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PREFACE

CONFIA tenth edition. Celebration of research in art.

In November 2012, we held the first edition of the International Confer-
ence in Illustration and Animation, organised by the Polytechnic Institute
of Cavado and Ave, in a hotel on a beach in northern Portugal, in Ofir, Es-
posende. A magnificent place for a conference that brought together two
emerging areas with the intention, at the time, of creating a critical mass
for a recent master’s degree in IPCA and in Portugal, the MIA (Illustration
and Animation Master). The conference grew and became a worldwide
reference; research in artistic areas gained space and legitimacy, allowing
the communion between academy and market, between analogue and
digital, anticipating the latest technology and praising the tradition of the
technique. A mix built at the service of the tradition of drawing and the
innovation of the digital, perfect symbioses and discussion of paths for
the future.

In ten editions, we had the best of the best, and there were more than
thirty fantastic keynotes and approximately six hundred papers presented
in ten CONFIA books. Indexed publication, recognised and cited by
peers, is only possible with the tremendous work of the Scientific Com-
mittee, where specialists pass through who contribute in every edition to
the enhancement of art research.

In this text, written this year alone, to pay homage to my colleagues, I
would like to praise the CONFIA organisation team, the original team and
the team that has been joining it. From the first moment, a special men-
tion to the professor and illustrator Alan Male; was our first keynote and
he quickly became Program Chair, always collaborative. The base team
was the team that built the Masters, Pedro Mota Teixeira, professor and
animator; Marta Madureira, professor and illustrator; and myself, also a
professor and artist. At that time, there was a lot to be done in terms of re-
search in design, arts, and especially illustration and animation. CONFIA
was a breath of fresh air in the middle, and colleagues quickly joined us
with the will to organise the event. I must name Jorge Marques, Claudio
Gabriel Ferreira, Manuel Albino, Susana Jorge and Paulo Fernandes and
more recently, Catia Vidinhas, as well as Mario Filipe Araujo, Isabel Xa-
vier and Helena Carvalho, all with distinct roles, all highly relevant in the
context. I must also name Manuela Cunha, who, being an engineer, has
pushed and supported the research in IPCA, generously being part of the
team and promoting the indexation of the publication.

This homage is due and deserved. The most crucial thing in organisations
is the team; outstanding achievements are only possible with passionate
and motivated colleagues and, above all, with the will to know more and
to share knowledge.

CONTFIA has been held in different cities in the north of Portugal, last
year it was held in Aveiro, and this year it will be held in Caldas da Rainha.
The town where the School of Art and Design of the Polytechnic of Leiria
(ESAD-CR) is located. Polytechnic partner of IPCA in the Regional Uni-



versity Network alliance (RUN-EU), a European University with different
European partners in which one of the research areas privileges, precisely,
the creative areas of Art and Design.

To ESAD-CR, a special thanks for how it hosted the organisation and to
the municipality and the cultural centre of Caldas da Rainha for all the
support; without these partnerships, this event wouldn’t be successful.
Just a final note about this year’s selection, we are very proud to have
received over a hundred submissions; from these, those selected by the
Scientific Committee will have the opportunity to discuss the latest trends
in the areas of illustration and animation, as well as revisit issues of recent
history, analysis of works and presentation of research results in art. Shar-
ing and learning are the mottoes. With highlights from the talks of four
dream keynotes, from academia to industry to the art scene. All different,
all fabulous: Rachel Gannon, illustrator, educator and currently Associate
Professor and Head of Department for Illustration Animation at Kingston
University, specialising in illustration research methodologies and their
potential for inter- and transdisciplinary application, which culminated in
the text Illustration Research Methods (2021, Bloomsbury Academic), co-
authored with Dr Mireille Fauchon; Stuart Medley, associate professor of
design at Edith Cowan University, Australia, illustrator and co-founder of
Australia’s most significant comic arts festival, Stuart is the author of The
Picture in Design; Emma Calder co-founded Pearly Oyster Productions
making many successful and award-winning animated films, including
BEWARE OF TRAINS and THE QUEENS MONASTERY. She is currently
developing an animated feature trilogy, and the Portuguese illustrator An-
dré Carrilho with a career spanning over 30 years, Carrilho has received
over 100 national and international awards and has seen his work exhib-
ited in Portugal, Spain, Brazil, France, China and the USA. In 2002 he was
awarded the Gold Award for Illustration Portfolio by the Society for News
Design (USA), one of the most important illustration awards worldwide,
his work has appeared in an extensive list of international publications,
including The New Yorker, The New York Times, Vanity Fair, The New
Statesman, Los Angeles Times, New Republic, The Independent on Sun-
day and Neue Zurcher Zeitung.

We have everything to celebrate CONFIA’s ten years in style!

Paula Tavares
a tribute to all Colleagues in the organisation
and all participants in CONFIA
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Andreé Carrilho

André Carrilho was born in Amadora, 1974. He is a Portuguese graphic
artist with a career spanning over 30 years. He has received over 100
national and international awards and has seen his work exhibited in
Portugal, Spain, Brazil, France, China and the USA.

In 2002 he was awarded the Gold Award for Illustration Portfolio by the
Society for News Design (USA), one of the most important illustration
awards worldwide. In 2015 he was the first Portuguese cartoonist to win
the World Press Cartoon Grand Prize with the cartoon “Ebola”, which
has since gone viral. In the same year he was invited to design a mural
of caricatures for Vanity Fair magazine’s Oscars party. His work has ap-
peared in an extensive list of international publications, including The
New Yorker, The New York Times, Vanity Fair, The New Statesman, Los
Angeles Times, New Republic, The Independent on Sunday and Neue
Zurcher Zeitung. Since 2009 he is the resident cartoonist of the Diario
de Noticias newspaper. In 2021 he was awarded the Gold Award by the
Society of Illustrators (USA), the Grand Prix at Hiii Illustration (China)
and the National Prize for Illustration (Portugal), with the illustrated book
A Menina com os Olhos Ocupados.

André Carrilho lives and works in Lisbon.
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Emma Calder

Emma was born in London. She studied Graphic design at The Royal
College of Art. She has worked as an Animation Director, Artist, Graphic
Designer and Lecturer and has written, designed, and illustrated books,
for both adults and children. She co-founded Pearly Oyster Productions
making many successful and award-winning animated films, including
Beware of Trains and The Queens Monastery. She is currently developing an
animated feature trilogy.

Twitter: @pearlyoysters

Facebook: https://www.facebook.com/Pearly-Oyster-Produc-
tions-258422244233290

Instagram: https://www.instagram.com/pearly oyster/
Website: https://www.pearlyoyster.com/

Award winning animation director Emma Calder will reveal the inspira-
tion, process and execution of her new film Beware of Trains, twenty-
four years in the making. She will explain how she kept the project alive
whilst working on other jobs, films, and teaching before acquiring the
funding to make the film.

Emma is renowned for working in different styles. This film is a culmina-
tion of her mastery of collage, in both new and old technologies. She will
show early designs, storyboards, and examples of how she technically
achieved the project in a tiny studio in lockdown.

“One-night I dreamt that I had murdered someone, and I couldn’t get
it out of my head. The next day I wrote a stream of conscious story trig-
gered by this nightmare.”

>
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Rachel Gannon

Rachel Gannon is an illustrator, educator and currently Associate Pro-
fessor and Head of Department for Illustration Animation at Kingston
University (UK). She is interested in illustration research methodologies
and their potential for inter- and trans- disciplinary application, which
culminated in the text Illustration Research Methods (2021, Bloomsbury
Academic), co-authored with Dr Mireille Fauchon. She studied Com-
munication Art and Design at the Royal Collage of Art. Her practice as an
educator and researcher is informed by a successful 18-year professional
illustration career and her articles and practice-based works have been
published in leading research and professional publications. Gannon is an
associate editor for the Journal of Illustration and co-director of illustra-
tion educators, a new subject association and international organisation
established by educators to support, advance and disseminate the subject,
practices and discipline of illustration.

Illustration Research Methods

This keynote will reflect upon the ideas developed in the publication ‘Illus-
tration Research Methods’ (Bloomsbury, 2021) co-authored by Rachel Gan-
non and Dr Mireille Fauchon. We met as students in 2006 both specialising
in illustration on the, then named, Communication Art and Design MA
programme at the Royal College of Art. From that point on we formed a co-
supportive friendship and went on to become colleagues and collaborators,
all the while navigating and negotiating our individual roles as illustrators,
practitioners, educators and researchers. Throughout our professional lives
we have fortunately found ourselves working within an expansive com-
munity of practice encompassing creatives, thinkers, makers, educators
and theorists, all highly skilled and knowledgeable across a diverse range of
specialisms. The critical position at which we find ourselves has in no small
part been influenced by the generosity of this informative network.

To describe the illustration industry as changing is now somewhat plati-
tudinous. What can be asserted with confidence is that the field is as wide
as it is amorphous. No predicted visual, or indeed creative response, can
be expected of the contemporary practitioner. We believe contemporary
illustration practice to be at a critical point. The expansion of illustration
practice goes hand in hand with its rise in popularity amongst prospective
students. The education environment is often where the most exploratory
forms of practice are found. What we urgently need to consider is how this
ambition is fostered in such a way that can translate and have application
within an increasingly precarious professional environment.

Students can graduate to find a fissure between the reality of a profession-
al practice and the experimental ways of working encouraged in educa-
tion, and struggle to transfer the skills and knowledge they’ve gained to

o
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work in adjacent fields. This has prompted an irreversible shift towards a
formation of a subject no longer confined by parameters set by industry
or business. New agendas are fuelled by imagination, inventiveness and
yearning aspiration. Students are consistently the most valuable resource
any educator can draw from and it is here that we look to ascertain what
the future might hold for illustration. The students we have worked with
have constantly challenged our understanding of the forms illustration
can take, and the ways it can operate, and humbly remind us of our posi-
tion as facilitators and not connoisseurs.

The impetus to write this book was born from a recognition that no texts
could be found on any generic academic reading lists that captured our
burgeoning philosophy of illustration as a discipline. Despite a concerted
effort amongst the international academic community, notably the I1-
lustration Research network, to establish new benchmarks for the study
of illustration we recognised a serious shortfall in the subject of specific
critical discourse. With practice-based research being the mainstay of
much of our approach to teaching, we wanted to produce a text which
paid particular attentions to the mechanisms of illustration. Too often
emphasis of the illustrator work is placed on the finished artefact, stylistic
decisions and/or the message conveyed. However, much of our time
working with students focuses on developing methods, the processes of
thinking and doing, that enable an intelligent and articulate body of work.
To advance the subject, what is required is a close analysis of the methods
through which it is determined, the means of production and the rigorous
processes and considerations that inform the most seemingly miniscule
of decisions. This book attempts to describe the methods we recognise

as distinctive within contemporary practice and acknowledge them, not
only as integral to the realisation of an illustration artefact, but intrinsic
to the holistic creative outcomes. Rather than dwell on finished products,
we address the how’s and why’s and analyse the ways in which the most
ambitious of illustration practice can operate and perform.

Excerpt from Illustration Research Methods (Bloomsbury, 2021)



Stuart Medley

Stuart Medley makes comics to improve employment and housing
services, and is a co-founder of Australia’s largest comic arts festival. He
has worked as an illustrator for 25 years with clients including Anglicare,
Austal Ships and the Centre for Social Impact. He is the art director for
Hidden Shoal, a critically acclaimed record label with a roster of interna-
tional artists, with clients including the BBC and Canadian Broadcasting.
He is a post-doctoral researcher at UNIDCOM, Lisbon, and associate
professor of design at Edith Cowan University, Australia. He is the author
of The Picture in Design.

Controlling the gaps: comics and meaning-making

“Life presents as a continuous multimodal barrage on all our senses.
From that, we abstract events, discrete units characterized by comple-
tion of goals and peaks of action. Effective communication of se-
quences of events in explanations and narratives is similarly segment-
ed, and linked globally by overall themes and locally by anaphora.”
(Tversky et al, 2013, p.47).

Comics, well-made, can be a perfect embodiment of these explanations
and narratives in what Tversky calls “spraction” (a portmanteau of space,
action and abstraction). Precise explanation can be achieved with a comic
depending on its segmentation; how many pictures (corresponding to
what Tversky calls ‘snippets’) are included in the ‘segment’ between the
key moments (or ‘breakpoints’). Conversely, fewer panels with bigger
gaps between the breakpoints can be chosen to create evocative narra-
tives that invite greater viewer participation.

Historically a medium for delivering fiction, comics are now applied for
serious communication tasks and are putting the lie to the assumption
that images are necessarily more vague than words. Pictures can disam-
biguate words just as vice versa.

This relative ambiguity of pictures compared with writing appears to ex-
ist only because words rarely arrive by themselves. Words are almost always
contextualised among other words. Comic strips and comic-books however,
can do for pictures what paragraphs and chapters do for words. Comics pro-
vide the context for the individual pictures from which they are constructed,
in a spatial mapping process that Groensteen calls braiding (2021).

Furthermore, words often form part of a comic, and these can echo
and reinforce the images for absolute clarity of meaning. This makes
comics an ideal medium for non-fiction applications such as prototyping
the design of services. Comics are now used for planning, as an input to
business proposals, design or research processes rather than just an output
or product; the artefactual evidence of other processes.

Comics are everywhere, and applied in increasingly surprising spaces.
There are fields of scholarship now dependent on the form, such as com-
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ics for health and comics for law, broadly named graphic medicine and
graphic justice in their respective academic spheres. Comics are now even
used as legal contracts.

Clients, in the drive to out-innovate their problems or their competi-
tion, have given themselves permission to use more pictures more often,
and comics artists are called upon to help pollinate this growing ecology.

This success comes from a late acknowledgment about the form of com-
ics and what it affords. Historically, comics’ form was conflated with its own
particular genres. This last decade or so has witnessed an awakening to the
ways the form can help visual communication. As comics luminary Will Eisner
proclaimed, “visual literacy has entered the panoply of skills required for com-
munication. Comics are at the centre of this phenomenon.” Comics have been
set free of their (stereo)typical genres and of their typical physical bonds. Their
potential has expanded dramatically as a result. Meanwhile some avant-garde
comics examine hitherto unseen affordances of comics’ conventional book
form, shaking up the assumed linearity of narrative story telling.

Barbara Tversky’s research on event segmentation was extended into
instructional design with the hypothesis that users could write and draw
more effective instructions than, for example, furniture manufacturers.
Extracting from these studies yields three core cognitive design princi-
ples: “show step by step, show perspective, show action” (Tversky, et al,
2013, p.§7). Comics’ democratic and readily available means of produc-
tion are now also yielding stories from previously marginalised voices,
effectively penning the instructions on how to understand their lives. The
publication and celebration of these previously unheard stories leads to
the building of communities of practice.

As a comics practitioner and scholar, I will show examples from comics
in information design, and research articles published as comics, to illustrate
the precision of which comics are capable. The Hidden Shoal Recordings
catalogue of album art, will illustrate the invitation for viewer input; to allow
the reader to imagine the many moments between the frames to create a
more personalised and, no doubt, more powerful narrative than I could sup-
ply alone. Finally, I describe my experience as chair of a comic arts festival to
show the potential of comics to build communities of practice.

This wide range of potentiality of comics is effectively attributable to the
control of the segmentation between breakpoints used to depict events.

References

Groensteen, T. (2021). From Cerisy to Oubapo. European Comic Art, 14(1), 21-40.
Tversky, B., Heiser, J., & Morrison, J. (2013). Space, Time, and Story. In: B.

H. Ross (Ed.), The Psychology of Learning and Motivation (pp.47-76), Academic Press,

Elsevier



Animated Faces that
Lie and Deceive

Melanie Beisswenger*
m.beisswenger@ostfalia.de
[Animagdo - Animation]

Abstract

Lying and deceitful characters are a common means of building narrative
tension and conflict, and can appear in a variety of roles. They are certainly
no stranger to animated films, and these characters may lie through their
dialogues or their singing, their body language or their facial expressions.

The face plays a major role in the communication of lying and deceit, thus it
will be the central focus in this discussion of lying animated characters. The
development of acting and facial expressions over the decades is compared
by discussing the most iconic lying character, Disney’s Pinocchio from

1940, and lying animated characters in the 2D animated films Aladdin and
Mulan, as well as the 3D animated films Rango and Zootopia. Differences

are shown in how facial expressions are used in the animated performance to
express lying and deceit. In addition, changes in the narrative complexity and
psychology of the characters in the respective films have influence on the ani-
mated performance and expressions. In the field of psychology and behavior
studies, Paul Ekman’s focus on facial expressions has brought forth the Facial
Action Coding System (FACS). This research into the structure of the muscles
in the face and the resulting facial expressions has influenced contemporary
high-end animated CG faces. Whether for cartoon or realistic characters, the
absorption of Ekman’s research into animation practice has enabled the crea-
tion of heightened realism within the acting performance. Another important
factor in the creation of the animated facial performance is the chosen anima-
tion technique, such as 2D hand drawn or 3D computer animation.

1. Introduction

Lying and deceitful characters often appear in animated films to create
tension and conflict. Through their dialogue, singing, body language, and
facial expressions, these characters are able to deceive and mislead their
fellow cast members, adding suspense and intrigue to the plot. These
characters may lie for a variety of reasons, from protecting those they care
about to gaining power or wealth. These characters often have a hidden
agenda and must be careful to keep their deception a secret. This adds
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an additional layer of complexity to the narrative, as the audience must
try to unravel the truth behind the lies. At the same time, if there is no
ambivalence purposefully intended in the characters performance, the
animators need to ensure that the audience clearly understands if the
animated character is lying or is being honest. To narrow down the scope
of lying animated characters, this investigation leaves out characters that
lie in song, as singing requires a different kind of animated performance.
A singing performance tends to be focused on the delivery of the sing-
ing, and the character usually believes in what they sing, thus it is rarely
intended to deceive. This investigation focuses on characters acting in
scenes predominantly with dialogue. Further, the emphasis lies in the
observation of the animated face, since much communication takes place
through facial expressions.

The selection of animated films for closer analysis of lying characters
is based on the following criteria: Firstly, feature films from major studios
that have highly developed characters and stories, a very high craft level
within the animated performance and one or more lies or lying characters
within the plot. Secondly, films from different times (starting with Pinoc-
chio) to observe a potential progression, and thirdly, different animation
techniques (2D and 3D). The forth criterion is films that use ambiguous
and complex character personalities, and in which lies are of some sig-
nificance to the story; thus results a stronger focus on more contemporary
films.In a scene and acting analysis, the animated performances of the
characters, the techniques and methods used for communicating lying
through face and body language, as well as their evolution seen across the
various films, will be discussed.

2. About Lying

A study by psychologists Bond and DePaulo showed that the average
adult could only distinguish truth from falsehood 54 per cent of the time
[1]. Former FBI agent and body language expert Joe Navarro adds from
his experience “every time I hear somebody out there say, oh I can tell
that they’re lying from their body language, I just say that’s absolute rub-
bish. There is no science to support it.” [2].

Science has yet to find a reliable way to accurately detect whether
someone is lying or not. Many techniques, such as polygraphs, have been
used to assess whether a person is being truthful, but these methods
have proven to be unreliable and ineffective in detecting deception [3]. In
addition, humans are not naturally good at detecting lies and deception,
and even experts in the field are only slightly better than chance. As such,
science has not yet found absolute guidelines and rules to uncover lies.

It is clear that actors are no liars, but professional performers who
strive to portray characters truthfully and with integrity. In acting, as Paul
Ekman observed, the ,,audience agrees to be misled, for a time” [4] that is
why they watch the film.

For animators and storytellers, the question arises how to show lying
in animated characters and in their acting. When creating animated char-
acters that communicate lying and deception, it is important to consider
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the context and how their actions will be interpreted. Animated charac-
ters should be able to convey the intended message well through their
design and acting [5]. For example, when a character is lying, subtle body
language and facial expressions can be used to emphasize feelings of
deceit. Additionally, the dialogue can be crafted to reflect the character’s
intentions and level of conviction. It is also important to envisage how the
audience may interpret the characters actions and words. By considering
all these factors, animators can create characters that communicate lying
convincingly and clearly.

3. Lying Characters in

Animated Feature Films

The discussion of the animated films Pinocchio, Aladdin, Mulan, Rango,
and Zootopia, that all feature lying characters, which play a significant
role in the storytelling, follows in chronological order. This chronological
order also coincides with a growth in the depth of the character personali-
ties, the manner the lies are embedded in the stories and the subtlety in
which they are communicated to the audience. Further, a small excursion
into the concept of the Facial Action Coding System (FACS) will follow as
the discussion turns to 3D animated films. FACS influenced how anima-
tors approached 3D facial rigging and animation, and informed a more
realistic understanding and approach to animated facial movements and
expressions. The last and most expansive analysis of lying animated per-
formances focuses on Zootopia, as this film includes various motivations
for lying, and different ways in which the lying performance is expressed
and integrated into the storytelling.

Pinocchio

The movie Pinocchio (1940) deals with the theme of telling the truth, and the
use of deceitful characters is a key element of the film. Pinocchio’s lies are re-
vealed in his body language, facial expressions, and dialogues, though his lying
behavior is most clearly represented through his iconic growing nose. Pinoc-
chio’s growing nose was not part of Carlo Collodi’s original novel, but has risen
to be the central visual metaphor in Disney’s interpretation of the story. In Pi-
nocchio’s case, the lies are always very easy to identify and visually exaggerated.
The acting is not subtle and the visual cue for Pinocchio’s lying is very explicit.
Other characters such as the Fox and the Cat also deceive Pinocchio in order to
take advantage of him for their own gain. The animation of their body language
and facial expressions is also exaggerated, yet, more natural. None of the other
characters features a similar visual cue as Pinocchio when they are lying.

In later animated films, a much more refined and realistic acting style
develops. They begin to move away from the more cartoonish style of act-
ing, and embrace a more sophisticated and realistic approach. This allows
the characters to feel more human, with emotions and motivations that
feel true to life. Comparing the Disney style from the 1940s to the 1979s,
animator Andreas Deja writes, “The acting had changed, too. These ani-
mals often demonstrate nuanced, human behavior and the acting is much
more subtle than in earlier Disney films®. [6].
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Aladdin

The 2D film Aladdin (1992) features several characters that use lying and
deceit as a means of creating tension and conflict, among them the main
protagonist Aladdin and the antagonist Jafar. Throughout the movie, Jafar
lies and deceives Aladdin, his friends and the king to further his own agenda.

In the scene where Jafar responds to the king and tells him, “My life
is but to serve you” (14:42), the body and facial acting is much exaggerat-
ed to show Jafars dishonesty. From a previously cunning expression, Jafar
is performing a big bow, while his eyes are closed devoutly for an overly
extended amount of time and his eyebrows are raised. The accent on
the word “serve”, expressed by raising his eyebrows and looking up, is a
further hint to his dishonesty and pretended loyalty. The overall exaggera-
tion of his body poses and facial expressions shows the deceptive attitude
of Jafar in this scene.

Aladdin himselflies to Jasmine about being a prince instead of a
street boy. In the scene where Ali climbs on Jasmine’s balcony and intro-
duces himself to her as a prince, the scene has two emotional beats. First,
Ali states in a normal voice and with natural body and facial poses ,it’s
me, Prince Ali” (55:31), which shows the audience that this is a truthful
expression, and that Ali shows his true personality. Then, after a short
freeze and a look up, Ali clears his throat and repeats in a deeper voice
»it’s me, Prince Ali Ababwa...” In this second part, Ali takes on exagger-
ated body poses that look rather artificial, as well as asymmetric facial
expressions, to underline his fake personality and lie. Another undertone
can be observed in these two beats. During the first beat, Ali believes in
himself. Whereas in the second beat, we can deduct, that Ali himself does
not believe in his fake prince personality.

Mulan

In the 2D animated film Mulan (1998), the titular character wants to

save the life of her father by disguising herself as a man and joining the
Chinese army in her father’s place. She lies to the soldiers in her unit,
pretending to be a tough man and being able to fight. Her body language
and facial expressions reveal her lies, as she often appears nervous and
uncomfortable when she is trying to deceive the other characters Ina
scene, Mulan shows off'a supposed self-assured attitude and exagger-
ated “manly” behavior. Her commanding officer subsequently asks her,
what her name is (33:30). As Mulan has not yet come up with a male cover
name for herself, and is caught off guard by the question, she is pressured
to make one up on the spot. She expresses her deception by contrasting
behavior to her previous actions. Now she appears to shrink down physi-
cally. However, most explicit is her face and the eyes: she is averting her
gaze; her eyes are looking down with several hasty eye darts searching for
an answer. Once Mulan has recovered emotionally and focuses on lying
about her name, she changes behavior again and starts to hold the gaze of
the officer; now looking at him yet again self-assured, eyes locked on him
and fewer changes in facial poses occur. In this scene, much of the be-
havior that indicates lying and deception is in the area of the eyes. There



ANIMATED FACES THAT LIE AND DECEIVE
Melanie Bei: = m.bei ia.de

are certain facial tells used in the scene that can be employed well with
animated characters, such as raised eyebrows, averted eyes and rapid eye
darts. Lying is in the eyes. As Jones and Oliff note, ,the subtle motion of the
eyes themselves can personify uneasiness, lying, or confusion” [7].

Rango

In the film Rango (2011), the chameleon protagonist lies and deceives

his way through a variety of situations. The 3D animated film features

an impressive amount of highly detailed and semi-realistic visuals, with
great attention to realistic lighting and colors. The characters have a wide
range of emotions, shown through their body movements and facial ex-
pressions. The fact that 3D is generally animated at 24 frames per second
versus the predominantly 12 frames per second animation in 2D films,
gives the 3D animation a more realistic feel. 3D animation is also a power-
ful tool for creating more detailed and realistic faces than what is usually
possible with 2D animation. This is not only due to the frame rate of the
animation, but also due to the workflow process and the precision of a 3D
model, character rig and rendering. This enables animation teams to cre-
ate more detailed facial features and subtle animations. Thus, the facial
performance of a 3D character can be animated both in exaggerated and
cartoony styles, as well as subtle and detail-rich with realistic emotions
and expressions. Continuing changes in the narrative complexity and psy-
chology of the stories and characters, that Andreas Deja has pointed out
earlier, can also be seen in Rango. Similarly, the animated performance
and emotional depth of the characters have equally matured.

In one scene, Rango tells a story about his past that is entirely fab-
ricated. He is asked about Rattlesnake Jake, and being obviously scared
and distracted by the mention of a snake, Rango lies about Jake being
his brother (59:30). Before the lie, when Rango tries to come up with
an answer, he is looking down and sideways and has frequent rapid eye
movements. Once he utters the lie, Rangos behavior changes again: he
now looks straight at his audience holding the gaze and he has stopped
fidgeting. Further, he reconfirms what he has said with exaggerated pos-
ing to mask his lie. Quite interestingly, after being asked how a lizard can
have a snake as a brother, he answers: “Mama had an active social life”.
This time, his reply is accompanied by eye darts and facial expressions
that appear very natural and convey thought and truthfulness.

Facial Action Coding System (FACS)

In the field of psychology and behavior studies, Paul Ekman’s research

on facial expressions has brought forth the Facial Action Coding System
(FACS). FACS describes the actions of individual muscles, called action
units or AU. FACS does not code emotions. However, AUs or a combina-
tion of AUs let the observer describe, classify and compare the movement
within facial expressions and associated emotions. This study into the
structure of the muscles in the face and the resulting facial expressions
has informed and furthered the complexity of contemporary high-end
animated CG faces [8]. Whether for cartoon or realistic characters and
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creatures, for animated features or high-end photorealistic VFX effects,
the findings of Ekman’s research and its absorption into character rigs and
animation practice, has enabled the creation of heightened realism within
the acting performance in faces.

Ekman’s FACS support the understanding of the face, its structure
and muscles, and its interpretation for animation. The artistic level of
facial animations that can be created with CG animation has risen con-
siderably, and subtlety and nuance in facial performances is sought after
more frequently. To accurately capture and animate emotions, anima-
tors still need to continue to study real life facial expressions and body
movements for a thorough understanding and interpretation. To animate
lying characters, animators must pay close attention to behavior and tells
commonly associated with lying. Examples of these expressions include
avoiding eye contact, fidgeting and shifting body posture, and using facial
expressions to mask or conceal feelings of guilt or shame. Additionally,
facial expressions that accompany lies can often be very short-lived, so
animators must pay close attention to the timing of these expressions in
order to incorporate them into the facial performance.

