais verbalmente é mais usual culturalmente, do que ten-
tar demonstrar isso visualmente ou por gestos - o que, no entanto,
ndo € indicativo de que a vocagdo do texto seja impedimento para
arepresentacdo pela imagem ou pelo gesto - apenas indica uma
conexao ontologica.

Da mesma forma, a representacao do deslocamento tempo x
espago, possui recursos mais imediatos na linguagem gestual. E
inegavel a eficacia de representar o movimento pela linguagem
gestual - pelo corpo - quando comparada as linguagens verbal
ou visual.

E cabe a imagem caracteristicas voltadas a representagio
espacial/visual - cenarios, figurinos, aspectos fisicos do person-
agem, elementos de cena, iluminagdo[1]. O ato de representar
espacialemnte encontra na linguagem visual uma eficacia maior
na representacdo do que as propostas de representar um objeto,
um cenario, pelo gesto ou mesmo descrever uma cena na
linguagem textual.

Como resultado do cruzamento entre estas trés linguagens,
temos a tabela a seguir:

an
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A partir desse cruzamento dirigimos a atenco para as
questdes que estdo ou nio presentes na linguagem visual, mas que
sdo igualmente importantes para o desenvolvimento da narrativa.
Depois, fizemos outra abordagem que partiu da auséncia de deter-
minadas caracteristicas na linguagem visual, para compreender
de que maneira essas questoes sdo resolvidas em uma narrativa
exclusivamente visual. Por ultimo, buscamos compreender
porque em alguns casos o autor propde determinadas auséncias
na propria linguagem visual, aspecto preponderante no Livro de
Imagem.

2 - Os livros analisados e os grupos de categorias
Os livros foram organizados a partir de acervo pessoal do pes-
quisador e do laboratdrio que retine publicagdes nacionais e in-
ternacionais, inclui exemplares premiados tanto no Brasil quanto
no exterior e a maioria publicada na ultima década. A reunido da
amostragem nao buscou uma representatividade quantitativa,
mas apenas uma primeira imersio para o estudo e um objeto de
analise qualitativa.

Por questoes didaticas procuramos reunir todas essas questoes
em trés grupos e na seguinte ordem: Relagio tempo e espago na
imagem, Sugestao de abstragdo conceitual e Auséncia na imagem.
Cada grupo reune questdes proprias a auséncia respectivamente
da linguagem gestual, textual e visual.

Apesar da enorme contribui¢ao de Linden (2011) e Nikola-
jeva & Scott (2011) para a compreensio da expressio do tempo e
do espaco, esses conjuntos de categorias abordam algumas das
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questdes colocadas em ambas as analises. E busca, somando a
elas, compreender de que outras maneiras sao propostas pelos
autores de livros de imagens a relagio e representacdo do tempo
e do espago. Assim questdes como “instante capital”, “instante
qualquer”, “instante movimento”, “cddigos graficos”, “sucessio
simultinea” repercutirdo nas categorias propostas sem contudo

uma exata similaridade.

2. 1 - Relacao espaco e tempo na imagem

Movimento do Quadro: Semelhante a cimera de cinema, a ideia
de que a pagina delimita um ponto de vista, e seu movimento sug-
ere que ela acompanha o deslocamento do personagem no espago
-acompanha o percurso da trajetoria.

Ponto fixo ou Ancora: Como na Fisica, s4 é possivel analisar o
movimento e o deslocamento de determinado objeto segundo
uma referéncia.

Ponto fixo caracterizamos determinado elemento que torna-se
referencial para perceber na sequéncia de imagem a sugestdo de
movimento.

Ancora também d4 a ideia de referencial para a continuidade
narrativa, mas, diferentemente do ponto fixo, pode apresentar
alteragGes ao longo do passar das paginas - alteragdo no proprio
elemento, ou mudanca de elemento. E claro que pela proximidade
desses dois itens e pela sutileza em sua diferenciacdo, pode haver
sobreposi¢cdes em alguns casos.