Zootopia
In the movie Zootopia (2016) the main characters Judy Hopps and Nick
Wilde are confronted with many deceitful characters; Nick himself being a
frequent liar when he runs one of his frauds. The tension between truth and
lies is a major source of conflict in the story and adds to the movie’s overall
suspense. Thus, many scenes show lying characters with various degrees of
obvious or hidden deception in the acting performance. In addition, Judy of-
ten struggles to tell if someone is telling the truth or not. Most fascinating are
the scenes in which the protagonists are lying to reach their objectives. In the
scene in the elephant run ice cream shop, we see fox Nick Wilde accompa-
nied by little Finn in an elephant costume. The owner refuses to sell ice cream
to Nick, but Nick underlines his desire to buy in this shop with the line “my
boy loves all things elephant” (19:15). Nick’s acting is overall highly exagger-
ated, and his equally exaggerated facial expressions, in particular the raised
eyebrows, are held still for along period. This communicates to the audience
(and the elephants in the shop), that Nick is deceptive and not entirely truth-
ful: there is an ambivalence in his facial communication. However, Judy falls
for his show and believes Nick. Thus, we can see in this scene that different
conclusions can be drawn from witnessing Nick’s acting performance: he
can be both understood as a con artist or as a loving caring father desiring
ice cream for his son. As Ekman and Friesen explain: “In a sense the face is
equipped to lie the most and leak the most, and thus can be a very confusing
source of information during deception” [9]. The ambiguity of convincing
acting by Nick, mixed with some revealing tells such as overly exaggerated
poses in face and body, is a wonderful introduction to Nicks skill in deception.
As the scene continues, Nick pushes his con of Judy even further by
claiming he has forgotten his wallet (20:27) and putting on a fake search of
his pockets. Once more, we see exaggerated acting and long held extreme
facial expressions to communicate lying. While mentioning “wallet”, Nick
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performs a super exaggerated accent by opening his eyes and eyebrows
very wide. Even though Judy has a built-in distrust of foxes, as seen in the
beginning of the same sequence, she believes that Nick tells the truth in this
scene. However, by now, the audience has understood that Nick is put-

ting on a show, or to put it clearly - is lying - to get the ice cream; and now

he is even getting Judy to pay for it, with a very blatant lie about forgetting
his wallet. Nick continues his dialogue in the scene: “I'd lose my head if it
weren't attached to my neck...” which he delivers truthfully and even adding
“..that’s the truth”, playing further with the story theme of truth and lies.

Lying about Emotions

In the previous example, there were no emotional stakes involved. Nick’s con
was a purely economic endeavor. However, people lie for a range of reasons.
Ekman, Friesen, and O’Sullivan have found differences depending on the
motivation: “Facial expressions (and many vocal and bodily clues as well) are
most likely to provide clues to deceit when the lie is about emotion, espe-
cially emotion felt at the moment of the lie. Even when the lie is not about
feelings.” [9]. According to Ekman, also feelings about lying may produce
behavioural clues to deceit, such as the fear of being caught, the guilt about
lying, or the pleasure of deceiving someone, also called duping delight [4].

This concept can be seen in action in the scene in which Judy’s parents
call her. They want to check in on her after her first day with the city police.
Judy is frustrated just before the call comes in, but puts on a big smile for her
parents. She tells them about her first day ,,it was real great“(27:00). Judy lies
about her emotions, but her parents are too distracted to notice it. Judy’s re-
sponse is showing clues to deception and leaks through her exaggerated long
held extreme facial expressions, such as raised eyebrows and wide-open eyes,
and a frozen smile. Thus, the audience can easily spot that she is lying.

Judy also does not show a so-called Duchenne smile, which is a truthful
smile that includes natural contractions of the muscles around the eyes [8]. Even
though Judy does have some contractions in the lower eyelid area during her fake
smile, it appears frozen and unnatural, and far from a genuine happy smile.

The most complex scene regarding lies and deception takes place
during the end of the movie. After Sheep Bellwether shoots Nick with the
“blue poison” bullet, Nick attacks Judy and Judy retreats in fear (1:31:43).
However, the entire attack is fake: the bullet is a blueberry and not filled
with blue poison. This is a story point that the audience does not yet know.
Nick fakes a wild attack on Judy and Judy in turn fakes fear. By now, Judy
has become an accomplished liar and both the audience and Bellwether
believe the attack is real. During the attack, Bellwether explains her entire
scheme to them and Judy records her confession.

Interestingly, there are no tells for deception from either Nick or Judy
in this fake attack sequence! The audience is not supposed to know that
both are faking and acting the attack, and that the poison has not affected
Nick. This is a rare moment in which the audience is also deceived and
not “in” on the lie. This further heightens the suspense into a well-de-
served climax, and a surprising resolution once the deception of Judy and
Nick is revealed and the confession of Bellwether successfully obtained.
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4. Conclusion: To Lie or
Not to Lie - Clarity is Key
Animated acting and performance has evolved in its believability and in its
richness in detail. Certainly, this also applies to the animation of lying and de-
ceiving characters, whether they lie with their words, their bodies, their faces
or all parts together. Ekman’s research into lies also focuses on micro expres-
sions. Micro expressions are flashes of concealed emotions on and off the face
in less than one-quarter of a second [4]. However, micro expressions are hard
to detect and animators and storytellers would risk that only a part of the audi-
ence could detect them, thus it is not quite feasible to use them in animation.
To serve the storytelling, there may not be any ambiguity about the
feelings, intentions or deception of a character. Clarity is key in the com-
munication with the audience [10]. Easily understandable facial acting in
the animated characters performance is a main priority in successful sto-
rytelling. As shown in the acting analysis of the characters discussed, lies
can be expressed by a multitude of animated behaviour. The characters in
the films Pinocchio, Aladdin, Mulan, and Zootopia show their lies through
performances with generally overly exaggerated facial expressions. In
Mulan, Rango, and Zootopia, we see lies communicated by frequent,
hasty eye darts, and exaggerated raised eyebrow poses that are often held
over a longer period than usual. Lastly, a more subtle expression of a lie
is the fake smile of Judy as seen in Zootopia, animated to show a lack of
proper contractions around the eyes. No matter what choices animators
and filmmakers make for their characters performance, the audience
must always be able to understand clearly and without ambiguity what
emotions, feelings and intentions are being communicated - or lied about.
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to explore the visual communication area as a means of investigation and
analysis in communication design, focusing on studying the films by Pixar
Animation Studios. Therefore, a statistical method was utilized based on
the character’s colors and emotions. This way, a statistical correlation was
generated using specific software for statistics. It was possible to identify
the intensity of those correlations (strong, moderate, and weak). So, it was
possible to gather a data amount that was subsequently compared based
on color theory. Based on the correlation between color and emotions,

it was possible to have a better understanding and a scientific approach
when comparing it with color theory. Thus, through color theory, one

can interpret the character’s color on a chromatic level. It can be just the
character or it as a whole in the movie. Then, with the theory, previously
established about color in the design, it was viable that the colors ana-
lyzed in this work were related to the character’s emotions that they were
supposed to convey. Which makes it a narrative element to associate color
and emotion in Pixar Animations.

1. Introduction

This paper came from the interest in reflecting on how visual communica-
tion elements — specifically color — convey meanings, messages, ideas,
and values. As designers, we are challenged to produce visual content

to reach the public’s understanding. Color has always been present in
society with such power that it influences people’s behavior and culture.
It can produce sensations, feelings, and sensory effects. It can influence
our senses and perform as a good stimulator or disturb our emotions,
conscience, impulses, and will [1]. This study aims to investigate how the
use of Pixar characters’ color schemes based on color theory is associated
with their emotions, allowing to compare their colors and whether those
are relevant to the emotion the character is supposed to convey.

1 & 2 Escola Superior de Arte e Design, Matosinhos, Portugal.
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2. Emotion, color, and animation

Best-known animation studios like Disney, Pixar, Ghibli, DreamWorks,
Blue Skies Studios, Sony Pictures, and many others worldwide have
inspired the public with their work. So, it is understandable why their films
are used as a base for research in the academic area when the subject of
study is animation films.

Those companies are already well established, and because of that,
many searches have been developed based on their animation [2, 3, 4].
Since their knowledge in the area resulted in many great works, research-
ers started to study and compare their way of creation to better under-
stand animation films [§, 6, 7].

An animation film with a rich expression of subjective color can strength-
en the narrative role of animation film, balance the color of the screen, give a
better understanding of the film’s ideas, interpret the film’s emotions can be
appreciated better. If we consider the animation films as a medium of visual
communication, it is possible to say that animation is kind of a symbol itself.
It is mainly expressed through image, color, light, and shadow [8].

Therefore, it is known that the characters are more profound than just
some drawing lines. One of the tools that the designers have in their hands is
color. Using it to create characters for animated films helps them come to life.
The cognitive experience of color shapes affects the experience in films. [4].

Even though, color is an inseparable part of our everyday lives, and
its presence is evident in everything that we perceive [9] when it comes to
the academic area the topic about color and emotions splits results. Some
research leads to believe that an association about color and emotion is
real [10, 11, 12, 13], although others have found that the relation between
color and emotion is weak [14, 15, 16].

The study of emotions by itself'is one of the most confused (and still
open) chapter in the history of psychology [17] and more than 9o defini-
tions of “emotion” were proposed over the course of the 20th century and
that’s why there is little consensus on the meaning of the term and much
disagreement among contemporary theoreticians concerning the best
way to conceptualize emotions and interpret its role in life.

For this analysis we decided to considerer that there are three mean-
ings of the term “basic” [18]. The first, is believed that there are several
emotions that differ one from another in important ways. Like, fear, anger,
disgust, sadness, and contempt, all negative emotions. Also, amusement,
pride in achievement, satisfaction, relief, and contentment, are all positive
emotions, but different from each other. This first basic emotion perspec-
tive is different to those that treat emotions as fundamentally the same,
differing only in terms of intensity and pleasure. The second perspective is
to indicate that the emotion appraisal of the current event is influenced by
our ancestral past. He believes that the primary function of emotions is to
mobilize the organism to deal quickly with important interpersonal encoun-
ters, prepared to do so by the types of activity have been adaptative in the
past history of human species, but it also refers to our own past history.

Although a cognitive response can be the history of our species or the
on our own individual history [17, 19, 20]. There is also the third mean-
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ing of the term “basic” is described elements to combine and form more
complex emotions. For example, smugness might be considered a blend
of two emotions, happiness, and contempt.

Each emotion is not a single effective state, but a family if related
states. Each member of an emotion family shares the characteristics that
had been described before [18]. This shared characteristics within a fam-
ily differ between emotion families, distinguishing one family to another.
Therefore, a list to distinguished one emotion from another was created:
amusement, anger, contempt, contentment, disgust, embarrassment,
excitement, fear, guilt, pride in achievement, relief, sadness/distress, sat-
isfaction, sensory pleasure, and shame. Those will be the basic emotions
in which this paper will be based on.

Thus, color is an indispensable element in design that can meet a
variety of human needs, which is helpful for the color designers to under-
stand the feelings of the target customers in many fields such as architec-
ture, advertisement, and automobile. [21, 48].

When talking about color is it also necessary to talk about color har-
mony [22], which is the combinations that are created based on a color har-
mony and uses someone personal taste is called subjective color, therefore
they are individual opinion and any experiment that implies that this kind
of color combination may revel character or mode of thinking or feeling
should be approach very carefully. Although, subjective color can be about
color and feelings, it is important to consider that the colors do not combine
by chance neither they are a matter of individual preference [23].

One of the ultimate goals of a movie is to convey a sense of emotion
through the artistic choices made in each scene. This should be a topic of
great interest and concern when developing a project. In particular, the
importance of color in visual communication, where it assumes an aes-
thetic and a practical function above all. Also, due to its range of articula-
tion with elements inside or outside animation, the color goes beyond
an orientation of reading the images: it creates meanings, sensations, or
emotional states. Color is no longer just an aesthetic issue to be assimilat-
ed as a structural element of the image, which raises interpretations and
contributes to the film’s narrative.

Therefore, for this work we decided to use as the main palette the
two types of primary colors [25], the additive colors (RGB): red, green, and
blue and the mixture of colors that results from this primary colors over-
laps, which are cyan, yellow, magenta and white. Followed by the subtrac-
tive colors (RYB): red, yellow, blue, and its overlap colors results, such as,
orange, green, purple and black. And the subtractive color (CMY): cyan,
magenta, yellow and, also, its overlap colors, blue, red, green and black.

So, after putting the primary colors together and eliminate the color
that repeated, the result of the main color palette was red, yellow, green
magenta, blue, cyan, white, orange, purple and black. Even though we had
the main palette we still felt the need of a bigger range of hues, like a dark
green or a lighter magenta for example. So, we took into consideration
Itten’s concept of color wheel and color sphere [16] and use a darker tone
and a brighter tone for each color. For that, we decreased the value in 50%
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less to create a brighter tone and then we increased the value in 0% more

to create a darker tone. The result was a color pallet of 28 colors, as per Fig.1.

We were aware that this method of choosing colors can go on forever, since
we can increase or decrease the value for

. ‘ () . . each color, over and over and this would

result in a different color range, but we

‘ ‘ . ‘ @ . ‘ decided to keep this as it is, since this colors

already have a good range for the propose of

00000 000 "

3. The Correlation
Fig.1Finalcolor ~ Once the emotions and the colors were determined we considered to be
scheme withthetotal ~ necessary base our results in a more precise analyzes. So, we decide to
of28colors.  use correlation, which is a statistical relationship between two variables.
Although in the broadest sense, “correlation” may indicate any type of
association, in statistics, it normally refers to the degree to which a pair of
variables are related. Examples of dependent phenomena include the cor-
relation between the height of parents and their offspring, for example.
For each character, we attempt to identify the presence of color and
emotion. If there is, fill it with 'yes’ and if not, fill it with 'no’. See the table
example on Table 1.
The usage of statistical correlation has been the focus of attention of

Amusement Anger  Contempt [ Red light Red RedDark  Green light Green  Green dark [
Woddy YES NO NO NO YES YES NO NO NO
Buzz Lightyear NO YES YES NO YES NO NO YES NO
James Sullivan YES NO NO NO NO NO NO NO NO
Boo YES NO NO NO NO NO NO NO NO
Bob Parr / Mr. Incredible  NO NO NO NO YES NO NO NO NO
Elen Parr / Elasticgir NO NO NO NO YES NO NO NO NO

Table1 Exampleon  several authors [16, 17, 26, 27] with some different purpose. But the idea
how the information ~ for this work is after filling the table with color and emotions informa-
of characters, colors,  tion for each character, the data will be processed in a software based on
and emotionswas ~ statistical analysis and will be analyzed later based on color theory.
organized on the table.
4. Pixar Animation Movies
Once the data collection was settled, we focused on analyzing Pixar
animated film characters and how they are built based on their color
scheme. Therefore, for a better and more profound analysis, the work will
analyze the animation from 1995 until 2021, their main characters and
their antagonists:
Toy Story [28, 29, 30, 31] and the characters: Woody, Buzz Lightyear,
Mr. Potato Head, Slinky Dog, Rex, Hamm, Bo Peep, Sid Phillips, Andy
Davys, Stinky Pete, Lotso, Gabby Gabby.
Monsters, Inc. [32] and Monsters University [41]. Here are their char-
acters: Michael Wazowski, James Sullivan, Boo, Randall Boggs, Celia Mae,
Roz, Dean Hardscrabble, Squishy, Don Carlton, Art, Terri and Terry Perry.
The Incredibles [33, 34] and the characters: Bob Parr (Mr. Incredible),
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Elen Parr (Elasticgirl), Dash Parr, Violet Parr, Lucius Best (Frozone), Edna
Mode, Buddy Pine, Evelyn Deavor.

Cars [35, 36, 37] and the characters: Lightning McQueen, Chick
Hicks, Sally Carrera, Doc Hudson, Toe Mater, Luigi, Guido, Sir Miles
Axlerod, Jackson Storm.

Wall-E [38] and the characters: WALL-E and EVA.

Up [39] and the characters: Carl Fredricksen, Ellie Fredricksen, Rus-
sel, Dug, Kevin, Charles F. Muntz, Alpha.

Brave [40] and the characters: Merida, Queen Elinor, King Fergus,
Harris, Hubert, Hamish (the triplets), Witch.

Inside Out [42] and the characters: Anger, Sadness, Fear, Disgust,
Joy, Bing Bong.

Coco [43] and the characters: Miguel Rivera, Abuela, Hector Rivera
(person), Hector Rivera (skeleton), Ernesto de la Cruz (person), Ernesto
de la Cruz (skeleton), Imelda Rivera, Coco.

Onward [44] and the characters: Barley Lightfoot, Ian Lightfoot,
Laurel Lightfoot, Corey the Manticore, Colt Bronco.

Soul [45] and the characters: Joe Gardner (person), Joe Gardner
(soul), 22, Libba Gardner, Dorothea Williams, MoonWind (person),
MoonWind (soul).

Luca [46] and the characters: Luca Paguro (mosnter), Luca Paguro
(person), Alberto Scorfano (monster), Alberto Scorfano (person), Giulia
Marcovaldo, Ercole Visconti, Daniela Paguro (monster), Daniela Paguro
(person), Massimo Marcovaldo, Lorenzo Paguro (monster), Lorenzo Pa-
guro (person), Grandma Paguro (monster), Grandma Paguro (person).

For this study we did not considered the movies that had animals
as their main character, since their colors would not actually reflect their
emotions but the color the animals actually have in nature. Since it is not
associate with the creation process or with what emotion the character is
supposed to convey, we left it out.

5. Practical Analysis

This part of the work will show the correlation results after the software
had process the data, informed previously. The process worked as follows:
each character’s color scheme was collected and analyzed based on the
parameter previously explained in section 3. Then, it was generated a
table with results, see a sample on Table. 2.

Therefore, it was possible to analyze the cor- £9 thentment green dark L0
relation between these subjects based on statistics. ixnc'tem it R r:ane XIB T ;'292

So, with what was processed, we treated the ger " i okl :

. . .. Satisfaction Yellow 0.659

correlation with positives values such as: 1.0 as a :

o lation. th fort Excitement Yellow 0.655
very strong cotre a' on, the range ol 0,710 0,5 rfls Contentment Green 0.631
moderate correlations. The range of 0,3 to 0,5 it
was considered a weak correlation, but it wasn’t analyzed since this is not strong Table 2 Sample of
enough and they will not be relevant for this work. Furthermore, it was verified the result table with
that opposite correlation also happened, such as-1.0 for very strong correlations emotion, color, and
and moderate correlations within the range of -0,5 to -0,7. correlation value,

The correlation shows how strongly the colors are related to the respectively.
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os-  color tends to be use in favor of the
0. emotions. Also, the correlation can

Fear
Pride In Achievement

o
>
=

Amusement

POSITIVE CORRELATION ! OPPOSITE CORRELATION emotions, SO we can proceed to
Contentment E— 10 | A 10 analyze the characters based on
Excitement 10 1 Anges el 10 . .
Anger = 0672 ! Few EEE—— 1.0 the data collected and its relation-
Satistac 0659 Anger T . .
oy osis || owet it ship with color theory. See the
ontentment — ear —— (3 .
e R — e E ~ — result of the positive and opposite
Pride in Achievement 0627 Sadness =— 4 10 1 M
Satifaction (1 0624 : Sadness 10 correlatlon on Flg 2.
Pride in Achievement IS 0591 : Sadness 10 The results ShOWS that the
Amusement | soome——— 0589 N Sacness — 10 .
Disgust 0583 | Pridein Achievement we= colors and emotions are correlated
Sadness 0578 | Anger . ..
Anger 0540 1 Few s~ suchin a positive way, where the
Amusement I— 0534 : Contempt 0402
1
1
1

Fig. 2 Result of the
positive and opposite
correlation based on

the statistical analysis.

be negative as well. In those cases,
when there is a negative correlation, it means the color and emotions don’t
match, and one leads to a contradictory perception about the other.

6. Pixar's Characters

and Color Theory

After analyzing the color and its correlations with emotions we moved to
investigate this relevance when it comes to Pixar’s characters. As Pixar’s
mode of production towards a storytelling that drives technological inno-
vation, believability is preferable to realism, and emotionally compelling
character growth serves as the foundation to every film [47].

Analyzing the correlation with the emotion it is possible to see the
correlation between the color dark green and contentment. Color theory
explains that green acts in a way that calms and conveys security, and it is
also related with positive feelings [23]. Therefore, we took some charac-
ters, such as Rex [28], Merida [40] and Lorenzo Paguro [46], with dark
green as it predominates color and it was possible to see that this color is
used in a positive connotation, like Rex [28] who is a goofy and friendly
dinosaur tends to give the idea of a happy character, see color scheme on
Fig. 3. Also, the correlation between green and this same emotion rein-
forces the idea this color is often used to transmit this emotion.

The correlation between orange and the emotion excitement, showed
that this color has relation with a lot of positive emotions [23] as well as
creativity, energy, vibrancy, stimulation, etc. On the movie The Incredi-
bles [33, 34] we can see some orange touches in the superhero family
outfit, although is not the main color, the orange is relevant to increase
the energy that their clothes intend to give the characters, see their colors
scheme on Fig. 3. Also, the same happens with Lightning McQueen [35,
36, 37]. Thus, orange is related to the emotions like pride, and satisfac-
tion. The characters who have this color in their scheme passes the idea of
being pride and are satisfied on doing something, such as Russel [39] and
Giulia Marcovaldo [46].

Furthermore, there is also the correlation between the emotion anger
and the color dark brown. We can see it being used with the character
of Dean Hardscrabble [41], her dark brown tones give the idea of an evil
character, see her color scheme on Fig 3. This color is also related with
the pride in achievement, and we considered that most of those charac-
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ters that use this color give a bad first impression. Most of the times it is
related to the emotion anger. Usually, those characters are also pride and
tends to use their anger to impose their will over them like Alpha [39]. But
sometimes this color is only there to show the unfriendly side of a charac-
ter, like Carl [39] and Massimo [46].

Moreover, the relation between the color yellow and the emotions
satisfaction and excitement, shows that yellow is related with feelings like
glory, harmony, intellect, wisdom, optimism, radiance, joy, satisfaction,
etc. [23]. A character who has the yellow in their color palette is Joy [42].
The idea for its color pallet is to transmit the emotion joy. See Fig. 3. Also,
we noticed that the characters who uses this color in their scheme tends to
be more fulfilled with the life they have, like, Woody [28, 29, 30, 31].

H 5 & =
Iﬂl

L___
.

4

®

So, in the end we considered that indeed, most of the colors, hasrela-  Fig. 3 Examples of
tion with the emotion that the characters are supposed to convey. some analyzed char-

Furthermore, in the correlation between light magenta and disgust, acters and their color
it was possible to see that even though it was a moderate one, for most of scheme. From left to
the characters did not fit their personality quite well. Although, this could right, respectively:
be the case for the character Disgust [42], the rest of the characters who Dean Hardscrabble
use this color does not show disgust in their personality, on the contrary, [41], Joy [42], Rex
they tend to show good emotions, like Bo Beep [28, 29, 30, 31], Bing Bong [28], The Incredibles
[42] and Mama Coco [43]. [33,34]-

In the case of white and its correlation with the emotions of sadness
and angry. It was possible to see, while analyzing the emotions, that the
color chord that usually is used to give the impression of angry personali-
ties are black and white, this was possible to conclude while analyzing
characters such as Sid Phillips [28], Buddy Pine [33], Ernesto de la Cruz [43],
EVE [38], and Dorotheia Willians [45]. Therefore, it is possible to interpret
that white conveys angry feelings as much as black when putted together.
On the other hand, when we have sad characters, with white in their color
palettes, this emotion can be conveyed with brown tone, such as in the char-
acters like Carl Fredricksen [39] and Anger [42]. Other than that, the white
color is very used to enhance other emotions from the character’s personal-
ity which is the case of the character Sadness [42] where white only enhance
the color blue and gives the perspective of sadness. Let have in mind that
itis important for us to have in mind that the color chord has influence on
how we can interpret the character’s color and therefore, their personality.

Although black gives a sense of angry and negative feelings to a color
scheme, it can also give the impression of seriousness, like when analyz-
ing characters like Edna Mode [33. 34], Dorothea Williams [45], Anger
[42], all of them use black in their outfits but in this case the color is not
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related to the emotion anger but to their serious personality. Another case
that can also be listed as a not angry emotion but uses black in his color
palette is Barley Lightfoot [44] from the movie Onward, his clothes are
mostly black creating the idea of a rock music listener.

It was also relevant analyzing the opposite correlation and verify that
most colors that have not being used. On our analyses the only opposite
correlation that was use together was light purple and the emotion fear, as
the character Fear [42] has it of one of his main colors. Here it is important
to considerer that according to what was analyzed, this character color is
no related to the emotion fear but itself but to his eccentric personality,
which makes a proper interpretation for this color. Since purple can also
be related to the emotion exaggeration [23].

7. Conclusion and Future Work

Our interest in exploring color as an element that carries meanings and acts

on the viewer. It led us to meet several publications and authors dedicated to

its study from an objective and subjective point of view. Through different
perspectives, we came across theories formulated over time about how we

see color, how it interacts with the surrounding environment, and how human
beings interpret it. In a more or less conscious term, we attribute to it meaning,
connotations, symbols, memories, etc. On the one hand, we consolidated some
knowledge that we already had. Additionally, we discovered new questions and
curiosities that allowed us to develop our reflection and critical positioning in
the face of the more functional character of color. Furthermore, as most authors
mentioned, we conclude that color and emotions are vast and complex topics
with several ramifications. Thus, despite being the subject of study for many
theorists, scientists, psychologists, and artists, there is still a lot of work ahead
for color to be understood in its entirety — if that can be considered at all.

The fact that color is seen as an element associated with emotions in
animated films leads us to question its role in other sectors. Specifically
in other visual communication areas, like animated films, some scholars
defend color as more than an aesthetic element, elevating it to a structural
element of the images, capable of establishing emotional understandings,
creating atmospheres in scenes, marking rhythms, creating associations
and contributes for the narrative [3, 6, 25, 47]. However, color in anima-
tion as a way of conveying feelings still needs to be better documented,
although greater interest in exploring the theme has started to increase
only in recent years.

Therefore, a recommendation for future researchers includes explor-
ing if the antagonist color pallete can be associated with the emotions
they are supposed to convey. If the protagonists have brighter colors than
the antagonist and which emotions the protagonist is supposed to convey
based on their color pallet. Also, verify if color influences the scene and
creates an atmosphere in animated movies.

Finally, I intend that this work can contribute to extending the aca-
demic research related to graphic design and animation movies. Also, it
continues to lay the grounds for other researchers to develop the theoreti-
cal study of color association in animation films.
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Abstract

Keywords
The purpose of this article is to present Motion Capture (MoCap) as an Motion Capture,
electro-mechanical-virtual artifice shared by the two ways of creating Rotoscopy, Animation,
moving images, Animation and Live-action. Considering McLuhan’s con-  Live-action, Audiovisual
cepts about the electrification of the media, the rupture of the system, and electrification, Image
video making, the text frames the development of MoCap in this context. hybridization, Hot and Coal
The complete electrification process of the production means provided media.

the ground for its appearance. In addition, the article shows the MoCap’s
differences, comparing it with Rotoscopy and Live-action, and evaluating
that it is closer to Animation and animated effects. By this path, the paper
concludes that MoCap’s characteristics and the consequences of its ap-
plication proven this device into a turning point in the history of Audiovis-
uals, breaking paradigms and changing long-standing concepts.

1. Introduction

Animation and Live-action Cinema share the history of the audiovisual
narrative, although with diverse development over time. Between the
19th and 20th centuries, they shared the same space of experimentation,
technical, and technological discoveries without specific labels or borders.
What raised the Live-action image due to the more remarkable expansion
of both Audiovisual means (emphasizing that such nomenclature makes
more sense after recording and reproducing the sound together with the
projection of these images).

The fact that Animation is the result of manual production (drawing
or manipulation of objects), and the so-called Cinema is the result of the
image captured directly on film (now, digital sensor), and intrinsically
linked to the “real” image, determined Cinema faster evolution, both at
aproductive level and at the recognition level as Art?. Animation and
animated effects - started by Méliés - were relegated to a second level
without the equal status of recognition or more significant theoretical
considerations, as occurred with live-action3.

1 Universidade de Lisboa, Faculdade de Belas-Artes, Centro de Investigagio e de Estudos em Belas-Artes
(CIEBA), Largo da Academia Nacional de Belas-Artes, 1249-058 Lisboa, Portugal and CNPq, Brazil

2 The book Le Cinéma: Naissance d’un Art 1895-1920 (Banda & Moure, 2008) [1], presents several texts
from that time.

3 Sergei Einsenstein’s works on his own films are examples (The Film Sense, 1942 and Film Form: Essas In
Film Theory, 1949).
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With the computerization of the production means, which began
between 1980-1990, and the complete dissemination of television im-
ages, Cinema began to adopt ways of editing and creating images from
video making, resulting in the interaction of images and multiple collages
[2]. In fact, that had already been used by Animation since Emile Cohl, as
in Les Transfigurations (1909)[3] and Les Joyeux Microbes (1909)[4], mixing
animated and filmed images.

By adopting digital three-dimensional moving images and technical-
visual articulation, filmed productions increasingly became dependent
on animated effects (Animation). That resulted in Manovich’s famous
statement 22 years ago [5]: “the cinema enters the digital age, [...]. Conse-
quently, cinema can no longer be clearly distinguished from animation”.
In other words, a century later, Cinema and Animation lost their limits
in a cyclical trajectory. This statement justifies itself: Nowadays, as in the
past, the same device can capture and project the image*.

This article shows itself in this historical context. Then, one of the
artifices digital technology developed is capture, be it image, sound, or move-
ment, transforming them into mathematical data that can be decoded by the
various equipment involved in the production process. Motion capture, or
MoCap, revolutionized live-action Cinema in productions such as The Lord of
the Rings: The fellowship of the ring (2001) [7], Avatar (2009) [8], and War for the
Planet of the Apes (2017)[9], moreover in the productions considered animated
as Polar Express (2004) [10] and The Adventures of Tintin (2011) [11].

Although, one should remember that movement is the cornerstone of
Animation [12], not of live-action.

Therefore, the author considers that MoCap is the crucial element
that represents the hybridization of Cinema and Animation, as this
article’s study object. For such, the author develops this analysis through
considerations and clarifications on movement capture and the shapes
of movement, the electrification of animated production means, and the
frame-by-frame manipulation of the “real” image. Concluding that André
Bazin’s Cinema [13] no longer exists, but ironically, it was abducted (and
not the other way around) by the philosophy of Méliés and Cohl. It is
noteworthy that questions about technical details and evaluative analyzes
of MoCap forms are not addressed here as they do not interfere with the
questions raised. Nevertheless, to analyze its characteristics and role in
the practice of the creation methods of the movement on the Audiovisual.

This text results from developing thoughts about the moving image
initially articulated in the thesis The Representation of Diagetic Imaginari-
um by Animation on the Live-Action Cinema (Gordeeff, 2018) [14], mainly
on its virtuality using the animate image creation. Based on studies by
Marshall McLuhan [15], the concepts of “Cool” and “Hot” media, and
electrification of media, for analyzing animated and real-life images,
respectively. These analyzes are helpful for the development of this text,
as well as the work by Arlindo Machado [16] on video, and by Kitagawa &
Windsor (2008) [17], and Alberto Menache (2011) [18] on MoCap.

4 Like cell phones and digital cameras, the cinématographe also filmed and projected images (Sadoul, 14) [6].
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2. Motion Capture and Motion

Shape Capture (Copy)

First, there is a need to clarify a misconception that has been propagated
as a fact: Rotoscopy is not Motion Capture - although some consider the
technique a type of motion capture [19][20][21][22][23][24].

Rotoscopy may be considered a “forerunner” of MoCap. However,
despite realizing the historical line that some scholars aimed to contex-
tualize5, such an approach is considered a mistake of historical nature,
of objective evaluation, and even etymological, to qualify the animated
technique as being a motion capture. This observation is grounded on
what Rotoscopy and motion-capture effectively are.

The first is the copy (and future reproduction) of a movement’s re-
cording (photograms). In contrast, the second is the capture of the move-
ment itself, not its representation (as the name says, movement capture).

The Rotoscopy application as an animated technique began in the XX
century, being patented in 1917 by the Fleischer Brothers [26]. It consisted
of drawing on paper using the frame-by-frame projection of a previously
filmed image as a reference. It was also widely used by Walt Disney and
was responsible for the fluidity of the naturalistic movement that became
a hallmark of his productions.

While the first use® of motion capture in audiovisual was in 1985,
in Brilliance” produced by Robert Abel and Associates for the National
Canned Food Information Council and aired during the Super Bowl of the
same year on American television [27][28].

They captured the dancer’s movement in a 3600 axis, through pho-
tographs from several angles, of the 18 joint points of her body marked
with black dots. The photos were edited from the SGI Iris 1000 systems,
workstations produced by Silicon Graphics, which created movement
algorithms to be applied to a 3D robot character [30].

Therefore, it is evident that the development of actual motion cap-
ture was possible only with technological advances in Audiovisual.

Besides, to justify the difference between Rotoscopy and MoCap, it is
crucial to observe that the animated technique continues to exist as such. The
change has been using digital tablets instead of paper as a productive methods.

On the other hand, Rotoscopy even adopted the same advances as
the cartoon because it results from many drawings made by copying a
filmed image (or taking it just as a model to follow). However, nowadays,
this process itself uses layers (filmed images under the drawings) but is
the same. However, all elements are digital - image files captured by a
camera, and the drawings made on a digital tablet.

5 Mainly when they observe the work of “Motion photographed” by Etienne-Jules Marey (1886)[25]. Ma-
rey’s extensive legacy shows that his goal has always been to understand and “capture” movement from
the most diverse sources. In one of these works, he photographed the movement of a person dressed in a
black suit but with white lines on the sides. By being photographed in motion against a black background,
he could register the body’s movements and not the walker’s body.

6 Although the study of motion capture began in the 1970s, by Gunnar Johansson in the medical field.
The objective was: “[...] be to study the visual information from some typical motion patterns of the
human body when the pictorial form aspect for these patterns has been abstracted” [29]. Developing me-
thods that allow the understanding of the movement without the interference of the figure that moves.

7 https://adage.com/videos/the-canned-food-information-council-brilliance/115
8 The method is still practiced today in more experimental films and didactic processes.



44

CONFIA - 10th International Conference on lllustration & Animation
Caldas da Rainha - Portugal - July 2023 - ISBN: 978-389-54339-9-9

MoCap is a mechanic-electric-virtual process through which an
actor’s natural movement is captured and converted into mathematical
codes. Then, these codes are applied to a virtual character, allowing the
extension (using McLuhan’s term) and the reproduction of human move-
ment in the virtual environment. This procedure significantly altered the
actor-movement-character relationships and the filmed and animated
image. MoCap does not capture the representation shape of the move-
ment, but its action®, and it can even have several different forms since
the coded movement can be applied to many different characters. The
issue is discussed below.

3. Motion Capture, Example

of Electrification of Audiovisual

Production Means

The electrification of media and its consequences was a study by Marshall
McLuhan published in his reference book Understanding Media in 1964.
Briefly, McLuhan developed this analysis considering

Obsession with the older patterns of mechanical, one-way expan-
sion from centers to margins is no longer relevant to our electric
world. Electricity does not centralize, but decentralizes. It is like the
difference between a railway system and an electric grid system: the
one requires rail-heads and big urban centers. Electric power, equally
available in the farmhouse and the Executive Suite, permits any place
to be a center, and does not require large aggregations [31].

In other words, the change from mechanical to electrical structures
streamlines and decentralizes processes. That happened with the Au-
diovisual process, which stopped using film and acetates to use encoded
image files, which can be edited and altered by professionals worldwide,
not just in the production company’s studio.

In addition, another consequence of the electrification of the means
of production was the cooling of the live-action image and heating of the
animated ones. For McLuhan [32], cinema is considered a hot medium
with high definition, providing much information to the audience. While
the cartoon is a Cool medium, poorly defined, and demands greater audi-
ence participation to be understood [33]. The other animated techniques
also carry this feature [34].

With the electrification of the production means, Animation became
codified, with drawings made on digital tablets and no more drawings on
paper, resulting in “electric” drawings. At the same time, 3D Animation is
a child of this “heating”, as it is already a consequence of the electrifica-
tion of the production means.

As an artifice to produce the character movement, one observes that
Motion Capture is possible just because the existence of an electrified
production system. That provided the technology to capture and encode

9 That was pursued by Etienne-Jules Marey and by Gunnar Johansson, as mentioned.
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the motion with sensors, programs, and computers. That is, MoCap is the
result of a process of hybridization of Audiovisual production itself with
the adoption of a modus of making from other areas.

3.1. Real (Real ?) Image

Frame-hy-Frame Manipulation

While the real image having its image on the film support transformed into
electric-mathematical codes, it becomes more divisible, editable, and loos-
es the power of the snapshot that the image captured on film guaranteed.

It thus carries a more illusory dimension, with the addition of all sorts
of interference, and often being digitally treated frame-by-frame, which re-
sults in an approximation to the modes of animated production. Therefore,
there is an approximation of Animation and Live-action. The identification
of such a situation as a breaking point of a means or system [35]: one can
transform into the other or, by hybridization, raise something new.

At this point, it is necessary to observe: It is undeniable that nowa-
days, any live-action production makes use of digital artifices and even
animation, as visual effects. This flexibility of the image, the alphanu-
meric interaction, and multiple collages have historical origins in the
production of the video-graphic image [36].

That whole creative process of a new image, different from the
captured one, is observed by Machado as being a “metamorphosis of the
image”, often generating “hybrid and exotic landscapes, halfway between
surrealism and abstraction” [37]. Precisely what happens in the live-action
film Interstellar (2014)[38]. Therefore, with the electrification of the produc-
tion means and the consequent technological advances, real-life cinema
could adopt video artifices, animated techniques, and even other methods
such as Motion Capture. As mentioned, it has the original creative applica-
tion, primarily in video. Thus, today we have a hybrid image that does not
obey the purity of the immaculate captured image but is a digital collage.

4. Motion Capture, is it
Animation Or Live-Action?
Historically, MoCap comes from the Medicine field. Therefore, it can be
considered a “strange” procedure in the Audiovisual field, being neither
Animation nor Live-Action. Its primarily application was video produc-
tion. However, there are crucial points to ponder to understand its con-
nection with these two means since both are electrified as mentioned. The
first observation concerns the real image and, later, the animated one.
When the actor Andy Serkis'® complained about the lack of recogni-
tion for his work [39], “it was the actor’s work that defined these characters,
and not the animator’s, arguing that the avatar displayed in the films was
merely a digital version of costuming and make-up” [40], he drew attention
and created a morally reasonable doubt. After all, his representation and
movements were captured and applied to an animated character. However,

10 Actor responsible for the performances in films such as The Lord of the Rings: Two Towers (Jackson,
2002) as Gollum, King Kong (l])ackson, 2005) as Lumpy, and The Adventures of Tintin: The Secret of the
Unicorn (Spielberg, 2011) as Captain Haddock.

45
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the MoCap provokes a detachment between the actor and his movement -
this has always been sought in Marey and Johansson’s experiments. That
happens since the actor’s movement is captured, but “he” is not. Further-
more, there is no real-life movement anymore. However, a set of informa-
tion from the motion that had existed: the natural mechanical and organic
movement, was converted into mathematical codes, reproduced, and
applied to one or more virtual characters. Although, not even this exact mo-
tion set is applied unchanged. Just as mathematical data and with the need
to express the actions and expressions to a “character-avatar”, it is edited,
cleaned, and exaggerated, which is performed in any animated production.

In addition, one should make other previous actions before the
capture process, such as preproduction, storyboarding, and animatic. As
Kitagawa and Windsor explain [41]:

Capturing data using Mocap equipment is, of course, the essential part
of the pipeline, but equally important are the things we do before and
after capturing data, that is preproduction (planning), data cleaning
and editing, and data applications.][. ..] After capture sessions, data
needs to be cleaned, edited, and applied to a 3D model. Applications
are getting better every year but they are tools, that is, technology does
not create arts, you do. You are the creator and decision-maker.

Concerning Live-action, this connection is more distant. Understandably
the motion, and even, in some cases, the actor’s expression are captured.
However, it is not the same thing seen or applied to the virtual character,
but a set of procedures: MoCap + character + animation adjustments.
Keeping the due proportions, it would be a comparison between listening
to a song recorded in the studio, and a song from a show taking place. The
difference is that in both cases, the musician plays. In the case of MoCap,
the musical notes were abstracted from the music and applied to another
instrument and, perhaps, with another cadence. Therefore, it is a miscon-
ception to consider it a Live-Action Cinema technique. More accurately, it
is considered an Audiovisual technological device.

5. Conclusions

As exposed, motion capture stands out as a movement-creation device that
has a greater connection with animation. Since it carries in its modus operandi
the objective of creating the movement, even edited post-capture. Another
crucial point is that this movement, now electric-mathematical informa-
tion, is applied to a character that does not exist. It is a virtual character. This
movements set will be adapted for a better expressiveness of the character
and suspension of disbelief" in its actions. That is the strong connection with
the entire modus operandi of animated work. However, in other words, the
animation is no longer a protagonist but an extra element of the captured
“motion adjustment” process - this is no more a creation act.

11 In Biographia Literaria (1817) [42], the poet Samuel Taylor Coleridge, presents the expression for the
first time.
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However, considering all the observations made throughout this text,
itisjustified that MoCap, an electrified technological artifice of motion
capture, is an element external to live-action and animated cinema. Nev-
ertheless, this can be integrated into and shared by both media simultane-
ously, and modifying the concept of how movement can be created. Thatis
the reason the MoCap is considered a ground-breaking of the Audiovisual.
Thus, the movement creation was based on the reproduction (being draw-
ings or photos) of its shape results, and not by capturing and codifying the
movement as just an “action,” without a shape, without a corpus to be seen.

That resulted on a dynamic “movement” of hybridization, where
the MoCap represents it as something new that did not exist but modifies
what already exists and is at its periphery (as McLuhan states). MoCap
appears as a symbolic landmark and a turning point in the history of Au-
diovisuals as it integrates by modifying existing means and paradigms.
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Abstract

Keywords
Expanded animation can be understood through its hybrid character as Animagéo Expandida,
an artistic practice capable of exploring issues of performativity, social, Instalagao Interativa,
political, or documentary activism [1], and through a set of mechanisms Aneurisma, Abordagens
of dispersed subjectivity activated by the viewer, making it an unfinished Narrativas.

work [2] or an artistic experience that can be a source of investigation into
contemporary life. Therefore, the present study aims to present: i) the
expanded animation project Aneurysm (2022, 10 minutes), which records
events from the author's personal life, such as the aneurysm, loneliness,
and lack of family communication,; ii) and the observational results of
users’ interactivity with the installation Aneurysm. Using a practice-based
methodology, the concept of animation-space-reception privileges an
intimate experience, placing the viewer/participant at the center of the
viewing, enabling investigation into how their involvement should be
promoted. At the same time, the relationship between reality and abstract
animation is discussed, as well as its ability to create 'thinking spaces’

for engaging viewers [3]. Aneurysm was presented in 4 main moments,
with participation in different festivals, with special mention to Cinanima
2021, from which the observation was carried out through a) a sensory
approach, used in the early installation experiences, in which the images
and sound appealed to emotions, with a greater impact associated with
illness and death for the audience; b) an intimate and narrative approach,
with greater individual visual involvement and immersion, focused on
the narrative. In this process of iteration, the Aneurysm project evolved
progressively, both in its representation (from stop motion animation to
3D animation) and in its mode of interaction (from video projection to
interactive installation).

1. Introducao

Um aneurisma cerebral é uma dilatacdo anormal num dos vasos sanguineos
que levam sangue até ao cérebro. A parte dilatada geralmente apresenta
uma parede mais fina, existindo um elevado risco de romper, provocan-

do uma hemorragia. Quando tal acontece, a ameaga de morte pode ser
imediata se nada for feito a nivel cirurgico, obrigando a uma hospitalizagao

1&3 Universidade Lusofona, ECATI, Campo Grande, 376, 1749-024 Lisboa, Portugal
2 Universidade Lusofona, Hei-Lab, Av. Mal. Craveiro Lopes 2,1700-097 Lisboa, Portugal
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e intervencao imediatas. Constitui, portanto, uma situagao pessoal de enor-
me risco, com eventuais perdas de consciéncia e morte, registando-se em
Portugal os acidentes vasculares cerebrais como uma das principais causas
de morte [4]. Aideia para a realizagdo do projeto Aneurysm surgiu apos
uma experiéncia pessoal da investigadora, a qual a influenciou artistica-
mente para a investigacao e produgdo em artes da animacao.

A forga impulsionadora de Aneurysm combina um registo de realida-
de, mas que se distancia de um registo de anima¢do documental para se
afirmar num dominio de animacio expandida, pretendendo refletir sobre
asrelagOes entre a arte interativa, o envolvimento das audiéncias e o
desenho da experiéncia por animagéo expandida. O conceito de anima-
¢do expandida, ja definido por diversos autores [5,6,7,8,9], esta ligado ao
desenvolvimento do cinema, video e televisdo com novas visdes cultu-
rais surgidas na década de 1970 que visavam a criagdo de novas praticas
cinematograficas [1]. Nomeadamente, a forma como os filmes poderiam
ser exibidos, criando uma nova envolvéncia na liga¢do filme-especta-
dor, complementar ou alternativa a existente em sala de cinema. Estas
mudangas abriram caminho a novos formatos para os média e a arte,
usualmente exibidos como instalagées artisticas/instalagdes de animagao
em locais publicos ou em salas. Definindo-se pelo seu carater hibrido, ndo
constitui uma obra terminada, preparada para o consumo, mas sim um
conjunto de mecanismos que o espectador ativa - o significado da obrae a
experiéncia artistica - que tornam necessaria uma redefini¢do da anima-
¢do contemporanea do ponto de vista interdisciplinar, transdisciplinar e
pos-disciplinar [2].

Gostariamos também de salientar como Norman Klein [10] e Lev
Manovich [11] consideram a animag¢@o como um conjunto hibrido de
efeitos visuais, metamorficos, muito mais presente e intrusivo na cultura
moderna dos media, do que a maioria dos investigadores nesta area dos
meédia sdo capazes de reconhecer. Neste ambito, autores como Brigitte
Hosea, Pedro Serrazina e Theresa Stehlikova, tém chamado a aten¢io
para a exploragdo do processo criativo, visando uma melhor compreensao
de como a animagdo promove uma “embody reality as a process of beco-
ming, transformation, in a way that is unique to this art form” [12]. Por
outro lado, Deborah Levitt [13] real¢a as constantes altera¢des das intera-
cOes das materialidades da comunica¢do, dos modos de experienciar e da
perce¢do humana, dai decorrendo a importancia de um artista observar a
interatividade do seu trabalho em ag¢do, em contexto real e a necessidade
de aprender a partir dessas observagdes.

Assim, o presente estudo visa apresentar: i) o projecto de animacio
expandida - a Instalagdo 3D Aneurysm (2022, 10 minutos), que documenta
eventos da vida pessoal da sua autora, o0 aneurisma gera a soliddo, a ausén-
cia de comunicagaos; ii) os resultados da observagao da interatividade de
utilizadores com a instala¢do, usando uma metodologia baseada na pratica,
na qual o conceito espago-animagao-recegao privilegiou uma experiéncia
intimista, colocando o espectador/participante no centro da visualizagao.
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2. Instalacao Artistica

e Animacao Expandida

O termo instalagdo, possui um carater polissémico, ndo especifico, envol-
vendo a experiéncia compartilhada entre a triade autor-obra-espectador
[14], podendo integrar vérias técnicas artisticas, em locais e contextos
diferenciados, sendo necessario que o artista trabalhe com e no local da
instalacdo, desmontando-a, deslocando-a e reinstalando-a. A técnica da
instala¢do constitui, por isso, uma fonte de informacéo e de investigacdo
da vida contemporéanea. Desse modo, o espago € determinante para a con-
cecdo da obra, caso seja situacional ou relacional e para a sua rece¢do por
parte do visitante, espectador e/ou participante. A forma como se promo-
ve a interagdo com o visitante esta igualmente interligada com o espago, o
qual devera, idealmente, envolver e suscitar a sua curiosidade e atengdo.
Em instalag¢Ges itinerantes e versateis, no qual o espago € parte integrante
como um elemento do storytelling, o conteudo e a forma da sua apresen-
tacdo desenvolvem-se em paralelo [15]. Para Candy e Edwards [8] algu-
mas questoes de investigacao sdo gerais, tais como: Quando se pode falar
em envolvimento das audiéncias? O que promove o envolvimento? Quais
sdo as modalidades mais bem-sucedidas? E possivel prever o envolvimen-
to? Quais os impactos provocados pela familiaridade tematica? Como
avaliar as experiéncias interativas? Como capturamos a experiéncia vivida
pelas audiéncias? Devemos pedir-lhes para falarem dos seus sentimentos
durante a experiéncia? Devemos nos basearmos no que recordam apos a
experiéncia? Existem medidas objetivas para avaliar? E a arte interativa
uma fonte potencial de novas visdes sobre as experiéncias das audiéncias?
Onde esta a arte: no objeto ou na experiéncia?

Também Birgitte Hosea, em conjunto com Pedro Serrazina e Tereza
Stehlikova, editores do numero especial da International Journal of Film and
Media Arts, dedicado a examinar o potencial da animagao expandida ao dar
significado a realidade através de todos os sentidos, colocam questdes sobre
“provisionality and uncertainty: of facts, philosophies, moving images, im-
plicit in the subjectivity of perception and the unpredictability of matter” [9].

Outras problematicas contemporaneas relevantes na animagao sio as
que investigam a arte de interven¢do baseada em investiga¢do transdisci-
plinar [7] e a discussdo de posi¢des teoricas sobre realismo, materialidade,
atualidade e processo na relagdo intrinseca entre realidade e animagdo, na
qual o espectador participa ativamente na rece¢do da obra. Max Hattler [3]
identifica a animagdo abstrata na sua capacidade de criar ‘thinking spaces’,
os quais em vez de representar a realidade, apresentam o Real Abstracto,
possibilitando a construgao de mais narrativas abertas e diferentes formas
de envolver espectadores. Abordagens e propostas de representagdes espa-
ciais diferenciadas tém também vindo a crescer visando o restabelecimento
da animagdo como arte independente, pronta para desafiar os modos
existentes de percecionar e organizar socialmente espagos alternativos [16].

O contexto social e historico, bem como o quotidiano, constituem
fontes de reflexividade, inspiracao, justificacdo e legitimag¢do, ao qual
deve ainda ser acrescentado nos tltimos 20 anos, duas grandes tendén-
cias, ambas focalizadas nas relagdes interpessoais:
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i) A viragem dos afetos - que considera os afetos, emog¢oes e sentimen-
tos e as suas relagdes com os pensamentos, cognicdo e saude mental,
como ponto de analise [17] e;

ii) A viragem social na arte [6], caracterizada por temas politicos,
modos de coexisténcia social, ativismo interventivo e modelos de
interagdo, um contraponto a viragem cultural dos anos 70. O tipo de
envolvimento que as audiéncias desenvolvem na interagao artistica e
aforma como a interpretam esta dependente do seu enquadramento
familiar e das preferéncias culturais [7, 18].

As emogdes podem ser definidas como ocorréncias resultantes de interagdes
humanas e das suas dindmicas, as quais as produzem, modelam/transfor-
mam e as comunicam [19]. Entre os varios tedricos assume particular impor-
tancia o foco de aten¢do do individuo e as diferencas individuais na receptivi-
dade a um ambiente interracional, no qual nem todos sdo afetados da mesma
maneira, existindo uma clara configura¢io afetiva do participante.

Em sintese, a criagdo de um projeto de instalagdo artistica e animagio
expandida beneficia das viragens tematicas e epistemologicas dos ultimos
anos, na arte em geral e na animagao, em particular, exigindo um maior en-
volvimento e participagdo das audiéncias e um interesse pela investigagao
das relagGes com o espaco e as formas narrativas que adota e com as formas
de interagdo e avaliagdo da rece¢io da mensagem emocional do artista.

3. 0 Projeto Aneurysm

Para o desenvolvimento deste projeto, assente na experiéncia pessoal
para a criacdo de processos criativos, optou-se por uma abordagem
baseada na pratica artistica como método de investigagdo [20], na qual

o criador é simultaneamente um investigador. Explorando a questao de
investigac¢do principal - Como desenvolver uma dimensao visual inti-
mista, abstrata e metafdrica do tema, utilizando a animagio expandida?

- através da pratica artistica baseada na realizagio de varias experiéncias
com distintas audiéncias, a instalagdo interativa Aneurysm foi progressi-
vamente desvendando questdes e gerando novos debates. A realizagdo
de entrevistas com os utilizadores da instala¢do nos diferentes momentos
de apresentagdo ao publico, promoveu assim um processo criativo de
producao de animacao com itera¢do constante, gerando novas possibili-
dades, diferentes experiéncias, repetida observagdo das intervengdes para
tomada de decisdes artisticas.

De igual modo, a pesquisa no estado da arte sobre projetos que recor-
rem a neurociéncia como tema criativo foi uma importante fonte de inspi-
racdo. Contudo, a presente pesquisa demonstrou a escassez de exemplos
concretos nos temas de AVC ou aneurisma, revelando originalidade na
abordagem deste tema no contexto da animag¢ao expandida.

Aideia para o projecto de instalagdo Aneurysm nasceu do conjugar de
varios elementos. A partir do desafio para realizar uma animag¢io documental,
no contexto de uma unidade curricular do estudo de Mestrado em Artes da
Animagdo (Universidade Lusdfona) e de explorar as possibilidades criativas
de animagao expandida numa outra unidade curricular, a experiéncia pessoal
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da autora em que viveu de perto os desafios de um aneurisma, fomentou esta
necessidade de exprimir esta experiéncia através da animagao. A necessidade
de partilhar um problema que afecta tantas familias em Portugal, foi uma
forca interior da autora muito impulsionadora no registo visual e narrativo.

Se numa primeira fase dos estudos de mestrado foi criado uma
animagdo documental para ser projectada num formato tradicional (ecrd/
tela), numa segunda fase, a autora foi desafiada para explorar as poten-
cialidades do espago, da interac¢do, da performatividades, entre outras
possibilidades criativas em espagos hibridos.

Aneurysm € assim uma instalagdo artistica com diferentes objetivos,
sejam do dominio artistico ou académico, mas que pretende oferecer um
contributo activista, de modo a sensibilizar o utilizador para a doenca
com a maior taxa de mortalidade em Portugal. Aneurysm descreve sinais
da presenga de um aneurisma cerebral, de modo a criar uma experiéncia
envolvente para o espectador.

O género da animagdo desenvolvido combina contetudos reais (docu-
mental) com ficcionais e, por isso, o poderemos considerar uma aborda-
gem hibrida de animagdo ficcional, documental e expandida (performati-
va). A partir de 134 imagens de ressonéncias magnéticas pessoais, foram
selecionadas, editadas e colecionadas para serem usadas na narrativa da
instala¢do. Assente numa narrativa com quatro eixos entrelagados, a ani-
magio apresenta uma situagdo familiar de comunicagdo telefonica entre
uma maée e um/a filho/a, através da audi¢io da grava¢do de mensagens.
Retratam vivencias que se interceptam, nomeadamente, i) a auséncia de
comunicagdo entre familiares (para criar tensdo narrativa e os envolver
espectadores com o desespero da personagem), ii) os varios problemas
de saude apresentados (compondo o seu aspecto documental e educativo
sobre o aneurisma cerebral), iii) a soliddo (mensagem pessoal da autora
nesta animagao para exprimir uma das mais fortes sensagdes sentidas na
experiéncia de um aneurisma cerebral), iv) e a necessidade de enfrentar
uma nova realidade (segunda mensagem da autora).