Quadro fixo: Este € um caso caracteristico que utiliza o proprio
quadro como ponto fixo. Assim, funcionando de maneira semel-
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hante ao palco italiano classico no teatro, que tem o espago fisico
fixo e determinado, onde os atores entram e saem da cena . A
perspectiva do quadro permanece fixa enquanto os personagens
se deslocam por esse espaco.

Historia em Quadrinhos: Sugestio de movimento pela se-
quéncia de imagens delimitadas por molduras internas ao quadro
principal (pagina dupla). Este é um caso em que procura-se pon-
tuar um determinado movimento, dentro da cena geral que esta
sendo mostrada pelo quadro da pagina inteira.

Plano e Contra Plano: A nogdo de plano e contra plano no
cinema origina-se da sugestao de representar a perseguicao [2].
Nessa situacdo percebe-se tanto a ideia de persegui¢do quanto, de
maneira geral, o deslocamento dos personagens pelo espaco.
Descontinuidade temporal: Este ponto apresenta a ideia de um
deslocamento para um momento especifico no tempo - nogao
conhecida como analepse. Como bem nos pontuou Linden [3],
nio é um recurso frequentemente encontrado.

Gestual: Propde na representagdo do gesto, da posi¢ao cor-
poral, a sugestdo de movimento. Neste caso, cabe relembrar os
estudos de Lecoq [4] para o desenho do movimento corporal, e
as linhas de a¢8o que orientam a posi¢ao do corpo na preparagao,
antecipa¢do ou execugio do movimento. E presente a sugestio
do movimento pela representagio de uma posi¢ao ndo natural do
corpo - que implicaria um esfor¢o enorme ou uma impossibili-
dade de sustentagdo.

Linhas de leitura: As linhas as quais nos referimos no ponto
acima também estao associadas a composig¢ao geral do quadro.
Esse ponto foi abordado com mais profundidade por Rui de Ol-
iveira [5]. As linhas proporcionam um caminho de leitura no qual
pode estar presente ndo s6 a nogdo de movimento mas também a
ideia de sequéncia, de continuidade.

Distor¢ao da forma: A distor¢ao da forma tem relagdo direta
com as duas categorias anteriores. No cinema de animagao essa
distor¢do ¢ amplamente utilizada e conhecida como sendo um dos
principios da animacao tradicional para refor¢o da representagao
de movimento: Squash and Stretch. Esse recurso € utilizado tanto
na gestualidade do personagem como refor¢ado pela
linha de agao.
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Representagio pela parte: Sugere o movimento por uma repre-
sentacao como indice. Nesse caso poderiamos visualizar alguns
exemplos: um elemento que por nio ser apresentado de maneira
integral sugere uma movimentagado - a omissao de determinada
parte é consequéncia de um movimento especifico. Ou a posi¢io
de uma parte desse elemento so seria possivel através do movi-
mento, também como consequéncia dele.

Representagdo Corporal da trajetoria: Recurso que propde re-
produzir no corpo a trajetoria de determinado movimento. A ideia
¢ espelhar o movimento de um elemento em outro, com intuito de
reforgar sua representacdo.

Repeticao do elemento: Reprodugdo na mesma cena de um el-
emento em diferentes posi¢oes, que no conjunto sugerem a no¢ao
de movimento ou deslocamento temporal x espacial. Neste caso, a
sequéncia é apresentada sem nenhum tipo de delimita¢do formal
(como na historia em quadrinhos).

Caodigos graficos: Elementos que por convengio representam
determinado tipo de movimento ou agio. E o caso, por exemplo,
de linhas que demarcam a trajetoria ou reforcam o movimento,
borrdes e “nuvens de fumaga” que sugerem a poeira levantada
pelo movimento etc.

Narrativa Ciclica: Classificamos como ciclico ou repetigdo
quando percebemos dentro da narrativa dois trechos bem semel-
hantes no que diz respeito ao conteudo da histdria narrada.