No que se refere as referéncias narrativas desta obra, destacam-se a
obra de José Cardoso Pires, De Profundis, Valsa Lenta [21], a tese de douto-
ramento de Samantha Moore [22], a representagdo cinematografica, como
o uso de mensagens telefonicas, especialmente os filmes de Anatole Litvak,
Sorry, Wrong Number (1948) e Dial’ M for Murder (1954) de Alfred Hitchcock.
O resultado destas influéncias pode ser verificado nas figuras seguintes,
contudo tornou-se claro a necessidade de representar a personagem femini-
na da Mae nos conteudos projectados, remetendo a outra personagem para
aimaginagdo dos participantes na instalagdo, como receptores das mensa-
gens telefonicas da mie através de um dispositivo fisico - telefone (fig.1).

Cada participante, ao escutar as mensagens, assume esse papel,
permitindo uma maior imersdo na narrativa. A personagem da mae deixa
de ser uma personagem dentro de uma narrativa para assumir o estatuto
de uma pessoa real, com dialogos que todos os filhos/filhas ja ouviram em
algum momento do seu relacionamento com os respectivos familiares.

Seja em filmes de género de horror, como Don’t Hang Up (Alexis
Wajsbrot, Damien Mac¢, 2016) ou em thrillers como Midnight Lace (David



54

Fig.1e 2 Visualiza¢do
da exposi¢do interativa
Aneurysm e fotograma

da animacao.
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Miller, 1960) e When A Stranger Calls Back (Fred Walton, 1993), o telefone
tem sido frequentemente utilizado para criar suspense, terror, ansiedade,
ou para o realizador informar o espectador sobre determinados contornos
danarrativa. A literacia cinematografica ¢ uma importante caracteristica
de distintos média porque activa percepgdes no espectador que nio estao
necessariamente descritas ou produzidas [23]. Em Aneurysm, a presenga
fisica deste objecto no centro da sala, transporta o espectador de imediato
para este contexto. A presenca do objeto em cena (telefone fixo) e 0 som do
seutoque, a par das atuais mensagens escritas e sonoras integram o leque
de funcionalidades utilizadas, despoletando assim a aten¢do do espectador
para a interagdo e respectiva audi¢ao das mensagens telefonicas.

O tempo foi considerado um elemento fundamental na perce¢io da
mensagem, sendo apresentadas oito cenas, espagadas no tempo, em narra-
tiva linear, representando registos diarios de telefonemas realizados para o
filho/a. Nestes eventos decorrem num fluxo continuo da passagem do tempo,
com quatro estados mentais (pensamentos, recordagdes, desespero e medo)
acompanhados de mondlogos, imagens em movimento e som estéreo (mani-
pulando-se o som espacialmente em redor do telefone). Cabe a cada mensa-
gem da chamada telefonica criar uma diferenciagdo de ritmo com os outros
momentos da narrativa, inicialmente mais lenta e tranquila e acelerando
durante os momentos de desespero, até a cena final, novamente mais lenta.

3.1 Fase de Producao

da Animacao

Tendo sido pesquisado e definido o tema, foram planeadas as distintas
etapas de producio deste projeto, nomeadamente:

i) as fases da produg¢do da animagao;

ii) o desenvolvimento da instalagdo artistica;
iii) a analise da recepg¢do e feedback;

iv) e novo ciclo de iteragdo até ao formato final.

Na etapa da pré-produgio, procedeu-se a elaboragio do guido, o conceito
de instalacdo e a defini¢do das técnicas de produ¢do de imagem anima-
da. Nesta fase, desenvolveram-se testes de animagdo, para a defini¢do
estética da imagem, criando-se moodboards, concept art, model sheet para a
personagem principal a ser modelada posteriormente em trés dimensoes
(3D), um storyboard e respectivo animatic.
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Na fase de produgdo de imagem animada, recorreu-se a soffware de
modelacdo e animagdo 3D (Blender), de render em tempo real (Unity3D) e
de edi¢do video (Adobe Premiere). Para a defini¢do dos tempos de anima-
¢do, foram gravados previamente os dialogos definidos no guido. O som foi
captado em estudio de som, editado em Avid Protools, tendo sido efectuado
um casting de voz prévio a gravagdo do actor escolhido para interpretar a voz
da personagem. Paralelamente ao trabalho de edi¢do video, as diferentes
pistas de audio ambiente foram manipuladas de forma a criar som espacial,
distinguindo o som emitido por colunas de som a frente e atras do especta-
dor. O audio da personagem apenas é projectado através do telefone.

3.2. Desenvolvimento

da Instalacao Artistica

O projeto Aneurysm foi desenvolvido e iterado em 4 momentos principais,
nomeadamente o evento universitario Over&Out 2021 (Julho, 2021), o festival
Cinanima 2021(Novembro 21) a ICLI22 - International Conference on Live In-
terfaces (Junho, 2022) e 0 Over&Out 2022 (Julho, 2022). Esta importante disse-
minagao permitiu sessoes de teste com audiéncias, promovendo a maturagao,
modificagGes e aperfeicoamentos a passagem por cada um destes eventos. Es-
tas ocasiOes ofereceram o espago para testar as diferentes hipoteses que foram
sendo levantadas, seja a nivel estético (cores, areas de proje¢do), a nivel de
interagdo com audiéncias mais passivas ou mais activas, entre outros. Como
pode ser verificado na figura 3, destacamos a instalagao realizada no festival
Internacional de Animac¢ao Cinanima 2021, na qual a inspiracdo na instalagao
Exacting Light (Gary Hill, 2011) refletiu-se na utilizagdo de imagens reais de
um cérebro (fig.4), tendo por base imagens de uma ressondncia magnética
onde se visualizam veias e artérias do cérebro (a materialidade da situa¢io),
potenciando o lado emocional e o sentimento de vida em perigo. Para o
movimento animado desta instalagdo, foi utilizada a técnica stop motion com
recurso a imagens microscopicas de frutas e vegetais, para que através da falta
de continuidade visual (raccord) que esta técnica de animagao pode oferecer,
ser gerado um maior efeito de estranheza efectuado através de jumpcuts, mo-
vimentos disruptivos, alteracdes de escala, entre outras experiéncias visuais.

Fig. 3 e 4 Visualiza¢do
da instalagdo no festival
Cinanima 2021 e no

evento Over&Out 2022.

Neste processo de iteracdo, o projecto Aneurysm foi evoluindo
progressivamente, tanto na sua forma de representacao (de animacio stop
motion a animac¢ao 3D) como no seu modo de interac¢do (de projecgdo
video a instala¢do interactiva).
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Na versdo de 2022 (figs. 1, 2 € 4), foi utilizada a técnica de renderiza-
¢do em 3D com estilo point cloud promovendo o necessario o tratamento
dasimagens 2D (ressondncia magnética) para um registo grafico consis-
tente, utilizando-se assim técnicas de simulagao halfione. Tendo como
inspira¢do visual os filmes de animag¢do Maaulbeek (Ismael Joffrov, 2020)
e Forever (Mitch McGlockin, 2021) que usam esta estética digital Point
cloud, Aneurysm inspirou-se deste aspecto fantasmagorico de passado,
de imagens pouco concretas, para se transmitir a narrativa por memorias
difusas. Com esta técnica, foi conseguida uma maior interligagdo entre as
imagens com movimento mais disruptivo (stopmotion), o universo digital
em 3D, a composi¢do sonora e as diferentes chamadas telefonicas da
personagem, parauma constante progressao da narrativa.

3.3. Analise aos resultados da recepcao de Aneurysm
Estando identificada na literatura a pertinéncia da realiza¢do de estudos
sobre as relagdes entre as intengdes do artista e as formas de recepgao por
parte da audiéncia, foi conduzido um estudo exploratério da receg¢do da
instalagdo, visando recolher as diferentes percepgoes e interpretagoes dos
participantes. Para concretizar os objectivos deste estudo optou-se por con-
duzir entrevistas no local das experiéncias, evitando o preenchimento de
questionarios e garantido a observagao directa para uma adequada recolha
de dados. A observagio directa, apesar de apresentar algumas limitagdes,
nomeadamente no facto da memoria do investigador poder apresentar
falhas no registo da interacgao ao vivo [24], por outro lado mostrou-se
muito importante para a analise e intui¢do da artista para o percurso que a
obra Aneurysm deveria seguir. De modo a complementar possiveis falhas
no registo deste método de observagao directa, optou-se por conduzir um
inquérito por método de entrevista, logo apds a interac¢do com a obra
Aneurysm. Este método tem a vantagem da adaptabilidade das questoes
aos entrevistados [25], permitindo que a investigadora pudesse clarificar
perguntas menos claras, respostas mais vagas e obter informagao adicio-
nal que normalmente nio se obtém num inquérito devido ao facto das
perguntas “open-ended” em questiondrios qualitativos estarem por vezes
condicionadas a interpreta¢do e disponibilidade de cada inquirido [26].

Foram tidas em conta as recomendacgdes de Bilda et al. [27] que real-
cam que na avaliagdo da instalagdo interativa através da recolha de dados,
usando entrevistas, podera sempre existir o risco de que os participantes
ndo recordem exatamente o que fizeram ou sentiram. Sendo por vezes
dificil expressar por entrevista ou questionario, emogoes e reagdes que
despoletam quase de forma inconsciente. Estes aspectos foram considera-
dos na analise e apresentacdo dos resultados.

O guido da entrevista integrava as seguintes questoes:

i) Qual o tema da Instalagao?

ii) Sentiu-se envolvido na histéria?

iii) Quem sdo as personagens da historia?
iv) Acha algo distrativo?

v) a Interface é facil de se usar?
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vi) e intuitiva?
vii) Gostava de ter mais informagdo sobre o que € um Aneurisma?
viii) Acha que a estética visual faz sentido com a narrativa apresentada?

No conjunto das entrevistas realizadas e, tal como nos revelam os re-
sultados de outras avaliagdes [28], registaram-se algumas experiéncias
emocionais junto dos participantes, seja por visivel comog¢do no impacto
da narrativa através da dificuldade e desespero da mie ao tentar con-
tactar a filha/o. O risco de soliddo, a impossibilidade de contactar um
ente querido, a presenca de um perigo iminente (doenga), foram alguns
dos apontamentos retirados das entrevistas. De um modo generalizado,
esta transformagdo emocional momentéanea dos participantes por via de
animagdo expandida, ocorreu pelo facto dos participantes terem relatado
experiéncias prévias que foram despoletadas por via da narrativa. De
igual modo, detectou-se nas faixas etarias mais elevadas uma maior sensi-
bilizagdo e consternagdo por via do seu envolvimento com o conteudo
narrado. A entrevista ndo pode quantificar o nivel de transformagéo
ocorrido junto das audiéncias, mas os relatos evidenciaram uma presente
experiéncia emocional ocorrida durante estas sessoes, validando as in-
tengOes da artista, assim como o reconhecimento do conteudo emocional
simbolico da animacdo.

Registaram-se igualmente outras interpretacdes e significados, dis-
tantes das inten¢des da autora da instalagdo, no qual os entrevistados in-
dicaram ter compreendido apenas parcialmente o tema, fazendo ligacoes
apandemia da COVID 19, a morte, ao distanciamento de um familiar ou
amas relagdes da mae com um filho. Em casos menos pontuais, detec-
tados nos relatos das entrevistas efectuadas durante a conferéncia ICLI,
foi sugerido que a interface da instalagdo (telefone fixo) poderia oferecer
uma dimensao mais interactiva, permitindo que as teclas do telefone
facultassem a deslocagdo pelo espaco representado. Conforme indicado
anteriormente, esta é uma caracteristica importante de como a recepgao
de uma obra pode ser influenciada pelo ambiente envolvente. No ambito
de uma conferéncia em performatividade e tecnologia a expectativa dos
participantes foi distinta do festival Cinanima ou dos eventos Over&Out
2021 € 2022 € por essa razao se justifica a sugestdo de uma obra mais proxi-
ma do universo de jogos e performatividade em tempo real.

Durante este percurso por festivais e conferéncias, o tema aneurisma
sofreu varias abordagens quanto ao formato e conceito da instalagdo.
Para aprofundar a comunicagdo por meio artistico e, simultaneamente
incrementar a literacia da saude, foram definidas varias estratégias de
animacao expandida para implementacao de:

- Uma abordagem sensorial, usada nas primeiras experiéncias de ins-
talacdo, na qual as imagens e o som apelavam as emogdes. Procurou-
-se nesta fase a produgdo de um maior impacto junto da audiéncia por
associa¢ao narrativa da doenga e morte.

- Uma abordagem intimista, com maior envolvéncia narrativa e
imersdo visual numa experiéncia individualizada, uma vez que a
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interagdo se encontra preparada para um so6 individuo em sala. Aqui
abandonou-se a transmissdo de dados estatisticos, informacao, his-
tdrias pessoais e presenga, numa perspectiva de animagido documen-
tal, para um maior enfoque na narrativa, através da transcrigdo de
pensamentos, sentimentos, afetos, sofrimento ou reflexdes pessoais.
A abordagem narrativa revelou ser mais adequada para se obter

uma reagdo emotiva e, por conseguinte, garantir o agenciamento no
processo de interagdo com a instalagdo.

Estas duas abordagens possibilitaram igualmente constatar como diferen-
tes espacos influenciam a avaliagao da instalacdo e a sua interpretagao. Os
resultados dos estudos realizados junto dos visitantes contribuiram tam-
bém para realgar o papel influente da animagdo na abordagem a tematicas
activistas, educativas ou cientificas, podendo promover o estudo “social
turn” na animagio, pelo facto de varias respostas aos inquéritos demons-
trarem que os participantes ambicionaram adquirir mais conhecimento
sobre o tema Aneurysm.

Conclusao

O uso de investigagdo pela pratica artistica consolidou o processo de
aprendizagem em animacgao expandida, realcando a importancia de se
reflectir sobre o percurso criativo nesta pratica de arte-enquanto-processo.
As diversas experiéncias efectuadas, os recuos em decisdes cometidos,
os contributos de especialistas ou comentarios dos visitantes das varias
exposicdes, promoveram a reflexdo individual e a adopg¢ao de novas solu-
¢Oes criativas para a proposta final. De igual modo, esta pratica artistica
de investigagdo for¢ou a aquisi¢do de competéncias de animagado 3D e de
pos-produgdo audio visual, para a correcta criagdo de uma experiéncia
imersiva capaz de transmitir uma mensagem concreta.

Surgiu assim o interesse na direc¢ao de animagao para fora do ecra,
numa ideia de animagdo expandida, consequente exercicio de reflexdo
sobre as varias tendéncias atuais das praticas artisticas no contexto de
interac¢do narrativa com audiéncia e meio envolvente. Este percurso pro-
moveu na autora de Aneurysm, novos significados da animagao por via da
arte interactiva, na relevincia da fragmenta¢io do espago da animagio,
convivendo com a interpretagdo do espectador a expressao visual das suas
emocgdes e orientagdes narrativas.

Finalmente, espera-se que este trabalho possa contribuir para o deba-
te em curso sobre a importancia da pratica artistica como investigagdo e
no impacto da interagdo da audiéncia no formato da animagao expandida.
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Abstract

This paper presents material taken from ongoing doctoral research which
seeks to develop and analyse experimental forms of wordless narrative illus-
tration. This practice-based research challenges the format of the wordless
picturebook repositioning illustration into immersive spatial contexts. By
relocating drawing as a method of narrative production, a discussion emerg-
es which seeks to comprehend the language of the form articulated through
the panel and the framing device and arranged as a complex network of se-
quenced images. Through deconstructing the bound book, and by removing
a dependence on the written word, opportunities for non-linear storytelling
arise which confront new ways in which narrative experiences might be de-
signed and understood. Several practical examples are presented across the
paper leading to a larger body of work which was exhibited at the Discover
Children’s Story Centre, London, 2022. The reception of this remediation

was examined through fieldwork and interview studies, situating the reader
within the experience as a co-narrator. Qualitative data was gathered from
dialogic group readings, seeking to better understand how the manifesta-
tion of an emerging theoretical framework is navigated and understood

by a pre-teenage audience. This research examines the possibilities for the
design of narrative material that is unrestrained by commercial necessity.

In this context, the role of the authorial illustrator becomes central to the
investigation, seeking the boundaries between complexities of narrative
design, form and content. Whilst the author acknowledges that this research
forecasts the transposition of material into digital contexts, including aug-
mented reality and virtual reality, the material presented here is grounded
in tangible experiences. The author’s positionality within this research is
both as practising illustrator and as a teacher within the context of a formal
education system. This research was conducted between the years of 2021
and 2023 with the support of Loughborough University.

1. Introduction: Words and

the Wordless Narrative

An introduction to wordless visual narratives should first acknowledge
the importance of how words and images function as a system. Words

1 Loughborough University, School of Design and Creative Arts, Graphic Communication and Illustra-
tion, Epinal Way, Loughborough, U.K
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inevitably change the ways in which pictorial information is understood.
Likewise, images transform the ways in which words are interpreted.
This synergetic relationship is ever more pronounced in narrative texts,
offering divergent points-of-view and tones-of-voice, composed on the
page through synchronisations of text and image. The author’s voice
and the illustrator’s voice are distinct, yet together they harmonise
through the design of the narrative object. Naturally, in the conception
of stories without words, the removal of textual information places a
greater emphasis on the image, consequently promoting the singularity
of the illustrator as both creator of the visual text and author of narrative
intent. Therefore, by understanding the complexities of word and image
relationships, further opportunities are presented for how wordless nar-
rative illustration might evolve as a distinct visual language. In this con-
text, it is useful to consider how drawing operates as a multi-modal form
of communication through the layering of visual information which can
be codified to tell, as well as to show. A language that can present paral-
lel stories, multiple points of view, or the inner thoughts of characters,
visualising both the subjective and objective.

For example, Perry Nodelman considers that, in the picturebook,
words and images influence one another in a way that by “plac-
ing them into relationship with each other inevitably changes the
meaning of both, so that good picture books as a whole are a richer
experience than just the simple sum of their parts” [1]. Maria Nikola-
jeva and Carole Scott further elaborate on the use of this system
within picturebooks. The authors suggest that “complementary” word
and image relationships “fill each other’s gaps wholly”. Producing a
total reading, leaving “nothing left for the reader’s imagination” [2].
Likewise, “symmetrical” relationships assume an identical approach,
where text and image communicate the same sorts of information.
Essentially, the authors also recognise that words and images may
contradict each other in some way, suggesting a multitude of under-
standings. They refer to this concept as “counterpoint”, “picturebooks
that employ counterpoint are especially stimulating because they
elicit many possible interpretations and involve the reader’s imagina-
tion” [2]. Furthermore, Nikolajeva and Scott infer that illustrative
material can be presented as two divergent modes of communica-
tion applied through a single narrative object. They refer to this as
“counterpoint by juxtaposition: (...) where two or more parallel visual
stories are delivered in the reading of the book, and may or may not
be supported by the text” [2].

These theories are important as they demonstrate the possibilities
of multi-modal relationships that layer information and which empha-
sise interpretative qualities, further locating the responsibility of the
reader within the decoding process. This suggests that counterpoint,
without the need for words, benefits a reading experience by ‘stimulat-
ing’ the reader to use their ‘imagination’. Thus, an argument for the
production and potential of multi-panelled imagery surfaces in the
discussion of the language of wordless visual narratives.
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Fig.1 Crossings.

This output dem-
onstrates the use of

the inclusive panel

as a framing device.
There is a suggestion
of time in the context
of a visual journey,
presented through the
horizontal axis and pic-
torial placement of the
inset panels. However,
the output presents
‘asynchronous’ conno-
tations and juxtaposi-
tions, assembling what
might be regarded as an
impression of a place,
fragments of memories,
or possible desires,
directed through the
vectorised figure posi-
tioned compositionally
bottom-left.
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2. Development of
a Theoretical Model

2.1. Temporality

and the Panel

Wordless picturebooks have evolved to use ever more complex arrange-
ments of sequenced illustrated panels as a method of inferring narrative.
Nikolajeva and Scott refer to this technique within the classical picturebook
as “simultaneous succession”, “depicting moments that are disjunctive

in time but perceived as belonging together, in an unequivocal order. The
change occurring in each subsequent image is supposed to indicate the
flow of time between it and the preceding one” [2]. Scott McCloud also
generalises that panels in comics divide time and space. The author states
that the reader learns to perceive time spatially, “for in the world of comics,
time and space are one and the same (...) so as readers, we're left with only
avague sense that our eyes are moving through space, theyre also mov-
ing through time—we
just don’t know how
much” [3]. However,
McCloud has received
criticism from both
Thierry Groensteen and
Neil Cohn who argue
that time and space are
not bound in comics.
Instead, the authors
argue that a sequence of
panels can imply that no
narrative time passes,
whilst a viewer’s read-
ing time can be infinite
[4],[5]. Nevertheless,
McCloud conveniently
categorises six types of
illustrative panel transi-
tions that imply various
passages of narrative
time. These range from
brief moments, implied
through the movements
of a single subject, to
larger moments of
inferred time through
the representation of multiple subjects or events. Of note are ‘aspect-to-
aspect’ transitions, “sequences of disconnected moments, suggesting a
sense of a place or scene”, and ‘non-sequitur’ transitions, “offering no
logical relationship between sequenced panels, although suggests some
arbitrary connection” [3].  have adopted these conventions and divided
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them into three broader classifications. ‘Chronological’ narrative sequence,
is produced through panel associations that represent a logical progression
of time, movements, or events. ‘Synchronous’ transitions, are produced
through panel associations that infer movements or events that are able to
occur at the same time. Lastly, ‘Asynchronous’ panel associations do not
necessarily deal in temporality, instead they may build a sense of narrative
through connotations of juxtaposition (Fig.1).

Therefore, a summary of these theories demonstrates how visual
units can be structured to infer transitional events which build a sense of
time and narrative. However, panels and frames may also be presented as
purely aesthetic or experimental groupings, implementing multiple framing
devices which do not infer temporal or narrative qualities. Indeed, Gunther
Kress and Theo van Leeuwen state that visual structures may manifest
as narrative or conceptual representations. The authors define narrative
presentations as “unfolding actions and events, processes of change and
transitory spatial arrangements”. And conceptual representations as “stable
and timeless essences”, which can be further defined and understood as
“classification structures, analytical structures and symbolic structures” [6].

2.2. The Story Container
and Pictorial Placement
The story container becomes an essential component in how the transition
of narrative time is assembled through wordless visual narratives. Tradition-
ally, the pages of the picturebook fix sequences of narrative illustration into
alinear reading order. Barbara Bader describes the experience of reading
a picturebook as the “drama of turning the page” [7]. Nikolajeva and Scott
further demonstrate the functionality of pictorial arrangements within the
framing of the book. The authors examine the ‘page-turning’ device which
generally locates prominent imagery within the bottom right-hand section
of a double-page spread, prompting the reader to “continue at the bottom
left corner of the next spread” [2]. The function of the page is also significant
in comics, acting as punctuation in the reading experience. As Paul Gravett
points out, ‘the turning of a page is the only way to surprise the reader of a
comic, because unless we are unusually self-disciplined, our gaze cannot
avoid looking across the immediate spread to scope out what lies ahead’ [8].
Therefore, a critical discussion arises which examines the story space
as an operative device, conveying the sequencing of narrative time through
physical experience. Neil Cohn argues that the reading order of panels within
this pictorial space is influenced by cultural reading and writing patterns, and
that a Western reading mode “mimics text to follow a preference hierarchy:
higher > left > right > lower” [9]. The author states that the connections
between panels follow an intrinsic ‘grammar’ or ‘syntax’, through which the
construction of a visual language is ordered within the story space (Fig. 2).
Additionally, a discussion surfaces which examines the psychologi-
cal status of a pictorial objects in relation to their relative placements
within the story container. For example, Nikolajeva and Scott argue that
“pictures naturally have a superior ability to convey the spatial position
of the character, and especially the mutual spatial relationship of two
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or more characters, which often reveals their psychological relationship
and relative status” [2]. William Moebius refers to this effect as ‘codes of
position and size’, arguing that, “it matters whether the actors are shown
on the left or the right. A character shown on the left page is likely to be

in a more secure, albeit potentially confined space, than one shown on
the right, who is likely to be moving into a situation of risk or adventure”
[10]. This discussion can also be expanded to the intangible vertical plane
within the story space. Molly Bang refers to the narrative effects and im-
plied weighting of compositional elements positioned across these zones,
“the upper half of a picture is a place of freedom, happiness, and triumph;
objects placed in the top half often feel more spiritual. The bottom half of
a picture feels more threatened, heavier, sadder, or constrained; objects
placed in the bottom half also feel more grounded’ [11] (Fig. 2).

Therefore, transitioning wordless visual languages from bound con-
texts to unbound physical spaces presents the illustrator with design chal-
lenges such as directed momentum and pacing of storytelling, whereby
the turning of the page is no longer a factor. In addition, the consideration
of the position and weighting of pictorial elements can be combined with
emerging multi-linear reading patterns, more readily offered by an expan-
sive physical space. Daniel Merlin Goodbrey is an example of a practi-
tioner and academic whose research investigates architecturally mediated
hypercomics, creating and analysing multi-cursal structures that are
“designed to inhabit and be navigated via a real-world, three-dimensional
environment.” [12]. These cross-disciplinary outputs are described by
Paul Gravett as “gallery comics” [8].

2.3. Networks and the Dynamic Frame

Thierry Groensteen examines the function of the frame as an aperture that
encloses a panel and forms a gutter between two panels. The author dem-
onstrates its versatility, encapsulating the shape, size, and location of each
panel within the layout. He describes this complex arrangement as a ‘net-
work’ of connected images [4]. Jane Doonan also recognises that the “qual-
ity of the frame affects the psychological meaning of what it surrounds. A
rigid structure contains events while a free-hand drawn line appears less
formal and allows for a livelier effect” [13]. Groensteen further elaborates
on this concept, suggesting that the modification to a single frame within an
already established visual sequence tends “to draw attention to a rupture in
the level of enunciation regarding the status of the image, and to indicate,
for example, a flashback or the beginning of a dream sequence” [4]. Charles
Hatfield also recognises the symbolic effect that this modification generates
as a form of communication, defining the method as a ‘code of significa-
tion’ [14]. The author argues that any alteration to a frame must be learnt
by the reader, decoded as a distinct and meaningful change within the
vocabulary of a visual text. That this alteration may indicate a contradiction
in the narrative sequence, implying some distinctiveness, or other narrative
viewpoint. Therefore, the modification of a frame within an already defined
visual identity further expands the theory of visual counterpoint within the
wordles narrative illustration.
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Groensteen also observes the use of the ‘inset’ frame within a network
of images. This technique dispenses with the separative gutter function. Ap-
plied in context, a smaller inset panel is composed on top of; and within, a
larger inclusive panel (Fig. 1.) The author argues, “in the first case, it allows
itself to be reduced to a simple superimposition; in second, it puts in place
a dialogic interaction between the concerned panels” [4]. This interaction
alters the communication generated from the panels; by occupying the
same pictorial space, their relative size and grouping become more relevant
within the narrative. This device enhances these image associations within
the vocabulary of a wordless visual language, suggesting a variety of read-
ings and configurations; shifting a viewpoint or denoting a specific connect-
edness, that may or may not deal in temporality.

2.4. Extra-Diegetic Space

and Connecting Devices

As William Moebius asserts, “the code of the frame enables the reader to
identify with a world inside and outside the story. Framed, the illustration
provides a limited glimpse into a world. Unframed, the illustration consti-
tutes a total experience, the view from within” [10]. Molly Bang also states
that, “the edges and corners of the picture are the edges and corners of the
picture-world” [11]. However, Pascal Lefevre elaborates on the function of
frame as a device that delineates diegetic space; the fictive world in which
the characters of the story inhabit. The author argues that through the
delineation of the frame ‘extradiegetic’ space is created, being the “material
space that surrounds the individual panels: not only the whites between the
panels but also the real space in which the reader is located” [15]. This con-
cept is pertinent to the transposition of wordless illustration into immersive
three-dimensional spaces. Theoretically, by breaking down the boundaries
of the book, extra-diegetic space has the potential to be converted into
diegetic space. That the physicality of the story container may also act as an
extension of the story world

or influence the narrative in
some way (Fig. 3). - Fig.2 Toy Circle.
In this regard, Joseph The pictorial place-

Witek foregrounds another
visual system used in com-
ics, that of the connecting
device or arrow. This picto-
rial device has traditionally
been used as a wayfinding
system for the reader, oc-
cupying the gutters it pre-
defines a reading strategy
by physically linking panels
in succession. For example,
panels may be numeri-
cally labelled, influencing
a precise reading order,

ment of panels within
the story space is indic-
ative of the narrative
weight and content.
Note the placement of
panels which occupy
the bottom right-hand
section, which alludes
to a chase, representing
some negative emo-
tional weighting. Cohn
argues that panels are
naturally read: Higher-
Left-Right-Lower.
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Fig. 3 Toy Circle
Projection. This
example demonstrates
the superimposition

of the wordless visual
narrative within a
physical location. In
this case, the work

was projected onto the
real-life graffitied walls
which initially inspired
the story. Here, the
white extra-diegetic
space between the
panels is converted into
diegetic space, which
further becomes part
of the visual language,
altering and enhancing

the narrative..
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or directed by the arrow device which physical joins panels together.
However, Witek argues that in contemporary comic design, the connect-
ing arrow and numerical system have been substituted for more subtle
compositional techniques. That the navigation of complex arrangements
of panels is influenced by the design of the pictorial elements themselves
via “the lines of sight of the characters (and) the physical orientation of
figures and objects’ [16]. Nevertheless, the connecting device is a key
component which I believe has the potential to evolve from a graphic sign
into a figurative element, further extending the vocabulary of a wordless
visual language within a narrative design (Fig. 4).

3. Fieldwork and
Reception Study

3.1. Practical Exhibition

The output shown in Fig. 5 was presented as a large-scale exhibition at
the Discover Children’s Story Centre, London, in Autumn of 2022. The
content of the output transposes material I created for ‘Our Tower, a
children’s picturebook published by Frances Lincoln, part of the Quarto
Group in 2022. This work was produced in conjunction with Joseph
Coelho, the 12th Children’s Laureate. As a longer-form picturebook of 48
pages, this work could be classified as a hybrid format, merging methods
of sequential storytelling borrowed from comics and graphic novels, with
the traditional picturebook format.

The exhibition output was designed, pre-composed and layered,
presenting the implementation of various aspects of my evolving theoreti-
cal model, and further investigating the practical transposition of wordless
visual narratives into immersive experiences. The work explores the struc-
tural language of visual storytelling without words, further examining the
organisation of pictorial information that encourages multi-linear readings.
The panels were printed on Foamex and laser-cut into predefined shapes
which were mounted and arranged into the space, combined with drawings
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which were made directly on to the walls of the gallery between the panels.
These drawings acted as both wayfinding devices that influence possible
reading orders, and an extension of the story into the physical space itself.
The work was presented without textual information or explanation.

3.2. Interview Design

The research participants were selected from children who lived in the
local area of Stratford, London. The interview group consisted of ten chil-
dren, an equal split of girls and boys who were all aged between 8 and 9
years old. The group contained a diverse mix of cultural backgrounds. The
study was granted ethical clearance from Loughborough University and
written consent was obtained from all of the children and their parents
before the workshop and interviews took place. The aim of this interview
study was to answer these questions:

+ Would the children respond to the output as a narrative text, and
if they did, what aspects of the design helped them to interpret
the imagery as a story?

« What skills were the children using to navigate the exhibit?

- What sort of reading experiences did this present?

+ Were the children relating this reading to any previous experi-
ences they may have had?

Using qualitative inductive research methods, data was collected from three
smaller groups which were each composed of 3-4 children. The methodol-
ogy was based on the principals of dialogic reading, where group discussion
is an essential aspect of the experience. This approach was influenced by the
research methods used by Professor Fiona Maine, University of Cambridge,
in her own studies with children reading visual texts [17]. I spent time with
the participants reviewing
the work, encouraging the
children to discuss their
thoughts collectively. I
made it clear that there
were no right or wrong
answers. The conversations
were guided by a semi-
structured questionnaire
that employed open-ended
meta-cognitive question
stems, prompting the
children to consider how they were reading the output. This approach was
also influenced by research methods developed by Evelyn Arizpe and Morag
Styles [18]. I asked the children to use drawing to indicate where they first
started reading the work from, and to trace their own reading pattern across
the panels. The purpose of the workshop and interviews was to attempt to
better understand how children would respond to this pictorial text when
presented as an experimental form, different to that of the ubiquitous picture-
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Fig. 4 Our Tower Detail
The panels were pre-
composed and printed
on foamboard, laser
cut into specific shapes.
The illustrations were
created using mixed
media combining pen-
cil drawing with digital
collage and colouring
techniques. Note the
connecting devices
which extend the story
between the panels
acting as wayfinding,
visual annotation, and
converting the extra-

diegetic space.



68

Fig. 5 Our Tower
exhibition

Illustration of the
positional placement
and scale of the panels
which occupy the verti-
cal and horizontal axis
of the pictorial plane
and story space.

the narrative.
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book format, yet which principally implemented similar illustrative material.
None of'the participants had previously been exposed to the book, and this
was the first time they had
encountered the work.

3. Interpretation

and Conclusions

This research facilitated
my understanding of how
young readers were navi-
gating the output and con-
structing meaning. Ideas
were voiced, discussed,
and often adapted through group discussion. The initial findings indi-
cated that the participants found the output to be challenging. One child
recognised that the output did not use text to indicate a starting point.
There was also a suggestion from another child that they had no reference
to know if their understanding was right or wrong. Other children were
mindful that the output required some effort to understand.

However, it was evident that exhibit was understood to be a narra-
tive text, even without the typical title or a front cover image that usually
accompanies wordless children’s illustration. The children appeared to
naturally use features such as the horizontal alignment of panels, variety
of scale, and the use of colour groupings to understand the form. The chil-
dren tended to group sections of the exhibit together as clusters by similar
colours and proximity. After which, the children often made decisions on
the meaning of the work by looking at the whole exhibit, making dynamic
and fluid choices on the nature of the story, and theorising on narrative
possibilities through comparisons of these features. Indeed, the partici-
pants were constructing a start, a middle and an end.

The participants also appeared to consider how changes in read-
ing direction altered the story structure, yet they favoured logical visual
connections rather than unconventional reading approaches. The data
indicated that the children understood how to generate starting points
within the visual text and highlighted that a predominantly left-right read-
ing of the form was adopted. Other questions arose on the influence that
the exhibit site had on audience reading patterns, principally to how entry
points, or entrances, to exhibit might affect and change the readings pat-
terns. These factors will be sustained and considered in future research,
as designs for new sites and outputs evolve. This research also investigat-
ed features such as the vertical position of the illustrations, in relation to
the character’s emotional weighting within the story-world. However, for
most of the children this was not thought to be particularly relevant.

Perhaps my most interesting evaluations were made through the
questions that focussed on the children’s use of the connecting drawings,
which they appeared to view as an extension of the story-world, even
though the visual language and materiality of these drawings differed
from that of the main visual text. These pictorial wayfinding devices
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were prototyped within the design to help the reader generate predefined
reading routes through the clusters of minor panels. Drawings which were
made directly onto the walls of the exhibition space, sometimes branch-
ing into multiple directions.

Interestingly, the children projected a physicality of the story-world
characters movements onto these drawings, translating these features into
prepositions and transitional pathways between story events. Furthermore,
conversations developed that considered the directional choices that could
be made through these connecting drawings. The children appearing to use
the feature to anticipate and even avoid some story-world events, choices
which shaped and reshaped the narrative as a dynamic reading process.

In conclusion, the visual narratives that I have developed here are
structured in groupings of panels that transition a story through time and
space. Many aspects of my theoretical model consider how the story-
world space is affected by a physical story space, and vice versa. Indeed,
it is of great interest to consider how the extra-diegetic story container
space might be further converted into an extension of the story world.
This leads to some potentially exciting multi-modal possibilities, where
contrasting visual languages on the inner panels and outer frames might
generate new narrative meanings and extended counterpoint. This
feature will be a focus of ongoing research through future collaborations,
applying and extending these characteristics more rigorously and through
more complex experimental arrangements. I argue here that these new
understandings have a fundamental impact on both the design practices
and the interactive reading strategies of wordless illustration.
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A delimitagdo da imagem no espaco
animado em Realidade Virtual
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Abstract
Keywords
The study presented takes place in the context of a Fine Arts PhD, under Animated space,
the subject of Multimedia Art. This paper explores the resources used to animation, frame, Virtual
limit the image, in the VR animated space by comparing it to other me- Reality, Surface Reality

diums. On the one hand, this allows to deepen the subject matter of the
framing of the animated space in the Surface-Reality and Virtual Reality,
on the other hand, to recognize ways of exploring the image frame in tridi-
mensional space, using the same and new resources in the Virtual Reality
medium. Therefore, there are pointed various ways to delimit an image

in both spaces. On one hand, in Surface Reality, the image is circum-
scribed within a rectangular space, where delimitation can occur from the
physical edges of the device to the boundaries created within the frame.
This allows for different types of shots and metamorphic shapes that can
merge with the image itself or transform into characters. On the other
hand, in Virtual Reality, the delimitation of the image is not imposed by
the device and therefore must always be added. As the spatial presenta-
tion may be, so image delimitation methods are devised through the
strategic placement of elements capable of interacting with the observer,
as well as through the constant change of the silhouette of those elements.
Although there has already been some exploration regarding the delimita-
tion of the image in VR, mostly in the horizontal axis and in animated
illustrations. Therefore, based on this analysis a strategy was designed

in the format to explore a more metaphorical frame in VR where it could
take advantage of'its three cartesian axes in a form of VR animation.

1. Introducao

O espago animado existe quando uma imagem estd em movimento e
consegue ser percecionado pelo observador aquando da sua projegdo.
Segundo Magalhies [1, p. 16] trata-se de “um espago comprometido e
ativado através da manipula¢do imagem por imagem”. Este espago surge
darelago entre os varios elementos em movimento [2, p. 1] e confere
aimagem enormes e inesgotaveis potencialidades criativas, pois pode
trabalhar um processo constante de mudanga no espaco [3, p. 133], onde o
que € percecionado, e tido por garantido, pode ser alterado e transforma-
do em algo imprevisivel. O espago animado pode, portanto, comportar-se

1 Universidade de Lisboa, Faculdade de Belas-Artes, Centro de Investigacdo e de Estudos em Belas-Artes
(CIEBA), Largo da Academia Nacional de Belas-Artes, 1249-058 Lisboa, Portugal
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de um modo inesperado e distinto daquele que se consegue atingir com a
reprodugdo da imagem real. Por um lado, na animagéo que denomino de
Realidade de Superficie (RS)? o espaco animado é representado por ele-
mentos visuais organizados sobre uma superficie plana, como uma tela de
proje¢do ou um ecra. Trata-se de um espago-superficies, a semelhanga do
espaco-ecra#, delimitado pela finitude do dispositivo fisico onde é proje-
tado. Contudo, esta qualidade finita e bidimensional da superficie, devido
as possibilidades maleaveis proporcionadas pelas técnicas de anima-

¢do, ndo torna impeditiva a explora¢do da delimitagdo deste espaco. Na
segunda sec¢do deste artigo faz-se uma revisdo da literatura e explora-se
como a delimitagdo da imagem tem vindo a ser trabalhada neste espago
bidimensional ao tirar-se partido da moldura maxima do dispositivo fisico
e das delimita¢des adicionais que se podem inserir dento do quadro.

Por outro lado, na animagdo de Realidade Virtuals (RV), o espago
animado ¢é representado por meio de elementos visuais que sdo organiza-
dos num espaco tridimensional, sem delimita¢des devido a interatividade
do medium. Trata-se de um espago-volumétrico, imersivo e interativo, onde
o observador controla a cdmara. Contudo, quando ha a necessidade de
conduzir o olhar do observador pelo espago ¢ necessario enquadrar-se e
delimitar-se a imagem, por isso, ¢ necessario encontrar métodos para a
delimitagdo inexistente. Neste sentido e por se tratar de uma tecnologia
com poucos anos de existéncia, a terceira secgdo deste artigo explora
como a delimita¢do da imagem tem sido trabalhada no espago tridimen-
sional através da analise de estudos de caso.

Em ambas as secgOes, as obras analisadas sdo tecnicamente inovado-
ras no modo como lidam com recursos formalistas e estilisticos o que as
torna particularmente interessantes tanto a nivel tedrico como analitico,
tornando esta selecao estratégica segundo Grgnmo [4, pp. 171-172].

Esta analise expde a constata¢do de que a maioria dos métodos
utilizados para explorar a delimita¢do da imagem em RV sdo provenientes
daimagem real e, por isso a sua aplicagdo e transposi¢do acaba por ser
explorada em maior quantidade em CVR?, ou em espagos que rodeiem
totalmente o observador a semelhanca de um ambiente real. Deste
modo, surge a questido sobre como se pode explorar o espago-volumétrico
animado tirando partido das possibilidades maleaveis da delimitagdo da

2 0 termo Realidade de Superficie vem da comparagdo que estou a fazer com o outro espaég:o que exploro
neste artigo, o da Realidade Virtual, e da caracteristica fisica da superficie de projegdo onde o espaco
animado, na animago projetada em tais superficies, esta circunscrito. Por acréscimo ao conceito do

“espago-ecrd” (definido por Bordwell [11, p. 84] como “o espago visivel dentro da moldura” de um ecrd),
o termo da RS contempla qualquer espago de proje¢do bidimensional seja ele plano ou curvo, com ou
sem ecrd. E utilizo o termo “realidade”, pois tanto a Realidade Virtual como a Realidade de Superficie
conseguem espoletar a Suspension of DleLllef SoD) no observador. Este aceita, ainda que momentanea-
mente, que o que perceciona ¢é realidade.

3 O espago- superf1c1e é tambem denominado pelo termo pejorativo “flatties” referido por Lev Manovich
[29, p. 173] oude “Flat Word” (numa entrevista feita por mim ao CEO da Tech/Media LLC - Chris Pfaff.

4 O espago-ecra ¢ um conceito que refere a relagiio espacial entre o contetido visual no espago-superfi-
cie e a percecdo do observador sobre esse contetdo. Segundo José Xavier [30, p. 34] 0 “espaco-ecrd” é
um espago de representagio onde se projeta um “territdrio total visivel” ou apenas um “pedago de um
territério”, que apesar de poderem apresentar perspetiva “o territério em questdo vai aparecer como uma
sucessdo de espagos percetivos bidimensionais”.

5 Apesar de ndo haver um consenso sobre o que € a Realidade Virtual, hd uma defini¢do geral que €
comum a vdrios autores [31, pp. 1-2], [32, p. ?e [33] que define que a RVéa simulagdo de sistemas reais
ou imagindrios por computador que p0551b111tam ainteratividade em tempo real

6 CVR, Cinematic VR ou Cine-VR sdo termos para denominar filme a 3600. Este trabalho tem sido anali-
sado por vérios autores como [18], [38], [39] e F
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imagem que a animagdo de Realidade de Superficie ja conseguiu aplicar,
mas que ainda ndo foi tdo explorada neste espago tridimensional que
explora o espago parcialmente.

Assim, na quarta sec¢io, propde-se que se pense no espaco em Rea-
lidade Virtual como um espago com uma composicao diferente daquela
que se assemelha ao real. O espago-diorama ou espago-fatiado, é parcial
e possibilita a constante mudanga das delimitages do cenario, podendo
acomodar-se as varias posi¢coes que o observador pode tomar. Esta explo-
ragdo ¢ conseguida através da criagdo sequéncias animadas interligadas
por uma pequena narrativa como fio condutor para se testarem hipoteses
de enquadramento, onde a delimitacdo da imagem tira partido dos trés
eixos cartesianos, e da transformacdo da delimitagdo da imagem, através
da animagdo e metamorfose de dioramas, seja pela expansao, diminuigdo
ou reconfigurag¢do em redor do observador, ou pela sua interatividade.

2. A delimitacao da imagem

na animagao de Realidade

de Superficie.

A proje¢ao de uma imagem numa superficie plana esta delimitada pelas
suas extremidades em forma de retangulo.

“Ao retingulo que limita a superficie de representagdo chama-se
moldura e o seu interior quadro, ou a expressdo inglesa frame, e
determina o enquadramento visivel sobre o espago de representagdo.”

[5,p-194].

Esta delimita¢do pode ser encontrada noutros media como nos livros, nas
pinturas emolduradas, em ecras de televiso, e, até, na primeira aplicagdo de
Realidade Virtual (os videos a 36097, a semelhanga das pinturas panorimicas.

Nos primordios do século XX, muitas obras do proto-cinema?® de
animagdo, mostram simultaneamente, duas delimita¢des na imagem e,
portanto, duas molduras que coincidem com as extremidades fisicas da
superficie plana onde a imagem se encontra circunscrita. Em “Enchan-
ted Drawing” [6], pode observar-se o ator/criador a contracenar com o
conteudo de um bloco de papel. Nesta obra, a moldura da imagem real
coincide com as extremidades da tela de projecao e as extremidades do
bloco de desenho constituem outra moldura.

Por outro lado, no periodo pos proto-animagio as animagGes demons-
tram qualidades exploratorias a nivel da moldura da imagem, provando que
esta ndo precisa de coincidir com os limites fisicos da superficie em que se
encontra circunscrita. E a delimitagio da imagem, através do enquadra-
mento, que traz o conceito de “fatias de espago” supracitado por Deleuze

7 Existem varios tipos de Realidade Virtual, dependendo do grau de interatividade [26].

8 O perfodo do proto-cinema ¢ considerado por Cavalheiro [6, p. 156] como a altura onde estdo com-
preendldas ..as primeiras obras de animagao em filme”, entre o final do séc. XIX até 1908: “Na viragem
do séc. XIX para séc. XX, comecaram a surgir aquelas que mo, em rigor, as primeiras obras de animagdo em
filme. Este primezrodperwdo de realizagdo de obras de animagdo deverd ser entendido como aquele que vai des-
de os tiltimos anos do séc. XIX até 1908, altura em que obras como Fantasmagorie, de Emile Cohl, marcariam
uma nova fase no panorama da animagdo. Por razoes que ao longo das prximas pdginas se tornardo progressi-
vamente mais claras, denominaremos esta primeira fase por proto-cinema de animagdo’
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[7, p- 46], que se refere as “fatias” como a imagem resultante da distAncia
entre a cAmara e o objeto: “o plano é uma determinagdo unicamente espacial
indicando uma «fatia de espago» a tal ou tal distancia de camara, do grande
plano ao plano afastado”. Em animagdo as “fatias de espa¢o” podem ou nio
coincidir com as extremidades fisicas das superficies de projecdo.

Deste modo, a imagem também pode ser delimitada por outros elemen-
tos visuais que a enquadrem dentro dela propria. No entanto “o enquadramen-
to é sempre limitagdo” [7, p. 31]. Segundo este fildsofo francés, a delimitagio da
imagem pode ser conseguida de dois modos: o dindmico e 0 matematico.

O enquadramento dinamico € proporcionado pelo tipo de plano e,
consequentemente, pela posi¢do da cAmara em relagdo ao objeto. Neste
tipo de enquadramento a moldura ¢, normalmente, coincidente com as
delimitagdes fisicas do ecra.

Em “How a Mosquito Operates” [8] hd uma maior preocupagio na
colocagdo do ponto de vista sobre a imagem. Primeiramente, as imagens
sdo apresentadas num enquadramento afastado, onde se pode ver uma
personagem a entrar numa casa, seguida por uma melga. Numa segunda
parte, vé-se a melga sobre a cabeg¢a da personagem adormecida, num
enquadramento claustrofobico, demasiado fechado sobre a cabega da
personagem que se movimenta incessantemente, deixando pouco espago
livre no enquadramento, para a personagem ou o inseto se movimenta-
rem, acentuando um espacgo perturbadoramente desconcertante.

Ja relativamente ao enquadramento matematico, Deleuze [7, pp.
30-32], quando fala sobre filmes de imagem real, refere a utilizacdo de
elementos do espago cénico na composi¢do do enquadramento, como
elementos arquitetonicos (portas ou janelas), ou os contrastes de cor e
de luz. No entanto, em animacao, apesar de o espago visual poder ter
este cariz matematico, a semelhan¢a da imagem real, as formas que dai
resultam ndo precisam de ter uma concegdo tio rigida como aquelas que
encontramos na matematica e geometria. Em animaco, a delimitagdo da
imagem ganha possibilidades acrescidas, pois pode conferir 8 moldura da
imagem propriedades moldaveis, conferindo-lhe uma plasticidade na sua
constante possibilidade de transmutagdo. Esta maleabilidade da moldura
¢ bem evidente em “BitzButz” [9] ,uma animagdo que mostra uma bata-
lha entre o espago positivo e negativo, representados por um passaro e um
enorme monstro. A animag¢ao come¢a com um quadrado branco dentro
do enquadramento, do qual surge um passaro negro que perfura a sua
moldura e, logo a seguir, aparece a segunda personagem, um monstro, a
preto, que se confunde com as extremidades da moldura do quadro onde
se encontra inserido, parecendo que o quadrado branco esta a ser recor-
tado pela silhueta do monstro. Ao longo da animagao, os espagos branco
e preto variam de propor¢des devido a interagdo das personagens, que
conseguem alterar a forma da moldura do quadrado branco. Esta intera-
cdo entre os contrastes da qualidades plasticas a moldura, removendo-lhe
toda a rigidez e conferindo-lhe uma consisténcia quase liquida.

Contudo, apesar deste recurso da animagio trazer liberdade a forma,
o que da uma qualidade plastica ao enquadramento da imagem, esta
estara sempre restringida a moldura fisica e retangular do ecrd, conforme
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refere Eisenstein no ensaio sobre as propor¢des do ecra [10, pp. 48-66].
Neste ensaio, o cineasta russo, reflete sobre a imposi¢do do espago hori-
zontal que impreterivelmente faz com que o eixo vertical tenha sempre
menor amplitude visual relativamente ao eixo horizontal. Esta posi¢ao
torna a delimitacdo fisica do dispositivo como um fator inibidor.

Por oposi¢do a Eisenstein, Bordwell & Kristin [11, pp. 186-187], enten-
dem que a delimitagdo é uma vantagem, pois esta traz-lhe a possibilidade
de explora¢do sobre o que fica para além das fronteiras e que ndo se vé - o
fora de campo.

A curta”28” [12] tira partido da delimita¢do da imagem para trabalhar
tanto o enquadramento dindmico como o matematico. Nesta obra a moldu-
ra ora aparece com disposi¢oes verticais, horizontais ou diagonais, ora tem
uma dimensao retangular ou quadrada, ora as suas extremidades servem
de limitador do quadro (sugerindo um espago fora de campo), ora deixa
trespassar formas para fora ou para dentro do seu interior. O quadro esta em
constante oscilagdo de perspetiva, pois, depressa passa de plano geral para
um plano médio enquanto a moldura altera de tamanho incansavelmente,
sem que o movimento de ambos esteja diretamente relacionado.

Nesta obra a moldura mostra uma facilidade em oscilar entre uma
concessao rigida retangular para uma ser maleavel, isto permite-lhe
que possa mudar de identidade dimensional e oscilar entre a duas e trés
dimensoes ao adotar varias formas que fazem parte do cendrio, enquanto
o delimita em simulténeo.

A delimita¢do da imagem tem vindo a ser explorada também em 3D
CGI (Computer Generated Imagery), como em “Day &Night” [13] e em
“Inner Workings” [14]. Nestas obras ha mais do que uma delimitag¢io da
imagem. Ha a delimita¢do maxima, que coincide com as extremidades do
ecri e que diz respeito ao enquadramento geral que contém o cenario e as
personagens. E depois temos a delimitagao feita pela silhueta das proprias
personagens, que contém imagens dentro delas. E com estas personagens
que a delimitagdo da moldura ganha um duplo significado quando deixa de
representar apenas a delimitagdo da imagem e passa a ser, também, a pro-
pria personagem. Através da silhueta, estas duas molduras personificadas
apresentam sentimentos e deslocam-se no espago, ora adotando posi¢oes
verticais, em pé, ora adotando posi¢oes horizontais, deitadas ou baixadas,
demonstrando que a moldura ndo precisa de ter uma tnica configuragao.
Enquanto na primeira obra a silhueta das personagens ¢ feita em 2D, na se-
gunda ¢ em 3D. O enquadramento principal é delimitado pelas extremida-
des fisicas do ecra e varia o tipo de planos usados, aproximado e afastando a
posicdo da cdmara conforme a necessidade. No entanto, apesar da silhueta
das personagens apresentar configuragdes diferentes da horizontal a deli-
mita¢do maxima coincidente com os limites fisicos do ecrd impde-se sobre
estas, cortando-as e delimitando-as consoante as necessidades narrativas
da animagao, restringindo-as as propor¢des horizontais do ecra.

A maioria da animag¢io em Realidade de Superficie tem uma delimita¢do
daimagem com uma proporg¢ao horizontal. Apesar de existirem argumentos®

9 Eisentein apresentou 4 argumentos em “The dynamic square” [8]
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que tentam contrariar esta tendéncia, o facto € que existe um numero muito
reduzido de obras que exploram a verticalidade em ambas as realidades.

A solugdo mais pratica e simples para contrariar a horizontalidade
do ecrd seria rodar a orientacdo, deste, tornando-o vertical, como € tdo
habitual no conteudo visualizado através dos smartphones atualmente.
Contudo, o problema do eixo dominante mantém-se presente nestes en-
quadramentos verticais, ainda que de um modo invertido. Nao obstante,
¢ de evidenciar que a narrativa da imagem, quando disposta vertical-
mente, pode dar outras qualidades a imagem quando comparada com a
sua orientac¢do horizontal. Segundo Genis [15], 0 campo de visdo torna-se
mais estreito, sendo possivel trabalhar melhor perspetivas picadas e
contra picadas. Este enquadramento vertical da primazia a objetos com
disposi¢des verticais, onde os pontos de fuga sdo acentuados, pois ha
menos espaco para percorrer sobre o horizonte, conforme ¢ demonstrado
humoristicamente por Kaufmann na sua curta “Wild West Compressed:
This Town Ain’t Big Enough” [16].

Apesar da orientagdao da imagem vertical poder parecer um conceito
recente, devido ao aparecimento dos ecris de telemdvel que incentivam
essa orientagdo, pois a ergonomia do dispositivo funciona como uma
extensdo da mao do utilizador e para um melhor manuseamento deve ser
colocado na vertical em vez da horizontal, a orientagdo vertical ja teve
varios vislumbres em certos periodos historicos. No ocidente, durante o
periodo Gotico havia uma énfase nas linhas verticais da arquitetura, pin-
tura e ilustragdo [17], e na era industrial as construgdes de arranha-céus e
chaminés industriais privilegiavam o eixo vertical.

Ja, no oriente, as pinturas japonesas vao mais além, nesta questio da
expansdo da moldura, como Eisentein denota [10, p. 56]. Tanto os rolos
de pintura com um desenrolar horizontal (emakimono), como os rolos
suspensos, com um desenrolar vertical (kakemono), tém uma moldura
dindmica, podendo a imagem expandir-se sobre o eixo dominante e
tomar diferentes proporg¢des e assim narrar uma historia a velocidade do
observador que a desenrola. Este dinamismo do tamanho da moldura faz
Eisenstein [10, p. 56] entender que este tipo de pinturas nao tem mol-
dura, pois para ele este desenrolar “pde de parte toda e qualquer forma de
abertura e estabelece, como um exemplo e um ideal, a auséncia de moldura
de um desenho japonés.”°. Todavia, a moldura estd presente, apesar da
sua dimensdo dindmica, devido aos limites fisicos do dispositivo onde a
imagem se encontra circunscrita.