Um caso especifico é o retorno do conflito principal da nar-
rativa ao final da histdria ou, quando apresenta o mesmo conflito
com caracteristicas diferentes da primeira narrativa.
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F3. Personagem

segue a fruta acom-
panhando a dire¢ao

do movimento da
mesma, sugerindo com
acabega e o corpoa
trajetdria que ela faria.
(CARCAMO, Gonzalo.
Gelo nos trépicos. Sdo
Paulo: Companhia das

Letrinhas, 2011).
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F4.Exemplo de
auséncia de
representagdo do
cenario sugerindo o
isolamento e a solidao
da personagem. (LEE,
Suzy. Espelho. Sdo
Paulo: Cosac

Naify, 2009).

CONFIA . International Conference on llustration & Animation
Ofir. Portugal . November 2012 . ISBN: 978-383-37567-6-2

Em casos extremos o final da histdria coincide exatamente
com o momento inicial do livro (mesma imagem).

Onomatopeias: Essa categoria inclui elementos textuais e
estaria fora do recorte desse trabalho. Porém, optou-se por fazer
também essa abordagem porque as onomatopeias aqui foram
consideradas como cddigos visuais abstratos - sem vinculo com
nenhum significado especifico que nao a reprodugdo sonora.

2.2 - Sugestao de abstracao conceitual

Isolamento de elemento narrativo: o isolamento de certo elemen-
to grafico proporciona uma espécie de foco em determinada a¢ao
ou situa¢do, bem como o foco em algum conceito abstrato relativo
ao personagem - emocional/psicologico. Esse isolamento pode

se caracterizar pela auséncia do cenario, recorte de determinada
acdo ou situagdo. Encontraremos similaridade no teatro com a
ribalta, ou foco de luz que destaca certo elemento ou momento da
cena.

Results of a study about the narrative construction by image 31
Miguel Santos de Carvalho and Nilton Gamba Jr.

de consciéncia.

Gestual: A possibilidade de também sugerir conceitos
abstratos pelo gesto. Essa sugestao pode ser feita de diferentes
maneiras, dentre elas: sequéncia de imagens - constru¢go visual
da emocao da personagem de maneira gradual e sequencial;
linguagem corporal - expressdes corporais pontuais que sugerem
determinada emocao. Sobre isso Lecoq, quando aprofunda o
estudo dos quadros mimicos, pontua a tentativa de representar
estados emocionais do personagem. [4]

Reforco por semelhanga: A maneira como representa os
aspectos psicoldgicos e emocionais do personagem na categoria
anterior podem ser refor¢ados na semelhanga formal de outro
elemento igualmente importante na narrativa. Numa espécie de
paralelismo, proporcionado pela repeti¢do ou similaridade da
forma geral dos dois elementos.

Convengoes graficas: A utiliza¢do de convengdes graficas para
arepresentacao de questdes abstratas conceituais. Elementos
como estrelas, coragdes, tragos, nuvens, raios, procuram de ma-
neira codificada representar: tontura, dor, amor, raiva, felicidade
etc. Apesar de alguns elementos serem proprios da linguagem
gestual, sdo hoje comumente utilizados pela linguagem grafica

Outro tipo de isolamento € a auséncia do personagem, o foco
esta na ambienta¢do e no clima dado a cena.

Alteracgdo grafica: Mudanga de técnica, ou mudangas na paleta
de cor, da iluminacgdo, do estilo e diversos tipos de alteragdes
graficas, proporcionam um estranhamento visual em um deter-
minado trecho da narrativa. Esse estranhamento tem objetivos,
em sua maioria, de procurar transmitir questdes conceituais ou
abstratas: sugestoes de mudanca de clima ou atmosfera; represen-
tagdo do estado psicologico/emocional, ou alteragdo no seu estado

como codigos: aperto de méo, bragos cruzados ou representacao
de expressoes fisiondmicas.

Convengoes Internas: As convengdes graficas supdem um
conhecimento prévio. Essa categoria aponta para convengoes
produzidas dentro da narrativa. O que da a entender que fora
da narrativa tais codigos nao teriam necessariamente o mesmo
significado, nem o mesmo entendimento.

Distor¢ao formal: Estranhamento formal proposto por def