A solugdo para o problema entre a superioridade dos eixos na ima-
gem, segundo Eisentein [10, p. 52], seria 0 uso de um enquadramento
quadrado (“dynamic square”) para que nenhum dos eixos se pudesse
sobrepor ao outro. Todavia, mesmo que o espago animado estivesse
compreendido numa superficie quadrada, a imagem iria estar sempre
delimitada pela moldura fisica e retangular do ecra. A Realidade Virtual
vem remover essa delimita¢do.

10 Tradugio livre do texto original “and from the moment in which painting liberates itself by an
impressionistic movement, turning to purely pictorial problems, it abolishes every form of aperture and
establishes, as an example and an 1deal, the framelessness of a Japanese impressionistic drawing”.
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3. A delimitacao da imagem

na animacao de Realidade Virtual.

Paralelamente ao desenvolvimento da animac¢ao de Realidade de Su-
perficie, por computador, por volta dos anos 80", surge a animagao em
Realidade Virtual. Neste medium, o espago animado ganha possibi-
lidades acrescidas devido ao seu ambiente imersivo, pois passa de um
espaco-superficie, maioritariamente plano, para um espago-volumétrico,
inerentemente tridimensional. Aqui, o espago do enquadramento fica sem
a delimitacdo da moldura fisica e sem a moldura imposta pelo criador e o
observador é elemento integrante desse espaco.

Esta imersividade® e interatividade'# no espago animado a 3600 é
possivel devido a jungdo de caracteristicas que estdo subjacentes a trés
meios desenvolvidos desde o século XVIII: as pinturas panordmicas, 0s
dispositivos estereoscopicos e os brinquedos oticos.

Na pratica, a Realidade Virtual possibilita ao observador mover-se e
olhar em seu redor digitalmente, em tempo real, num ambiente tridimen-
sional a 3609, a semelhanga do real, e interagir com ele.

Enquanto na animagdo de Realidade de Superficie a delimitacdo
maxima corresponde aos limites fisicos do plano de proje¢do, em Realida-
de Virtual a delimitagdo maxima deve corresponder as extremidades do
campo de visdo do observador, que € amovivel, por este poder escolher a
sua localizag@o e posi¢do na experiéncia, pois “...todo o ‘enquadramento’
pode ser movido a qualquer altura pelo observador” [18]

Mas, a delimitagdo da imagem ndo corresponde, apenas, as extremidades
méximas da imagem, conforme foi evidenciado na sec¢io anterior. E possivel
criarem-se delimitagdes no campo visivel através de duas abordagens graficas,
estabelecidas por mim, na criagdo espacial na animag¢io em Realidade Virtual.

Uma das abordagens ocupa visualmente todo o espago volumétrico e
coloca o observador como membro integrante desse espago, como se este
tivesse entrado num “portal” para outro mundo e a sua escala virtual é
proporcional a outros objetos em cena. A outra abordagem ocupa parcial-
mente o espago virtual, revelando-o por “fatias” como se o espago fosse
algo maleavel e ainda em construgdo e o observador ndo tem de ter uma
dimensao que o integre no cenario apresentado ao estilo de um diorama.

Nesta primeira abordagem, enquanto “portal”é, o enquadramento
matematico é o recurso delimitador da imagem mais utilizado. Em “Aste-
roids!” [19] a moldura dentro da moldura esta presente, de um modo mais

11 O termo Realidade Virtual apenas foi cunhado em 1987 por Jaron Lanier [35]. Este cientista descreveu
um sistema de computador que permitia aos usudrios visualizar e interagir com ambientes virtuais tridi-
mensionais em tempo real, enquanto utilizavam 6culos e luvas especiais para interagir com o medium.

12 E certo que jd tinha havido varias tentativas de experiéncias em Realidade Virtual como no caso do siste-
ma multimédia imersivo - Sensorama - de Morton Heil dg em 1962, contudo, animagao em Realidade Vir-
tual como a entendemos hoje, ¢ apenas a partir da década de 80 que se comega a desenvolver oficialmente.

13 Imersdo é um estado emocional onde o observador se sente totalmente absorvido por esse mundo.
Janet Murray [34, p. 99] afirma que a sensacdo de imersdo seja equivalente ao mergulhar para dentro de
uma piscina, onde fiquemos rodeados por uma realidade diferente.

14 Interatividade ¢ o grau de habilidade em manipular ou obter uma resposta de um sistema informati-
zado [36]. Por exemplo: pode haver interagdo entre uma pessoa e um objeto livro, mas o livro poderd ter
pouca interatividade porque néo pode ser aberto.

15 Do original: “... not only can the elements move within frame, but the entire “frame” can be moved at
any moment by the viewer.

16 O termo “portal” ¢ normalmente utilizado na bibliografia sobre Realidade Virtual quando se refere ao
um tipo de navegacdo virtual [37, p. 357].



8

CONFIA - 10th International Conference on lllustration & Animation
Caldas da Rainha - Portugal - July 2023 - ISBN: 978-389-54339-9-9

convencional. A agdo no exterior da nave espacial é conseguida através

de uma janela “fisica” na propria nave. Contudo, este enquadramento
matematico tem um cariz estatico, que apenas delimita o exterior do ce-
nério. Por oposi¢do, em “Pearl” [20], a moldura composta pela estrutura
do veiculo onde se encontra o observador sustenta uma qualidade mais
maleavel, pois as janelas e portas sio moveis, interagem com o ambiente
que as rodeia. A iluminagdo altera a cor da estrutura da janela e as suas
delimita¢des mudam de forma a medida que as portas do carro abrem,
fecham ou sio destruidas, possibilitando o trespasse dos seus limites, uma
vez que as personagens e outros objetos podem entrar e sair da viatura.

Estes exemplos mostram uma moldura semelhante & apresentada em
animacdo de Realidade de Superficie devido ao controlo que o criador tem
sobre ela, pois, devido a distancia e a passividade interativa, imposta ao
observador, nenhuma destas molduras pode sofrer alteragdes significativas.
Por oposi¢do, a moldura em “Dar Cria” [21] transforma-se numa ferramen-
ta que proporciona ao observador a op¢ao de interferir na narrativa [22]
através de uma janela digital. Ainda que rigida, a moldura desta janela serve
para delimitar uma realidade sobreposta aquela que se vé, como se fosse
uma janela e, se o observador assim o desejar, pode transforma-la num
“portal” para entrar neste novo ambiente que esté a observar. Este método
¢ semelhante ao aplicado a garrafas de vidro que podemos observar no
teatro imersivo virtual “The Under Presents” [20], um jogo em Realidade
Virtual que mistura o teatro performativo com narrativa através de cenarios
e personagens animadas em RV. Apesar de ter uma funcionalidade interati-
va, neste caso, a moldura torna-se uma “muleta” para enquadrar a imagem
e guiar o olhar do observador como em animagao de RS.

Por outro lado, o espoletar espagos psicologicos perturbadores e claus-
trofobicos conseguidos na animagdo de RS através do enquadramento di-
nimico e da sua variacdo de planos também pode conseguido na animagao
de RV. Na abordagem enquanto “portal” este efeito € conseguido quando
observador ¢ colocado em cenarios mais apertados ou num ambiente mais
hostil e volatil, como pode ser observado em dois momentos distintos em
“The Age of Sail” [23]. A certa altura, nesta obra, o observador ¢ colocado
na cabine do barco, um espago apertado que oscila de posi¢ao, espoletan-
do uma sensagdo de claustrofobia e impoténcia dentro daquele espago. A
mesma sensa¢do de impoténcia e medo também ¢ conseguida num espago
amplo, no final da narrativa, quando o observador é colocado a deriva no
meio do mar ondulante. Nesta abordagem ndo ha um trabalho de planos
ou de enquadramentos, mas antes um esforco em definir a colocag¢ao do
observador pelo cendrio e delimitando-lhe a esfera exploratdria.

Enquanto na primeira abordagem, enquanto “portal” a delimita¢do da
imagem acontece através da colocagio do observador no espago, na segun-
da abordagem, enquanto “fatias”, a delimitagio da imagem é conseguida
através da apresenta¢io de por¢des de cenario iluminando ou através da
constru¢do parcial deste, contudo sente-se sempre a imposi¢ao do eixo ho-
rizontal em detrimento do equilibrio com o eixo vertical e de profundidade.

As obras que utilizam a abordagem visual, como “fatias”, mostram outras
possibilidades a nivel do enquadramento dindmico, que até aqui tinha as suas
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possibilidades limitadas devido a imobilidade da camara por parte do criador.

Em “Gloomy Eyes” [24] e “Paper Birds” [25] os criadores tentam ado-
tar esta abordagem, trabalhando os cenarios como se fossem dioramas
e predispondo alguns dos elementos mais proximo do observador para
recortarem o resto do cendrio. Apesar de utilizarem um enquadramento
matematico através do uso das formas para guiar o olhar do observador
pelo espaco visual, da-se primazia ao enquadramento dindmico, ao con-
trario dos exemplos anteriormente citados.

Segundo Deleuze, um enquadramento dinamico ¢ criado através da
perspetiva da camara, conseguindo tipos de planos diferentes consoante a
distancia entre a cdmara e 0 objeto em campo. Contudo, num ecra conven-
cional, a dimensdo ocupada geometricamente por um grande plano ou um
plano afastado ¢ igual, dado que a delimitagdo do ecrd é sempre a mesma
[7, p- 33], mas em Realidade Virtual a auséncia da moldura faz com que a
dimensdo geométrica dos enquadramentos possa diferir. Em “Paper Birds”,
o enquadramento do plano depende do tamanho do cenario apresenta-
do, sendo por vezes, pequenos apontamentos que ocupam uma minima
percentagem do espago e outra vezes ocupando o espago totalmente a 360°.
Neste caso, 0 enquadramento varia a sua escala no espago, mas também
faz com que a escala possa variar aos olhos do observador, se este decidir
aproximar ou afastar-se do cendrio. Em animagio de RV, a “fatia de espa-
¢o” [7, p- 46], termo que Deleuze usa para designar uma parte da imagem
enquadrada, passa a ter uma medida diferente em cada enquadramento.

Todavia, o espago animado tem estado cingido ao eixo horizontal que
curva em redor do observador.

4. Noises - Exploracao da
delimitacao do espaco animado
em Realidade Virtual.
Conforme foi evidenciado, nos pontos anteriores, ha delimita¢des a ex-
plorar sobre a imagem em Realidade Virtual. Apesar do espago-volumé-
trico ndo impor nenhuma delimitagdo sobre a imagem nem sobre 0s eixos
da composi¢ao espacial, € certo que ha uma tendéncia para a replicagio
de situagdes reais onde a exploracao horizontal do enquadramento e em
redor do observador estdo bem presentes. A delimitagdo dindmica e ma-
tematica da imagem, na maioria das vezes, tem uma delimitagdo rigida,
apesar de existirem exemplos na Realidade de Superficie onde a moldura
se metamorfoseia, tornando-se parte integrante do conteudo do quadro.
“Noises” é o projeto pratico da minha investiga¢do de doutoramento
que explora estes problemas. Apesar do projeto ainda estar numa fase
inicial, ja é possivel evidenciarem-se exploragdes espaciais a nivel das
possibilidades acima referidas em relag¢do a delimitagdo e enquadramen-
to da imagem. Para isso, houve uma preocupagido com a liberdade de
movimento que o observador tem neste medium de modo que se conse-
guisse tirar partido dos outros eixos para além do horizontal, e criaram-se
delimitacGes metamorfoseaveis a semelhanca do que se consegue fazer
nas obras de Realidade de Superficie.
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Fig.1 Aesquerda
encontra-se a visdo pan-
ordmica do ponto de
vista do utilizador em
tempo real a partir do
Meta Quest 2 e a direita
o mockup da montagem

do menu no Blender.

Fig.2

A esquerda e ao centro
encontra-se a visao do
observador e a direita a
cena montada no Unity.
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Para a exploragdo da delimita¢do da imagem optou-se pela aborda-
gem grafica do espaco através de fatias, onde os cenarios sdo apresenta-
dos parcialmente, como se se tratasse de dioramas virtuais. Esta aborda-
gem permite que evitemos a tendéncia do observador em mover-se sobre
o plano horizontal, dando mais liberdade para se trabalhar o eixo vertical
e o de profundidade.

4.1. Criacao do Menu inicial

O menu inicial explora a verticalidade e profundidade do espago ao
apresentar um espaco delimitado apenas pelos elementos principais para
anavegacao espacial.

Inicialmente houve uma tendéncia para a criagdo de um menu com
uma disposi¢ao horizontal ao se criar um chdo onde as personagens estariam
dispostas. Esta disposi¢ao de elementos enfatizava a movimentag¢ao hori-
zontal do observador pois apenas necessitava de rodar sobre si para ver o que
orodeava. Esta abordagem foi corrigida para um menu com uma orientagao
em diagonal (fig.1). Este espago ¢ composto por uma escadaria que curva
sobre o observador com uma personagem no topo e outra no fundo, para
incentivar o observador a explorar o espago horizontal e verticalmente,
assim que inicia a experiéncia. Para além disso, a escada e as personagens
estdo longe o suficiente, sendo necessario uma aproximag¢io do observador
aescadaria onde estdo as duas personagens que devem ser “agarradas” vir-
tualmente para ativar umas das narrativas possiveis, incentivando-se assim a
uma exploragdo do 3° eixo tridimensional - o eixo da profundidade.

4.2 Delimitacao da
imagem na animacao
A historia inicia tendo em conta a zona para onde se esta a olhar quando
se agarra uma das personagens. Assim, se se agarrou a personagem a es-
querda, a cena inicial aparecera nessa zona e se se agarrou a personagem
a direita, a cena inicial aparecera mais perto desse local.

Na primeira cena (fig.2) foi tido em consideragio o espago que o cenario
ocupa, o movimento dos elementos, e a sua escala em relagdo ao observador.




A DELIMITAGAQ DA IMAGEM NO ESPAGO ANIMADO EM REALIDADE VIRTUAL 81
Diana David = dianadavid@e-belasartes.ulisboa.pt

Deste modo, primeira cena tem um enquadramento semelhante em
ambas as historias onde se enfatiza o eixo vertical através da delimitagio do
plano de fundo que faz de céu e se estende para além da altura do observador,
conduzindo o seu olhar até ao cimo da sua cabega. O prédio € alto o suficiente
para chamar a ateng¢ao do observador, convidando-o a olhar para cima ou
para baixo. Neste cendrio as personagens estdo a uma escala demasiado pe-
quena, propositadamente, para obrigar o observador a baixar-se fisicamente
para poder apreciar melhor os pormenores. A medida que a histéria avanga
a delimitacio do cenario altera-se ao apresentar mais ou menos elementos e
assim apresentado formas diferentes na sua constituigao e silhueta.

Uma vez apresentado ao observador como este se deve movimentar
sobre 0 espaco ha mais liberdade para a deformagio da silhueta tridi-
mensional. A possibilidade de movimentacao do observador pelo espaco
permite que este observe o cendrio a partir de varios angulos, tornando a
delimitac¢do da imagem interativa devido aos varios enquadramentos que
o observador pode definir ao reajustar-se espacialmente.

Na terceira cena (fig.3) houve uma preocupagio temporal na escolha
de elementos para que a metamorfose da forma e da delimitagdo do espago
fosse justificada na narrativa, funcionando como montagem. O facto de ndo
haver um ajuste a colocagdo do cenario em relagdo ao observador, obriga a
que este se ajuste ao cenario, aproximando-se e contornando o espago.

Nesta cena, onde a personagem da historia B chega a casa carregada Fig. 3 Frames da cena
com caixas, utiliza-se a delimitagdo e enquadramento da fatia de espago 3dahistéria Bem
como montagem onde passamos do exterior do apartamento, para o seu “Noises”.
interior apenas através da metamorfose de elementos e da modificagdo
da sua delimitag¢do. Isto foi conseguido através da jun¢do de ferramentas
classicas na criago e 3D, como o Blender e de ferramentas de Realidade
Virtual como o Quill.

5. Conclusao

A utilizagdo estratégica do espago através de “fatias espaciais” permite
que se consiga conduzir mais facilmente o olhar do observador num
espago sem moldura inerente. Através do projeto “Noises” ficou evidente
que as “fatias espaciais” permitem a variagio da silhueta e delimitagio do
espaco através da dimensdo preenchida deste, tornando-o mais dindmi-
co e interessante, mesmo que seja um cenario simples, como um hall de
entrada ou um simples lance de escadas. Para além disso, esta abordagem
grafica permite que se predisponha os cenarios ao logo dos varios eixos
tridimensionais, obrigando o observador a mover-se e a curvar-se para
poder aproximar-se dos dioramas.
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A metamorfose como edi¢do ¢ algo complexo de se fazer volumetri-
camente, pois as técnicas dos softwares 3D sdo limitadas, mas os progra-
mas de desenho e animagdo em RV facilitam este processo agilizando a
fluidez do espago animado a trés-dimensoes.

Neste sentido, a abordagem grafica escolhida demonstrou possibi-
lidades artisticas a nivel da delimitagdo da imagem que costumam ser
evidentes na animag¢ao da Realidade se Superficie, em desenho, mas ndo
tdo comum na animag¢do em 3D, nem em Realidade Virtual.

Contudo, ainda ha espago para uma maior explora¢io a nivel da
delimita¢ao da imagem sobre os varios eixos cartesianos e a metamorfose
que se ird continuar a explorar em “Noises”.

This work was supported by the Portuguese Foundation for Sci-
ence and Technology (FCT) through the individual research grant
2022.12022.BD.
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Abstract

With growing attention to ‘snackable content’, animated cartoons that
summarise existing stories in just a few minutes have appeared on various
video sharing websites and have been investigated by animators from
different cultural backgrounds. This paper uses qualitative visual content
analysis to investigate the narratives and visual language of these ‘recap
cartoons’ created by three different social media animators. By combining
exaggeration, symbolic substitution and symbolic association with ele-
ments of digital culture and Internet pop culture, recap cartoons explore
new ways of animation storytelling in the fast-paced era of social media.

1. Web 2.0, Video Sharing

Platforms and Indie

Web Animations

‘Web 2.0’ describes ‘practices that form the participatory web where us-
ers contribute but do not control content’ [1]. In the era of Web 2.0, video
sharing has ‘established itself as a central part of Net culture’ [2]. Being the
‘fastest-growing site in the history of the Web’ and the ‘default site for video
and the prototype for all similar sites to come’ [3], YouTube becomes the
largest and most popular community-focused (as compared to other sites
like Vimeo) online video sharing platform. ‘Film and Animation’ has made
its way into the top five most popular categories on YouTube by late 2022,
making up 6% of all the YouTube videos [4]. Channels dedicated to web
animations have appeared, among which some have accumulated over 10
million subscribers, and others over 3000 million total video views [5].

In the context of Web 2.0, ‘all users are equally creative and are cre-
ated equal’ [6]. Online content creation has become so ubiquitous, and
tools to distribute creative content have become available to a much wider
potential audience [7]. It has also been discovered that nowadays video
sharing website users have similar tendencies to watch videos produced
by professional media firms and individual content creators [8]. This
discovery, as well as the ‘community-focused’ characteristic and the ease
of uploading videos on the platforms such as YouTube, have made video
sharing websites ideal places for less-known indie animators to share and
promote their creative work.

1 Loughborough University, School of Design and Creative Arts, Epinal Way, Loughborough, LE11 3TU, UK
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2. Engaging Audience

with ‘Snackable’ Content

Snackable content refers to short, straightforward, easy to digest and en-
gaging information that can be ‘consumed’ quickly by the audience, which
is often found in the fast-paced era of social media [9]. With short length,
they allow people to see more diverse content within the same amount of
time [10]. Ways to ‘snackify’ content include applying infographics, using
GIFs, using memes and creating text-animation videos [9][11]. From this
we can see that ‘snackification’ relies quite heavily on the use of graphics
and visual storytelling. This is a good opportunity for visual artists, such
as graphic designers, illustrators and animators to research into the narra-
tive and visual language of snackable contents.

This research focuses on a specific type of ‘snackification’ through
animation: a specific type of ‘animated recap’ referred to as the ‘recap
cartoon’. The snackable recap cartoon format is gradually getting atten-
tion from animators on video sharing platforms, who have been explor-
ing their unique ways of telling long, well-known stories in the form of a
‘snack-sized’ original animation.

3. Defining the ‘Recap Cartoon’
There has not been any agreed definition of ‘animated recap’ or ‘recap
cartoon’ yet. In this paper, I would define recap cartoon as the following:

A short, usually comedic, original animated cartoon that summarises
the main plot of a long story, utilising visual humour and audio hu-
mour, with little or no reliance on a narrator, dialogues, or text.

Many animators on video sharing websites who make original short ani-
mations summarising story plots rely heavily on a narrator and accompa-
nying textual information to tell the story effectively within a few minutes.
In these animations, the animation itself seems more like an illustrative,
visual support for the text and the narration. The recap cartoons that this
study investigates, on the other hand, are those that use the art format of
animation as the primary storytelling vehicle. Instead of having a narrator
or using infographics containing text, these recap cartoons make full use
the animation medium, and tell the story with adept use of visuals and
non-verbal sound. Examples of animators who make this type of recap
cartoon include Cas van de Pol and TerminalMontage on YouTube, as
well as Mi 2 on Bilibili (a Chinese equivalent of YouTube).

Authors of recap cartoons are predominantly independent animators
and do not have the resource for creating highly polished animations like
those produced by major studios. As social media content creators and /or
influencers, they also have the pressure of audience retention which push-
es them to create new animations on a regular basis, and this becomes
a further challenge considering the time it takes to make an animation.
Fortunately, the nature of animation makes it a great platform for offering
new possibilities ‘narratively, aesthetically and technically’, which would
encourage new practitioners to explore new kinds of storytelling [12].
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Recap cartoons interrogates the conventional approaches to narration,
aesthetics and techniques utilised by professional animation studios. As
creations of independent animators within short periods of time, recap
cartoons have formed their unique style, narrative and visual language
that are equally effective in storytelling - despite looking ‘cheap’.

‘Condensation’ is considered as a narrative strategy in animation [13].
Examples of condensation techniques include ‘elliptical cut’ and ‘comic
elision’, where the former uses video clip transitions such as fade-in/out to
represent the flow of time, and the latter constructs ‘a sequence of comic
events which operates as a self-determining process informed by the
particular timing and relationship of the visual and verbal jokes’ [13]. The
recap cartoon can be seen as a category dedicated to exploring condensa-
tion narratives in animation. Apart from implementing elliptical cuts and
comic elision as forms of visual language, the Internet-based attribute of
recap cartoons also led to new insights into the combination of Internet
popular culture (especially memes) and the ‘vocabulary’ of condensation.
The research question of this study is: What specific types of narrative
methods and visual language are used as methods of story condensation
in recap cartoons, and how are they informed by/combined with Internet
popular culture?

4. Methodology

This research uses both descriptive and semiotic content analysis [14][15]
to study the narratives and visual language utilised among popular recap
cartoon animation clips on major video sharing platforms. I include videos
made by Cas van de Pol and Mi 2 - this is because Cas runs the most suc-
cessful recap cartoon channel on YouTube, and Mi 2’s recap cartoons large-
ly contributed to his channel winning the new blood award of Bilibili Power
Up 2022. Besides, my own recap cartoons will be analysed as well, providing
a dual-perspective understanding of recap cartoons is established.

The variables are based on condensation techniques proposed by
Wells: elliptical cut and comic elision [13]. In this paper, a wider range of
time-based narrative techniques are explored apart from elliptical cuts, all
falling under the variable ‘storytelling through time and pace’. Comic eli-
sion is broken down into the following variables: exaggeration, symbolic
substitution, symbolic association, and sound.

Storytelling through time and pace includes the use of scene cuts,
unconventional moving speed and body movement pace to condense
information and communicate mood. Exaggeration refers to the applica-
tion of exaggerated visuals (e.g., facial expressions, body deformation) to
demonstrate character relations and plotlines in concise manners. Sym-
bolic substitution refers to the use of alternative characters and/or events
to represent key moments in the story. Symbolic association, on the other
hand, refers to the use of associable visual vocabulary, conventions and
indicators to represent key moments and conditions without replacing the
characters or events with alternatives. Sound means the use sound effects
to illustrate character personality, emotions, or plot events in brief. This
means atmospheric background music will not be discussed.
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9. Understanding the Visual Language
of Recap Cartoons: A Content Analysis
of Recap Cartoons Made by Cas van
de Pol and Mi 2

Owing to space limitations, only one animation by each author will be
discussed in this paper. The animations are: The Ultimate ‘The Incredibles’
Recap Cartoon by Cas van de Pol [16], and Empresses in the Palace in 30
seconds (30 PVH5E (ERERE) ) by Mi 2 [17], which is his debut video.
Tables 1 demonstrates the content analysis results for Cas van de Pol’s
videos, and Tables 2 demonstrates result for Mi 2’s video.

Table.1 Content
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analysis results for The
Ultimate “The Incredi-

bles” Recap Cartoon

Storytelling Exaggeration Symbolic substitution Symbolic Sound
through time association
and pace
Elliptical editing ~ Dramatic, chaotic ~ Finger flick representing neglect ~ Mii customisa- Throughout the
throughout the visuals introduc- (0:31) or defeat (2:52) tion interface whole video,

whole video, ap-
pearing as sudden

cuts to the next
scene with little to

no explanation.

Using long pauses
and changing
rhythms to indi-
cate unexpected

event (1:55-2:00)

ing family super-
powers (0:54)

Bulging suit but-
tons representing
bad body shape
(1:08)

Fast bench presses
indicating effec-

tive training (1:12)

Knocking things off desk rep-
resenting conflict at workplace

(0:47)

Using push and punch actions to

represent process of defeating

enemies (1:04, 3:03)

Enemy breaks though a wall,
grabs and throws protagonist
representing the whole fight

reference dur-
ing family suit
design scene
(1:41)

Antagonist
blows a raspber-
ry indicating his

triumph (2:41)

screams, gasps,
grunts etc. have
been used for
quick narration of
character mood,

actions and events

Robotic voice em-
phasising Edna’s
unique character

and nerdiness

(13)

Distorted, (1:20)
stretched face
indicating charac- Password shown as ‘POOPY’

ter’s shock (2:00) indicating upcoming trouble

(1:51)

Exploding the enemy with
remote controller indicating
enemy’s defeat (3:07)

Character transforms into Shrek
when defeating villain (3:18)
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Storytelling through Exaggeration Symbolic Symbolic association Sound
time and pace substitution
Quick montage of key Exaggerated The whole Faded flames in fore- Screams in the back-
moments summarising facial expres- video uses the ground showing anger ground indicating
key events as well as sionsand body  slapping action (0:06) chaos and conflict
indicating chaos in the movement as a substitution (0:00-0:05)
palace (0:00-0:05) further em- for representing Areference to a well-

Sudden cut to calm scene
indicating appearance of
main character and creat-

ing contrast (0:05)

Sudden slow-down
indicating turning point

phasise chaotic

competition and

known scene from Tom

Volume contrast in

environment conflict between and Jerry is shown at slap sounds showing
(0:00-0:05) protagonistand ~ 0:10 to show antagonists protagonist’s tri-
antagonists ganging up umph over antago-
Enlarged body nist (0:05-0:09)
of protagonist Wifi disconnect icon
indicating her and browser buffer icon
triumphing over demonstrating the em-

in story (0:17)

enemies (0:09) peror neglecting events

(0:19-0:22)

Table.2 Content
analysis results for

Empresses in the Palace

in 30 seconds

Both recap cartoons use lots of sudden cuts to show time elapse,
omitting all details of what happened in-between the scenes. There is
not even transition such as fade in/out or page turn. The ‘sudden-ness’ of
these elliptical cuts significantly cuts down the video running time and at
the same time, generates humour by causing senses of surprise. Occa-
sionally when the pace changes, such as inserting a long pause or a slow
zoom-in amidst a series of quick cuts, it is usually an intentional demon-
stration of the story’s climax, turning point or an unexpected situation.
These methods of time-based storytelling that could both communicate
time elapse and plot highlights have been applied in many other videos
made by the two artists and can be considered key techniques of conden-
sation in recap cartoons.

Exaggerations in recap cartoons are used to express character rela-
tions and character status, rather than the plotline. Some of these exag-
gerations require preliminary knowledge of cartooning and caricature to
understand, while others can be understood through logic and general
knowledge - for example, understanding that bulging buttons indicate
obesity. In a recap cartoon setting, where the aim is to shorten the time of
the story as much as possible while generating humour, exaggerations are
mostly effective when displayed as character traits and actions, visualis-
ing long processes of character development and interactions within few
seconds of facial expression or body size change.

Symbolic substitution is the most used narrative method for summa-
rising character conflicts and battle scenes. The most common approach
is using simple actions such as finger flicking, slapping and punching to
represent character conflicts and battles. The common sense that these
actions would cause pain on the body means that audiences will have lit-
tle difficulty understanding the connotation: to argue with or fight against.
They are not only used to represent physical arguments and fights, but
also mental battles of wits and conspiracies (in Empresses in the Palace,
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for example). Knocking things off a desk, breaking through a wall and
creating an explosion represent getting fed up, intrusion and destruction
respectively. These visual elements require a bit more life experience to
interpret as compared to knowing that punching represents fight, but they
are nevertheless quite easy to understand for the target audience’s age
range. Occasionally, the substitution requires specific cultural knowledge
to interpret, such the hero character’s transformation into Shrek. Con-
sidering how often the target audience use the Internet, the recognition
of Shrek should not be difficult. It is interesting how these three types of
symbolic substitutions somewhat correspond with the three types of signs
proposed by Peirce: the slaps and punches could be seen as the ‘icon’ as
they are direct representations of fight and pain; wall-breaking and explo-
sions could be seen as the ‘index’, because the intrusion and destruction
they represent are pointing towards ‘enemy attack’ and ‘enemy defeat’;
lastly, the Shrek transformation could be seen as the ‘symbol’ - it has
nothing to do with the story of The Incredibles and only with sufficient
knowledge of Internet pop culture would the audience know that this is an
indication of the character becoming overpowered.

Symbolic association appears in Mi 2’s video more often than Cas’s.
From the table, it can be observed that besides the traditional symbols
(such as flames representing anger), the recap cartoons also apply visual
cues and conventions from digital culture and Internet culture to indicate
character behaviour and plot. The Wifi disconnect icon and buffer icon
are easy to understand in the era of Internet, while the Mii reference
and Tom and Jerry reference require more cultural knowledge. This also
reflects their respective cultural backgrounds, since Mii memes are much
more popular in the West, while Tom and Jerry memes have been circulat-
ing among Chinese social media for quite a while. From this it is also
inferred that the use of Internet culture and memes in recap cartoons is
most likely to appear as the form of symbolic association.

Sound is not the main narrative method in the selected recap
cartoons, but is often used to accompany the visuals and accentuate of
character properties and/or interaction. Although these accentuations
do not directly retell a specific event, they indirectly condense the story
by representing the conditions of characters and environments, together
with the exaggerations and substitutions.

6. Exploring the Visual Language

of Recap Cartoons: Practitioner’s Notes

I run my animation channels on both YouTube and Bilibili, attracting a
total of 38k subscribers and over § million views. I create recap cartoons of
less well-known video games with the primary purpose of entertaining the
fanbase and attracting new audiences to the games, and the secondary
purpose of further exploring the potentials of the recap cartoon format.
Table 3 shows the analysis for my latest recap cartoon video, The King of
Fighters Gaiden: Origin of the Flame explained in 3 minutes [18].



90

CONFIA - 10th International Conference on lllustration & Animation
Caldas da Rainha - Portugal - July 2023 - ISBN: 978-389-54339-9-9

Storytelling through  Exaggeration  Symbolic substitution Symbolic Sound
time and pace association
Elliptical editing Big biceps in Falling into apitholerepre- ~ Colour reverse Clock tick sound
throughout the whole contrast with senting time travel (0:25) asanindicator  indicating time-travel
video, appearing as thin body of time-travel (0:26)
sudden cuts to the next  indicating pro- Protagonist being related event
scene with littletono  tagonist’sfitness  dragged on the ground, (0:26) ‘Ding’ sound high-
explanation progress (0:02)  reflecting helplessness in lighting introduction
the situation (0:36) Speech bubbles of a key character
Text-based scene cuts Quick dash with images (0:45)
throughout the whole indicating ex- Characters drawn in summarising key
video are alsoincluded ~ citement (0:48, Among Us style hinting conversations Police siren sound
2:35) there are traitors (0:53, 1:22) (0:40-0:46) during a black screen

TV screen noise cut
indicating protago-
nist’s sudden return to
the present (2:28)

Slap action representing
sneak attack (1:05)

Broken seal shown as an

explosion (1:14)

Lightning zaps showing influ-
enced by curse (1:38, 1:52)

Defeating enemy with
one punch (2:14)

Defeating enemy with
frying pans (2:20)

Reference to

fighting game

interface GUI
(0:53)

Police lines indi-
cating dangerous

area (1:02)

representing the pro-
tagonist being caught
and locked up (1:17)

Heartbeat and
tinnitus sound rep-
resenting the curse

(1:42-1:47)

Table. 3 Content
analysis results for The
King of Fighters Gaiden:

Origin of the Flame

explained in 3 minutes

The King of Fighters Gaiden: Origin of the Flame is a manga series that
tells a story of a teenager boy who travelled back in time and met the
ancestors of his martial arts idol and the ancestors of his idol’s archenemy.
The main story is set in a fantasy world of ancient Japan, unfolding the

truths behind the curse of a bloodline.

I adopted the elliptical editing method of sudden cuts as this is a
symbolic technique used in recap cartoons. Different from the cases from
the previous section, I have also included text-based cuts and conventions
in screen-based media (i.e., TV noise). These visuals enrich the elliptical
editing and could provide a clearer timeline of events, although there is
some dependency on text, which Cas van de Pol and Mi 2 seem to avoid.
Aslong as the verbal information does not outweigh the non-verbal, the
work would still fall within the definition of recap cartoon stated earlier.

For exaggeration, I have used size exaggeration as well as movement
exaggeration. Overall, exaggeration was not my main area of exploration,
as I believed that symbolic substitution and symbolic association are the
two aspects that really make the narrative of recap cartoon stands out,
and thus worth spending more time on.
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Slapping, punching and hitting with a frying pan are all adopted meth-
ods of substitutions used for character battles from Cas’s and Mi 2’s works
as they are extremely effective in visual storytelling. To take a step forward,
I spent more time experimenting with the ‘index’ and ‘symbol’ types of sub-
stitutions. For example, falling into a pit hole and being dragged along on the
ground represent ‘accidental change in location’ and ‘not being able to walk
propetly’ respectively, and they point towards accidental time travelling and
helplessness in an unfamiliar dimension respectively. The former is also a
slight reference to the ‘Backrooms’ online urban legend. Drawing the an-
tagonist as an Among Us (game released in 2018) style character to indicate
his impostor status, as shown in Figure 1(a), is not only a tribute to the popu-
larity of Among Us, but also a method to evoke humour through referencing
popular Internet memes. This constructs an aspect of the recap cartoon’s
unique identity - that it is a product of Web 2.0 and Internet culture.

For symbolic association, I have implemented familiar comic vocabu-
lary such as speech bubbles to visualise and summarise conversations. The
speech bubbles are combined with sound effects to further emphasise key
topics. The fighting game GUI is not only inspired by Cas’s use of video
game GUI in his work, but also a nod to the background of the story - that
itis a spin-off based on a fighting game franchise. These examples of sym-
bolic associations demonstrate the versatility of the visual language of ani-
mation not just in recap cartoons, but also in a wider sense - that animation
is capable of implementing visual conventions from other types of visual
media. The use of modern police lines in a story set in ancient Japan, as
shown in Figure 1(b), represents restricted access, though it evokes humour
by showing an associable symbol from the modern age in an ancient world,
just like the appearance of the Wifi icon in the recap cartoon of Empresses in
the Palace where the story is set in ancient China. This method of using ele-
ments outside the story’s social setting but familiar to the audience to com-
municate a message could be applied by other visual narrative forms such
as comics, but the inauthentic nature of this method suggests that it only
works well in a humour-oriented setting, or when plot-accurate representa-
tion of events is of less importance than speed-storytelling.

I have further explored the use of sound in my recap cartoon. There are
accentuations such as the clock tick and the heartbeat sounds, but there are
also sounds that narrate an event on its own without having to accompany
visuals, such as the police siren during the screen blackout. This technique
was inspired by drama CDs, and it has not been used by Cas or Mi 2. Tuse it in
my cartoon to give them
ashort break from the
fast-paced visual nar-
ratives, and to provide
audiences a chance to
imagine and picture the
event in their own ways,
just like the way gutters
work in comics and
graphic novels.
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Fig.1 A screenshot
from The King of Fighters
Gaiden: Origin of the
Flame explained in 3
minutes, featuring the
antagonist drawn in
Among Us style (a) and
police lines (b) guarding
the sealed demon.
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Conclusion

The ‘snackable’ nature of recap cartoons is what demands their fullest use
of visual vocabulary, conventions, symbols and semiotic connotations.
This explores new and simple ways of animation storytelling in the fast-
paced, indie-friendly and meme-oriented era of social media content cre-
ation. The ease of creating recap cartoons encourages more independent
and amateur animators to explore this format and discover new narrative
methods. The comical narratives and visual language of recap cartoons
are flexible and versatile, meaning that they can be applied to many other
types of information condensation animation. Rather than just a pile of
information with a voiceover explanation, audiences would receive a
mini-film with engaging and whimsical audio-visual components.
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Ahstract

This article addresses the underrepresentation of women in the context of
popular contemporary animated feature films. These films reach world-
wide audiences and play a pervasive role in contemporary society, by
contributing to the creation and reinforcement of social concepts, while
shaping young audience’s social expectations. Therefore, it is relevant to
understand how the content presented in these movies is evolving. For
this study, we gathered data on 260 popular animated movies that were
released after 2001 and, through quantitative data analysis, learned that:
more than 90% of the directors of these movies are men, approximately
80% of the movies have a male-driven narrative and almost half of these
movies don’t pass the Bechdel test. The staggering results confirm the
gender imbalance in today’s animation industry. Nonetheless, the present
research intends to contribute to overcome this imbalance by fostering
critical thinking and discussion around the subject.

1. Introduction

This paper is part of an ongoing PhD in Design research project* that aims
at clarifying how female characters are represented and how they relate to
one another on screen in the context of popular animated feature films of
the 21st century. The study presented here served to establish and better
understand the context of the representation of women in contemporary
animation feature films, while demonstrating and denouncing the under-
representation of women in this field.

The first section of this paper critically reflects on the previous
research done on the topic of representation of women in animation. The
second section explains the methodology used to analyze and collect data
on the relevant movies for this study, while reflecting on the constraints
of the selection criteria. Then, we present and discuss the results. The last
section offers future development suggestions.

1 & 2 Polytechnic Institute of Cavado and Ave (IPCA), Institute for Research in Design, Media and
Culture ID+, Barcelos, Portugal

3 Faculty of Fine Arts of the University of Porto (FBAUP), Institute for Research in Design, Media and
Culture ID+, Barcelos, Portugal

4 Funded by the Foundation for Science and Technology, grant reference 2021.05267.BD.
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2. Previous Research

on Female Representation

in Animation

Popular media content, such as animated television series and feature films,
reaches audiences worldwide, and has the ability of being seen by a vast
number of people, as these media productions are now powered by the ubig-
uitousness of the digital screen and the ease of access to streaming services.

Different learning theories support the idea that movies and televi-
sion shows — as well as other types of media — can influence its viewers,
particularly the more impressionable and malleable young ones [1, 2, 3].
These theories suggest that the observation and imitation of influential
role models — like parents and teachers, but also fictional characters —
impacts children’s social beliefs and expectations, including those about
gender roles. Through processes of attention and retention of relevant in-
formation and behavior, reinforced by the repeated rehearsal of thoughts
and actions, children learn and apply this knowledge to their surroundings
and create expectations about others’ behaviors: “Repeated viewing leads
children to retrieve, rehearse, solidify, and expand existing scripts, result-
ing in cumulative long-term effects. Children who identify with media
characters and who consider television a realistic reflection of the world
are especially likely to incorporate and act on its messages” [4].

Therefore, growing awareness of the potentially damaging effects
of stereotyped gender conceptualizations, and other harmful representa-
tions, pushed researchers to investigate what influences the development
of gender identity and gender-coded behavior in children, which included
analyzing animated audiovisual content aimed at young audiences.

In the late 20th century, numerous studies revealed gender inequities
and gender stereotyping in representations in the context of animated
television media, concluding that male characters appeared much more
often and showed more aggressiveness and proactiveness, while female
characters were scarcer, more deferent, and respectful [s, 6, 7, 8]. In
the subsequent decades and until today, researchers would establish
that gender, racial and cultural stereotypes have persisted in animated
productions [9, 10, 11, 12], where male characters still outnumber female
characters by a significant margin, even though we can see improvement
towards gender parity [13]. It has also been shown how female characters
talk significantly less than male characters [14], both in animated movies
as well as live-action ones. And, as expected, representation discrepan-
cies are not limited to gender; e.g., the dominant skin color of animated
characters in television series is still white [13]. This means that animated
content is not doing a good enough job of providing diverse, inclusive, and
relevant role models for its audience.

Unfortunately, the lack of women on screen reflects the absence of
women behind it, since production teams of animated content are still
very much male-dominated. Despite the reported increase in female prac-
titioners in the industry over the last few years, “women are still under-
represented in the workforce, in senior positions and among the ranks of
directors” [15]. A recent report on the US animation industry shows how
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the percentage of women across the pipeline diminishes drastically as
you’re going up the ranks: 18% in story departments and 16% animators,
but only 7% Heads of Story and 8% Heads of Animation, culminating in
awoeful 3% Directors [11]. Virtually every key position in the animation
production pipeline is occupied by men, where only 2% to 21% of the posi-
tions are filled by women [11].

3. Methodology

Because the PhD project aims at investigating visual and narrative gender
representations that may be impactful to a worldwide audience, it was

of high importance to guarantee that the corpus of analysis is composed
of films that have a wide viewership. A wider audience increases the
probability of these films influencing more spectators and of achieving a
greater popularity status, thus becoming more pervasive in society.

The research also focuses on contemporary representations and
intends to offer an updated perspective on the subject. Therefore, we
gathered data exclusively on movies that were released during the 21st
century (between January 1st, 2001, and March, 2022, when the data was
collected). We’ve also limited the study to fully animated feature-length
films, excluding any film that had live-action footage, to avoid hybrid
films that could have animated characters interacting with live actors,
thus going beyond the scope of the PhD research project. We used the
Internet Movie Database (IMDb) and its Animation filter to search for and
identify the movies that fit the criteria described above.

In summary, using the IMDDb filter for Animation, we gathered the list of
movies that were released after January 1st, 2001, until March, 2022, that had
no live-action footage and that had over 10 0oo ratings on its IMDb page.>

In this section, we present an overview of the film selection criteria,
while discussing its relevance and restrictions.

3.1. Film Selection Criteria
3.1.1 IMDb Votes. There are two distinct and important aspects regard-
ing the IMDb votes: the first is the total number of votes and the second
is the rating score. The total number of votes reflects the volume of user
interaction with the rating system in each movie’s page, while the rating
score reflects how much the users of the platform supposedly enjoyed
or appreciated the movie. Examining the full list of animated movies
released during our timeline, we selected only the movies that had at least
10,000 user ratings®.

On each film’s page, we read the available data on the film’s user rat-
ings and concluded that: most voters are between 18 and 44 years old; there

5 The complete dataset can be consulted here: https://doi.org/10.17605/OSF.10/MC2E8.

6 This information was consulted in January and March 2022. We acknowledge that this data is
constantly changing because people keep reviewing and rating these films - i.e., as time goes on, more
people will watch the movie for the first time and add their rating. We noticed that, in only a month’s
period, some movies in our list gained between 1000 and 4000 new ratings on their IMDb page.
Nevertheless, there wasn’t any instance where the number of ratings went down, therefore not affecting
this research’s list of previously selected movies.
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are significantly more votes by male users than by female users”; when
compared to female users, male users tend to rate movies with lower scores.

This means that, by relying on the number of IMDDb voters as a selec-
tion criterion for the research sample, we are relying on movies that were
selected and upvoted by male voters. This happens in movies in general,
and not just animation: “When you rely on the wisdom of the crowd
on the internet, you risk relying on the opinion of mostly men” [16]. It
has been shown that even though women and men both spare similar
amounts of time using the internet [17], men are more likely to express
their opinions and participate in online discussion [18]. In this case, it
seems that women are not as involved or active in the rating of movies
on the IMDb website, and therefore, their opinions are not as strongly
represented on this platform.

A recent report on women’s representation and impact as film review-
ers in the US has shown that “male reviewers outnumbered women in
every type of media outlet considered” and that “men wrote the majority
of reviews about films in every genre” [19]. The report also concluded that,
in general, women scored films with a female protagonist higher than their
male counterparts — and the reverse is also true, since men rated films with
male protagonists higher than the female reviewers. This shows that there
is gender bias present in the rating of movies, that we need to acknowledge
when using these reviews as criteria in a scientific study.

It is also possible to see that the users are voting from all around
the world, therefore providing the global audience’s perspective on each
movie. Despite the gender disparity represented in the IMDDb votes, it is
still a useful tool to appraise a movie’s success according to a worldwide
audience. The sheer number of interactions some movie pages receive
alludes to those movies’ popularity among moviegoers.

3.1.2 The Bechdel Test. The joke in Alison Bechdel’s8 comic strip The
Rule, from Dykes to Watch Out For, where a character stated she followed a
strict rule when choosing a film to watch, is a harsh criticism of the alarm-
ing gender disparity that dominates the film industry. The guidelines
presented in the comic strip are now known as the Bechdel Test?, which is
mainly used to expose the lack of female representation in popular mov-
ies. To pass the test, a movie must fulfill three criteria: “(1) it has to have at
least two named women in it, (2) who talk to each other, (3) about some-
thing besides a man”°. It should not be interpreted as a quality test, but
simply as a framework to think about gender representation in movies.

To assess whether a movie passed the test, we resorted to the crowd-
sourced information available on The Bechdel Test database, whose verac-

7 There is a significant number of votes on each movie’s page from users who did not disclose their sex
1dentity, therefore, if the information were to be disclosed by the user, it could change our understandin
of this criteria. Looking at a sample of 70 movies from our final list, we concluded that, on average, men’s
votes account for 75% of the total votes.

8 Alison Bechdel is a North American cartoonist, known for the long-running comic strip Dykes to Watch
Out For and her graphic memoir Fun Home.

9 Although the test was named after Bechdel, the comic book author acknowledges her friend Liz
Wallace as the real creator of the concept. https://dykestowatchoutfor.com/the-rule

10 Definition retrieved from The Bechdel Test database: https://bechdeltest.com/
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ity relies on the engagement of the community and peer revision. When-
ever the movie being classified was not yet in the database, we watched
the movie and then added our own review to the database, thus contrib-
uting to its growth and accuracy. We coded each movie according to the
following classification: No — means the movie does not pass the test; e.g.,
Up (Docter, 2009) only has one named speaking female character (Ellie)
who doesn’t talk to any other female characters; Yes — the movie passes
the test, without a doubt; e.g., Turning Red’s (Shi, 2022) story is about the
relationships between teenager Meilin, her three best girlfriends and

her mother Ming, who all talk to each other about many different topics;
Barely — the movie only has a very brief and irrelevant exchange of words
between two female characters about something other than a men;e.g.,
Big Hero 6 (Williams & Hall, 2014) has several named female characters,
but there is only one very short dialogue exchange between them that is
not about a man —in a fight scene, Go Go shouts “Get the mask!” and
Honey Lemon responds “Right behind you!”; N/A — non-applicable; e.g.,
The Red Turtle (Dudok de Wit, 2016) characters don’t speak to each other
and communicate exclusively through body language.

The use of the Bechdel Test as a selection criterion helps streamline
the process of filtering the movies that are in fact relevant for the PhD pro-
ject, which focuses on relationships between female characters: movies that
pass the test have a higher chance of portraying meaningful relationships
between female characters; while movies that don’t pass the test are almost
sure not to have any. We’d like to acknowledge that films that don’t pass
the test may have female characters in important narrative roles, who are
playing a crucial part in advancing the narrative, while creating deep and
meaningful relationships with male characters. Albeit important for provid-
ing relevant female representation for the audience, these relationships are
out of the scope of this research. It is also important to clarify that passing
the test does not make a movie feminist, or an example of good gender rep-
resentation. Moreover, it seems like the test premises constitute a very low
standard for representation in films. However, according to The Bechdel Test
website, only §6.7% of the 9329 movies in their database pass the test™.

3.1.4 Gender of Each Movie’s Protagonist. We gathered data on
each movie’s protagonist and coded each movie using the gender binary
male-female (M or F), to understand if the movie presented a male-led or
a female-led narrative. There were instances where the movie presented
more than a single main character, and the characters were of different
genders, so we used M/F to code those cases.

As was previously shown, male characters have been the majority
of actors in animated content and women’s stories have not been told as
often, so we wanted to confirm if this practice was still ongoing.

Firstly, we believe the gender binary language diminishes the oppor-
tunity for individualized manifestations of identity, as if reproving those
who do not fit into one of the two fixed categories. Nevertheless, repre-

11 Data consulted on the 3 of January 2022: https://bechdeltest.com/statistics/
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sentation on popular mainstream media content rarely happens outside
of the gender binary, as seen in the studies mentioned in section 2. This
means that characters, and especially main characters, will almost always
be clearly presented as unequivocally either male or female. Mainstream
media often survives on the premise that it can be easily understood, and
its patterns recognized by a large audience. And because the gender bi-
nary has been the reference for a long time in Western pop culture, when
communicating a character’s identity, it is easier to resort to stereotypical
traits of femininity or masculinity.

The gender binary proved to be sufficient as a metric in this study, as
there weren’t any queer protagonists in the movies we analyzed. The only
exception was Hana, a transgender character from Tokyo Godfathers (Kon,
2003), who chooses to present as female. This movie was coded as M/F,
since there are several main characters of different genders (Hana and
Miyuki are female, Gin is male).

3.1.5 Director’s credits. The importance of understanding if women
are working in leadership roles — such as producer, director, or head
of department — lies on the assumption that their unique perspective
and personal experience could help guide the teams to create animated
content that exposes and shares the experiences of women. Hsiang Chin
Moe, chair of Education at WIA, agrees that “decision-making people
have, not necessarily bigger, but maybe more effective influence in terms
of that on-screen representation” (H. C. Moe, personal communication,
December 13, 2022). In a previous data analysis study, researchers showed
that a filmmaker’s gender correlates with the Bechdel test: “When writing
teams are entirely male, about 50% of films fail the Bechdel test. Add a
woman to the mix and only a third of films fail. The seven films written
entirely by women all pass the Bechdel test” [20]. This shows, once again,
that diversity in leadership and creative positions matters. The more
diverse the group of decision-makers within big studios, the more diverse
and inclusive will be the narratives and representations of the movies
these studios produce. If the leadership roles are all being occupied by
people who are alike, then we can assume that it will be harder for them
to empathize and understand different points of view that aren’t similar to
their own experience. Unfortunately, this is often what happens.

Brenda Chapman, the first woman to direct an animated feature
film in a major animation studio and the first to win an Academy Award
for directing, explains that “...as time went on, being the only woman
in the room once again, it was very difficult to make them understand a
woman'’s perspective on female characters” [21]. Tracey Miller-Zarneke,
who worked at Disney and is an active member of WIA, explains that “we
in Women in Animation have talked about (...) the fact that ‘like hires like’.
And ‘like’ is comfortable with things that they understand, as opposed to
stretching their boundaries to understand where a different perspective
might have come from” (T. Miller-Zarneke, personal communication,
January 23, 2023). This translates into characters and storylines not being
approved if it’s something that decision-making people can’t relate to.
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This ties back to the fact that men have historically tanked the online
ratings of female-led narratives or other shows and movies that aren’t
specifically targeted at them: “Shows with more than 10,000 ratings are
inherently popular and yet men thought the programs in that group that
skew female were below average” [16].

This might be due to a lack of empathy from male viewers towards
women-led narratives, since historically they have not had to watch female-
heavy content; while women have learned to empathize with men’s stories,
since they’ve been in the spotlight for so long and the alternatives were
scarce. This reinforces the importance of having diversity in top-leadership
roles, as it has been shown to promote gender parity as well as to serve as a
driving force to share women’s (and minorities’) perspectives through story.

4. Results Overview

For this study, we listed 260 animated movies that fit the criteria ex-
plained in the methodology section. Then, for each movie, we gathered
data on each of the previously explained criteria: gender of the protago-
nist, the Bechdel test result and director’s credits. Here, we present an
overview of the results.

4.1 Gender of the Protagonist. Looking at the gender of the protago-
nists of each movie, we concluded that 201 movies have male protagonists
(77.3%), 54 movies have female protagonists (20.8%), and 6 movies have
more than one main character of both genders (1.9%) — these are Lilo &
Stitch (Sanders & DeBlois, 2002), Tokyo Godfathers (Kon, 2003), Gnomeo
and Juliet (Asbury, 2011), Ernest & Celestine (Renner, Aubier & Patar,
2012), Your Name. (Shinkai, 2016) and The House (De Swaef et al, 2022).

4.2 The Bechdel Test. The overall results of the Bechdel Test show that
120 movies (46.2%) don’t pass the test, 54 movies (20.8%) barely do and
only 81 movies (31.2%) undoubtedly pass the test. The remaining 5 movies
(1.9%) represent movies without dialogue. Unsurprisingly, looking only
at the movies with female protagonists, out of 53 movies, we found that 43
(81.1%) of them pass the test; while only 6 (11.3%) movies barely pass the
test, and 3 (5.7%) movies don’t. In this group, there’s one movie without
dialogue (1.9%). Looking at the movies with male protagonists, we found
that, out of 201 movies, 116 (57.7%) don’t pass the test; 47 (23.4%) barely
pass the test, and only 34 (16.9%) do pass the test. In this group, there are
4 movies without dialogue (2%).

99

Fig.1 The graph above
shows the number of
movies led by a male-
presenting protagonist
(201 movies), the
number of movies led
by a female-presenting
protagonist (53 mov-
ies), and the number of
movies with more than
one main character,

of each gender (6

movies).
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Fig. 2 The graph above
shows the results of the
Bechdel Test for each
of the 260 movies: 120
don’t pass the test, 54
barely pass, 81 pass and
the test doesn’t apply

to § movies.

Fig. 3 The graph above
shows the number of
movies that were di-
rected by: a single man
(“M Solo”, 136 movies),
asingle woman (“F
Solo”, 4 movies), an all-
male team of directors
(“M Team”, 99 movies)
and a mixed gender
team of directors (“M/F
Team”, 21 movies). In
these mixed teams,
there was always only
one woman, except for
the team of directors
of the anthology movie
The House (DeSwaef et
al, 2022), where there
were three women and

one man.
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4.3 Directors Credits. There were a total of 268 different names, of
which 247 (92.2%) were men and only 21 (7.8%) were women. We then
looked at how many times each director’s name appeared, since many
people directed more than one movie. Most women directors, 15 of them
(71.4%), had only one credit, meaning they directed only one movie in
the timespan considered for this research. Still, 6 women (28.6%) had
two credits, meaning they had directed two movies. Also, there were only
4 occurrences in which there was a woman directing a movie solo: Kung
Fu Panda 2 (Nelson, 2011), A Silent Voice (Yamada, 2016), The Breadwin-
ner (Twomey, 2017) and Turning Red (Shi, 2022). In every other occur-
rence, women were paired with one or more male directing partners. The
majority of men directors, 175 of them (70.9%), also had only one credit;
35 of them (14.2%) directed two movies; 22 (8.9%) directed three movies;
9 (3.6%) directed four movies; 3 (1.2%) directed five movies; 2 (0.8%)
directed six movies and there was 1 (0.4%) who had directed seven mov-
ies — Carlos Saldanha directed Ice Age (2002), Robots (2005), Ice Age: The

"M Team
. WF Tearn

. Sok

Meltdown (2006), Ice Age: Dawn of the Dinosaurs (2009), Rio (2011), Rio 2
(2014) and Ferdinand (2017). There were 136 movies that had a single male
director; the rest of the occurrences (124) presented a team of directors,
most often all-male, as there were only 21 movies that included a woman
in partnership with other male directors.

So, when we take into consideration the number of repeated occur-
rences on the names of the directors —i.e., the number of movies each
director participated in — we realize that the discrepancy of representa-
tion is even bigger: in a total of 409 director credits, only 27 (6.6%) are
attributed to women.
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5. Conclusions and

Future Developments

In this paper, we have shown that women are still grossly underrepre-
sented in the context of popular animated feature films, and we have also
explained some of the difficulties around choosing criterion that are fair
when conducting a study of this nature, as we noted that the movie indus-
try and its appraisal channels are still male dominated, often offering a
skewed and biased perspective.

With this study, we identified 260 movies that could arguably be con-
sidered popular, as they’ve had significant audience and critic interaction
in their movie pages. Looking at these movies, we’ve learned that only
20.8% have a female-led narrative, with a female-presenting protagonist.
We've also found that almost half (46.2%) of the 260 movies don’t pass
the Bechdel Test — a recognized low baseline for female representation in
movies. Lastly, we found that there were only 21 women directors, mean-
ing that of all the directors of the 260 movies, only 7.8% were women.

The staggering results confirm the gender imbalance in today’s
animation industry and show the need to understand what are the barriers
that women and minority groups face when joining the workforce, to be
able to discuss this topic in depth and offer solutions that will mitigate the
current imbalance.

We’ll continue to investigate this subject to uncover the possible
causes for the gender imbalance that was presented here. The next part
of this research will be conducted by interviewing animation industry
professionals and people dedicated to adjacent areas that may be able to
offer their insights and perspective on why women are still underrepre-
sented both on and off the screen in the animation industry. This inquiry
will provide information on possible causes for the current imbalance, as
well as solutions to repair it.

References

1. Bandura, A. (1994). Social cognitive theory of mass communication. In J. Bryant & D.
Zillmann (Eds.), Media effects: Advances in theory and research (pp. 61-90). Lawrence
Erlbaum Associates, Inc.

2. Huesmann, L.R. (1986), Psychological Processes Promoting the Relation Between
Exposure to Media Violence and Aggressive Behavior by the Viewer. Journal of Social
Issues, 42:125-139.

3. Signorielli, N., & Lears, M. (1992). Children, television, and conceptions about chores:
Attitudes and behaviors. Sex Roles, 27(3-4), 157-170.

4. Anderson, D. R., Huston, A. C., Schmitt, K. L., Linebarger, D. L., Wright, J. C. & Larson,
R. (2001). Early Childhood Television Viewing and Adolescent Behavior: The Recontact
Study. Monographs of the Society for Research in Child Development, 66 (1).

5. Streicher, H. W. (1974). The Girls in the Cartoons. Journal of Communication, 24(2), 125-129.
6. Sternglanz, S. H., & Serbin, L. A. (1974). Sex Role Stereotyping in Children’s Television
Programs. Developmental Psychology.

7. Hess, D. J., & Grant, G. W. (1983). Prime-Time Television and Gender-Role Behavior.
Teaching Sociology, 10(3), 371

8. Thompson, T. L., & Zerbinos, E. (1995). Gender roles in animated cartoons: Has the



102

CONFIA - 10th International Conference on lllustration & Animation
Caldas da Rainha - Portugal - July 2023 - ISBN: 978-389-54339-9-9

picture changed in 20 years? Sex Roles, 32(9-10), 651-673.

9. England, D. E., Descartes, L., & Collier-Meek, M. A. (2011). Gender Role Portrayal and
the Disney Princesses. Sex Roles, 64(7-8), 555-567.

10. Daalmans, S., & Kessel, L. van. (2014). The Everlasting Damsel in Distress? Analyzing
the evolution of the female Disney character over time. In Presentation at AEJMC.

11. Smith, S. L., Choueiti, M., Pieper, K., & Clark, H. (2019). Increasing Inclusion in Anima-
tion: Investigating Opportunities, Challenges, and the Classroom to the C-Suite Pipeline.
12. 84, G. & Tavares, P. (2017). Representagdes De Género No Cinema De Animagao
Mainstream Dos Ultimos 25 Anos: Desenvolvimento de Representagdes nio Estereotipadas
do Género Feminino [Master’s thesis, Escola Superior de Design do Instituto Politécnico do
Cavado e do Ave]. CiencIPCA Repositorio do Instituto Politécnico do Cavado e do Ave.

13. Meyer, M. & Conroy, M. (2022). #SeeltBelt: What Children Are Seeing on TV. The
Geena Davis Institute on Gender in Media.

14. Anderson, H. & Daniels, M. (2016). Film Dialogue: The Largest Ever Analysis of Film
Dialogue by Gender. The Pudding. https://pudding.cool/2017/03/film-dialogue/

15. Heller, S. (2018). The creative and technical contribution of female and male below-
-the-line practitioners to the collaborative process in the American 3D animation feature
film industry: a production studies approach. http://kar.kent.ac.uk /contact.html

16. Hickey, W. (2016, May 18). Men Are Sabotaging The Online Reviews Of TV Shows
Aimed At Women. FiveThirtyEight. https://fivethirtyeight.com/features/men-are-sabo-
taging-the-online-reviews-of-tv-shows-aimed-at-women/

17. Pew Research Center. (2021, April). Demographics of Internet and Home Broadband
Usage in the United States. Pew Research Center Website. https://www.pewresearch.org/
internet/fact-sheet/internet-broadband/#panel-6d2esaid-ofea-4cff-84ef-5999713abese
18. Pew Research Center. (2015). Demographics of Online Discussion Forums. Pew Re-
search Center Website. https://www.pewresearch.org/internet/2015/08/19/mobile-mes-
saging-and-social-media-2015/2015-08-19_social-media-update_o4/

19. Lauzen, M. (2022). Thumbs Down 2022: Film Critics and Gender, and Why It Matters.
Center for the Study of Women in Television and Film. https://womenintvfilm.sdsu.edu/
thumbs-down-2022-film-critics-and-gender-and-why-it-matters/

20. Friedman, L., Daniels, M., & Blinderman, I. (2016). The Writers, Directors, and
Producers who Make Films that Fail the Bechdel Test. The Pudding. https://pudding.
cool/2017/03/bechdel/

21. Gardam T. (2015). Looking from the outside in: Gender representation in animation.
Consulted in November 2016 at http://fourthreefilm.com/2015/09/looking-from-the-ou-

tside-in-genderrepresentation-in-animation/



103

3D Animation as a Contemporary
Learning Tool in (Slovenian)
Secondary Education

Anja Tolar Tomsi¢*
anja.tolar@gmail.com
[Animacdo - Animation]

Abstract

Keywords
The main objective of this paper is to determine the state and adequacy 3D animation education,
of contemporary Slovenian (secondary vocational) education in the field secondary vocational
of 3D animation in relation to the demand for labour on the market. In a education, animation
theoretical framework, it summarises the findings of the broader state of industry, digitalisation.

the European animation industry and the potential of 3D animation edu-
cation in Europe. It aims to position Slovenia within the wider European
community of digitally developing countries. Examples of good practice
justify domestic efforts to improve the teaching and understanding of 3D
animation through the work of students in the Media Technician voca-
tional secondary school programme. The analysis of a survey on students'
opinions on the presence and effectiveness of 3D animation in Slovenian
education, carried out on a sample of 135 students, which was conducted
on a sample of 135 students from two different secondary vocational me-
dia schools showed an increased post-pandemic interest in 3D animation
(especially in computer games). They expressed a common desire to learn
through more hands-on project work and complained about the lack of
opportunities for further education in the field of 3D animation. The con-
clusion foresees possibilities for further development and improvement of
3D animation education in Slovenia.

1. The state of animation

industry and education in Europe

There is a notable lack of up-to-date professional online resources sum-
marizing the current state of animation education in secondary vocational
school programs across Europe.

Most of them acknowledge that in most developed European
countries we have quality higher education institutions for animation
training, that prepare the necessary workforce for television and other
media (among the most notable: the Animation Workshop at the Danish
VIA University, FAMU Prague, Filmakademie de Baden-Wiirttemberg,
Germany, Gobélins in Paris, etc.). Most such educational institutions,
similarly to educational institutions and entrepreneurship centres in

1 Academia Maribor, Department of Media production (3D animation), Glavni trg 17B, 2000 Maribor,
Slovenia; EGSS Radovljica (Grammar School of Economics and Media), Media Tech secondary school
vocational programme, Gorenjska cesta 13, Radovljica, Slovenia; RIC National Examinations Centre, Na-
tilonal examination committee for media and graphic technology, Kajuhova ulica 32 U, 1000 Ljubljana,
Slovenia.
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Slovenia (for instance: www. kovacnica.si) also invest in the development
of business incubators (with help of EU funds) to help young animators
and companies get a head start in the market. The schools are closely
linked to the animation industry. Programmes are usually developed in
collaboration with renowned and active professionals from the animation
industry. Accordingly, lecturers address the most relevant and up-to-date
techniques and methods, and students are constantly confronted with
industry-level quality expectations. Schools also usually co-create or
participate in the creation of film funds. Most educational institutions are
also investing in the development of business incubators to help young
animators and companies get established in the market. (Raugust, 2006).

A study of the state of animation industry in Europe conducted by a
European Audio-visual Observatory (Council of Europe) in 2016 does not
include any eastern European countries other than Russia. It summarises
observations on the state of animation education in general:

1. Animation training is facing rapid technological development. Various
solutions have emerged to address this challenge. Some animation
schools have chosen to specialise in 3D animation, while others offer
tailor-made professional training and online courses.

2. Some schools and training programmes are supported or even set up by
animation studios to address the shortage of skilled workers. There is a
noteworthy trend in European animation education towards an increas-
ing emphasis on industry integration. Educational institutions are be-
coming more closely linked to the animation industry and are actively
looking for ways to bridge the gap between education and careers. This
includes promoting cooperation and continuity between the two fields.
To adapt to evolving industry practices, many schools invite industry
experts as guest lecturers, allowing their programmes to keep up with
new trends and adapt to the needs of the animation sector.

3. Animation is also being integrated as a specialisation in schools covering
areas such as video games, digital effects, and software development.

4. Toincrease the employability of animation students, a growing number
of animation schools in Europe now offer courses conducted exclusively
in English, showcasing the education institutions’ progressive focus on
the international dimension of the industry and profession.

Arguably the least promising finding of the Observatory’s analysis is
that, despite strong presence of European animation among audio-visual
works in Europe, European animation currently has only a 20% share of
the animation market in terms of number of views and faces challenges
when competing with productions from the United States. (Jiménez
Pumares, et al., 2015)

The report of the state of animation in Central and Eastern Europe
in by Vladan Petkovic (2019) summarises the state of the animation
industry and education in Eastern European countries, from the Baltics to
the Balkans, and notes that all of them have made more or less progress,
varying considerably in terms of the number of animated films produced
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(annualy), distributed and awarded at festivals, as well as in terms of the
way in which the industry is financed and the infrastructure in terms of
active studios and educational institutions. (Petkovi¢, 2019).

2. Reflection on current education
of 3D animation in Slovenia
After returning from studying 3D animation in UK (13 years ago), I started
lecturing 2D and 3D Animation (based on given national curriculum)
to 3 and 4™ year students (18 years old, which corresponds to A-levels
students in the UK) as part of the so-called Open Curriculum (compulsory
secondary school vocational programme, which can be, according to the
Education Act, determined and developed by the schools themselves). I
am sad to note that not much has changed since then.

When beginning I was struck by a few facts:

1. The designers of the original curriculum envisaged that education of
3D animation was suitable for secondary school level. The preparation
of the lecturing material and exercises according to the given curricu-
lum was initially very difficult, as the novice lecturer has no sense of
what level of understanding to expect from secondary school students
who have not encountered anything like this before, other than as us-
ers (playing 3D computer games, watching 3D animated features).

2. Up until today the subject of animation is not considered a distinct
learning module/subject in any of the programmes of secondary school
vocational education in Slovenia, although its wide everyday usefulness
and ubiquity in the media space would make it deserve. Since the Media
Technician programme was created (about 20 years ago) animation
has been integrated as part of a module called Media Design, which is
actually about designing web presentations (coding). The logic is based
on the use of animation production tools on web sites, which have long
been obsolete. The programme is therefore crying out for a renewal,
especially to update the lecturing practices and content with new, more
updated and technologically advanced approaches.

3. There is a lack of domestic literature and other educational materi-
als suitable for lecturing 3D animation at the high school level, so I
have been forced to create my own, which I have been meticulously
updating and regularly renewing. Over the years, I have success-
fully conducted several workshops on 3D animation for fellow media
lecturers (organised by National Center for Vocational Education -
CPI). Despite the lack of domestic theoretical discourse in Animated
media in recent years Slovenian students acquired two new manuals
for 3D animation aimed at higher levels of education: 3D from Point to
Rendering (NTF, 2009: Gabrijel¢ic, Erzetic), 3D ANIMATION Creat-
ing from Motion to Simulation (NTF, 2021: Gabrijel¢i¢ Tomc, Kocevar,
Iskra). Lecturers are hoping for more cooperation and production of
quality learning materials in the future.
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When mentioning I studied in Slovenia and abroad, I am often asked by

my fellow colleagues to compare my domestic learning experience to the
foreign. I perceive it as a balanced mixture between the more theoretical
practices of Slovenian secondary and higher education and the accelerated
practical application of the British school system that enriched my educa-
tional experience and made me see the subject matter more holistically, but
the biggest challenge was to practice a healthy interlacing of both poles. This
is exactly the answer to how these two systems differ and what they lack.

Over the last decade, Slovenian animation has been growing slowly
but steadily, despite a small domestic market and modest investments.

It still faces many challenges, often depending on external factors and
systemic solutions at the national level (Sturm, 2022). Slovenia has some
outstanding animators and relatively successful companies creating 3D
animation in the form of short films, series, or computer games (Dolenc,
Mav, Kastelic, Leskovsek, Outfit 7, Invida, Triternion, etc.). These tal-
ented individuals have mostly gained their knowledge through independ-
ent online training or studying abroad, and often also gained experience
by working on foreign productions. (Sturm, 2022).

The growth of the industry has also been helped by the increase in
animation teaching at higher education institutions (NTF, Academy of
Arts Nova Gorica, ALUO, Academia Maribor, IAM, etc.), and consequent-
ly by the influx of fresh animators and student production. Some of the
creators and producers are actively involved in higher education pro-
grammes, co-designing them and lecturing at them. Since 2019, DSAF has
been awarding prizes for student projects, a practice that was upgraded in
2020 with the Business Incubator project, which provides selected student
projects with mentoring support in various professional fields (screen-
writing, animation, art conceptualization, sound, editing, etc.) (Sturm,
2022). The Slovenian Animated Film Association also contributes to the
professional discourse among filmmakers and encourages the production
of quality pedagogical materials in the field of animation.

As a member of the National Examination Board for Media and
Graphic Technology at the National Examination Centre (RIC), I am
responsible for the preparation of appropriate assignments in the field
of animation, audio-video production, and photography for the final
external exams (A-level) of all final year students of the Media Technician
secondary vocational education in Slovenia. When composing assign-
ments, committee members follow the higher taxonomic levels and many
other educational guidelines. In order to meet the needs for higher profes-
sional competence and consistency of lecturers across Slovenia in all the
above-mentioned fields, we have organised several study workshops in
the past years, where we agreed on terminology, definitions, appropriate
literature, content and the scope of the teaching materials. In an effort to
unify national terminology and teaching materials for animation, a few
selected lecturers (M. Gustin, K. Saksida, T. Leder and A. Tolar Tomsic)
have been working for two years with the National Centre for Vocational
Education (CPI) and the Slovenian Association of Animators. We have
been working on the professional translation of a new textbook for sec-
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ondary and higher vocational education, The Animator’s Secrets (Julia
Peguet, 2021), and we have undertaken the first nationwide dictionary of
animation, where for the first time we have formulated and defined some
of the professional animator’s terms and definitions.

3. Examples of Good Practice

in Introducing 3D Animation

in Slovenian Education

In the lecture The Teacher of Practical Subjects and the Digital World

(as part of the training courses for art lecturers, organized by Slovenian
Institute of Education in 2020), I presented a set of specific creative skills
that we (teachers of practical subjects) are purposefully developing with
media students, and which are the basis for their further professional
development. Most students leave their primary education (at the age

of 15 in Slovenia) with very limited understanding of spatial perception.
With appropriate mentoring, secondary media students can have their
first encounter with three-dimensional designs already in the first year
of their studies, this being implemented through conduction of appropri-
ate exercises in spatial representation in the otherwise limited number
of art lessons. Such exercises reinforce the individual’s awareness of
three-dimensional space (although, after all, painted images are always
flat/two-dimensional) and form the basis for further, digital education
in the field of computer graphics (e. g. 3D animation). These are in fact
simple drawing exercises, where visual objects are deconstructed into
basic (primitive) geometric solids, which serve as a tool for understand-
ing of visual material (this coincides with Cezanne’s idea: “Treat nature
by means of the cylinder, the sphere, the cone, everything brought into
proper perspective ...” Cezanne, Letter to E. Bernard, 1904). The logic of
such gradual construction “from the whole to the details” encourages stu-

Fig.1,2 &3

An example of a
drawing exercise using
spatial segmentation
of selected models
(objects) into primitive
geometric solids. (A.
Tolar Tomsi¢, EGSS
Radovljica, 2022).
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Fig.4 &5

Analysis and
understanding of
the illumination of
objects, the effect of
different lights. (A.
Tolar Tomsi¢, EGSS
Radovljica, 2022).

Fig. 6

The study of four-point
lighting performed in
Autodesk Maya 2023.
(A.T. Tomsic¢, 2023.)
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dents to observe the deeper (invisible) structures of any given object, be it
rigid technical device with artificial geometrical structure or more difficult
to comprehend naturally constructed object with organic structures. It is
this knowledge that later facilitates students’ understanding of the basics
of 3D modelling and other processes in the creation of 3D animation,
which are implemented in the higher (senior) years of their secondary
media education.

The shading exercises encourage students to think about the specific
placement of the light sources and their effect on the portraying subject.
Students later apply a similar logic in practical situations when they learn
three- or four-point studio lighting in product or portrait photography, which
is very similar to the process of digital lighting of 3D scenes. Virtual lights
have similar properties and settings to real lights in a photographic studio.

In secondary schools with a media programme, we train various 3D
animation programs, mostly Maya and Bledner, which are also industry
standards, so talented individuals can, with a little extra effort, quickly
establish their own professional path in the given field (entertainment and
advertising industry, computer games, industrial modelling, etc.) In re-
cent years, the number of faculties that have been carrying out independ-
ent studies in animation has been growing, and quite a few of them are al-
ready including 3D modelling and animation in their courses (e.g., Faculty
of Computer Science and Informatics in Ljubljana, Faculty of Information
Studies in Novo mesto, Academia Maribor, etc.). In secondary schools,
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we have also started to use new technologies - 3D scanners, printers, as
well as virtual technology (e.g., at EGSS Radovljica, we are using a virtual
bicycle riding tours and action dance games as part of physical education.
At the moment we are creating 3D virtual experience for Local Cultural
and Tourist Association). We look forward to integrating new technologi-
cal developments into our educational efforts.

New technologies allow students to not only stay with simple 2D
visualisations of their products (hand drawings), but can build them in a
3D virtual space, which enables the user to have a better spatial represen-
tation and predetermine parameters such as texture, lighting, and move-
ment. The 3D printing service adds value to students work by reviving
their prototype products in reality - in tangible 3D form.

For animation students at all educational levels, it is important to
gain concrete skills and to experience the possibilities offered by modern
technology already during their schooling, which is why we strive to imple-
ment and integrate theoretical knowledge in practice. Simulating tasks and
work groups that are similar to those in real companies encourages students
to work together in teams, to better organize and plan their projects and,
ultimately, to produce products of higher quality. The pictures below show
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Fig.7&8

Open Days promotion
projects: virtual cycling
and 3D interactive
tours. (P. Zorko, EGSS
Radovljica, 2019/22).

Fig.9,10,11& 12

A project of designing
a simple chair (senior
year Media Technician
students), its 3D model,
interactive experience
and finally also printed
version. (A. T. Tom§ié,
EGSS, 2022).
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Fig.13

Team project of senior
year (A-level) students
of 2021/22 - 3D flyover
visualisation with Au-
todesk Maya.Source:
A.T. Tomsic, EGSS

Radovljica, 2022.

Fig.14 & 15

Vid Hribar, textured
and animated drone
prototype model
(Blender), project for
the vocational bac-
calaureate (matura
exam) 2022. Source:
A.T. Tomsic, EGSS
Radovljica, 2022.
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some of the successful tasks carried out in our school in the Media Techni-
cian programme, both as part of regular lessons and as part of the vocation-
al baccalaureate (matura exam) project, which allows selected individuals
to study a chosen animation technique in depth in relation to a specific task.

4. Analysis of the Survey on the

Presence and Effectiveness of

3D Animation in Slovenian

(Secondary Vocational) Education

A short-term online survey (https://1ka.arnes.si/a/3405484d) was devel-
oped to collect data on students’ opinions on the presence and effective-
ness of 3D animation in Slovenian education. The survey consisted of a
combination of 31 questions, some of which were multiple-choice and
those that needed further clarification were open-ended. To ensure the
validity and reliability of the survey, a representative sample of education-
al institutions in Slovenia was selected, but unfortunately not all of them
responded to the call, so (still a relatively large sample) it includes only
two secondary schools with the same programme, but in different regions
and different environments (one urban, the other rural). The survey was
conducted electronically using the online survey platform 1KA (Arnes).
Educational institutions were contacted by email and provided with a link
to the survey. The data collection period lasted one week. Quantitative
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and qualitative data analysis techniques were used to analyse the survey
responses. Descriptive statistics including frequencies, percentages,
means and standard deviations were used to summarise and interpret
the quantitative data. Open-ended responses were subjected to thematic
analysis to identify common themes, opinions and recommendations.

The questionnaire was designed to capture information on the
popularity and use of 3D animation content and learning materials, the
adequacy of the integration of 3D animation in the curriculum, the appro-
priateness of the delivery of the animation module, the comparability of
the education with industry standards, the effectiveness of the education
and the desire for further training and employment in this field.

Survey was conducted in August 2022 among 135 students of different
years (of study at the Radovljica School of Economics and Media and the
School Centre Celje (Media Technician secondary school vocational pro-
gramme), it generally showed an increased interest in usage and produc-
tion of 3D animation.

Comment on the survey results:

1. 41% of participants were 3" grade students, which means they have
one more year to finish secondary school and decide whether to go
on to further education or employment, and at this stage they are not
sure what they will choose to study/work.

2. As many as half of all respondents believe that animation is widely
used in their daily lives, and 76% believe that the use of animation (for
commercials, films, games, etc.) is increasing.

3. A third of the students surveyed (36%) most often encounter ani-
mated content when watching animated films and series or playing
computer games (27%) and in commercials (27%). In their younger
years, they tended to prefer 2D series to 3D. Those who preferred 3D
animation mainly attributed this to the fact that they found it more
realistic, easier to empathize with, and therefore more interesting
to watch. I think this is still one of the main reasons for the use of 3D
animation in general.

4. More than half of the students surveyed believe that the use or sales of
3D animation increased during the isolation of covid-19. Indeed, the
increased demand for 3D animated content is evidenced by the rapid
growth in subscriptions and profitability of computer game companies
(www.reserach ...).

5. Asmany as a quarter of the students surveyed play computer games regu-
larly, 20% occasionally and the rest rarely or never. Only 16% play educa-
tional games (mostly Minecraft, Sudoku, Tetris and language games...).

6. As many as 42% of those who play computer games prefer 3D games,
the most popular being Sims, League of Legends, Assassin’s Creed,
Grand Theft Auto, action shooting and simulation games. Most
students therefore play games for relaxation. Unfortunately, this often
results in academic procrastination (postponing assignments) and
consequently lower performance.

7. Most of the respondents feel that it would make sense to use computer
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10.

11.

12.

13.

games, such as Minecraft Education, or any other simple 3D tool/pro-
gram to explain certain school subjects. When asked which technique
of animation they think shows a subject in the most comprehensible
way (e.g. how hearing works or a physics problem), the majority of
respondents think 3D computer animation (47%). A third of the stu-
dents surveyed think that a 3D virtual representation (simulation) of a
subject would enable them to understand it better.

. When asked in which general education subject 3D animation would

most contribute to a better presentation and understanding of the
learning material, most of them chose biology and physics (20%),
slightly less chemistry and mathematics, and languages the least.
When asked at which level of schooling 3D animated learning materi-
als would most contribute to a better understanding of the learning
materials, most of them are of the opinion that it would be equally
important at all levels, depending on the quality of the animation.

. The majority of students believe that 3D animation skills are more cost-

effective and that the earnings in this field are therefore higher than in
other media production industries (e. g. print design, videography).
Most students also responded that they feel there are currently not
enough opportunities for education in the field of animation in general
in Slovenia, and 56% of respondents are looking forward to being able
to receive more and better domestic education in the future in the field
of 3D animation, virtual simulation, 3D product design and printing, etc.
A quarter of all students surveyed had already tried to create 3D ani-
mation themselves (before receiving training/lectures), but surpris-
ingly a very small percentage of these students actually want to pursue
further education in 3D animation. The majority of those interested in
studying and producing 3D animation would choose Blender over oth-
er available 3D software (Maya, Cinema 4D, etc.), probably because it
offers competitive professional results despite its open-source nature
and free license. The cost of subscriptions to professional software,
such as Autodesk Maya, is increasing significantly each year and not
many young professionals are able to purchase it.

The majority of respondents thought that professional 3D animation
production in Slovenia was insufficient, but only 13 respondents were
actually able to state a name of a local 3D animation producer/com-
pany. Among the companies mentioned, most of them knew Invida
(Muri the Cat), Outfit 7 (Talking Tom) and our most successful 3D
computer game to date, Triternion.

As mentioned above, despite the encouraging results of the survey in fa-
vor of the use of 3D animation, only 18 final year students answered that
they intend to enroll in a faculty that teaches animation (independently
or as a subject), two of them wrote that they intend to study animation
at the Academy of Arts in Nova Gorica, one at the Academy of Fine Arts
and Design in Ljubljana (Department of Animation and New Media),
and one at the Media Production course at Academia Maribor.
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Conslusions

The survey shows that today’s secondary school students generally have
a poor understanding of their interests and the educational and employ-
ment opportunities available to them. However, there is a growing inter-
est in 3D animation among vocational education students in Slovenia.
Practical project work and links with industry are essential for authentic
learning experiences. Despite the small 3D animation market in Slovenia,
there is a significant shortage of qualified professionals. To address this,
companies are advocating for more courses in this field and better links
between education and industry. The survey on 3D animation in Sloveni-
an education highlights the need for more educational opportunities and
career paths in this field. Rapid technological development poses a chal-
lenge for vocational education, but specialised schools and tailor-made
training courses have emerged to address this problem. Cooperation
between schools and animation studios helps to bridge the gap between
education and industry requirements. Animation is also being integrated
into institutions working in related fields, such as video games and soft-
ware/application development, providing students with a variety of career
options. Improving employability includes the use of English as a medium
of instruction, promoting cooperation between European schools and
expanding networking opportunities for animation students.
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Abstract

Keywords
This paper investigates the unique relationship between perspective, time,  Miniature, stop mation,
motion, haze, light and the camera when shooting miniatures for stop animation, scale,
motion and visual effects (VFX). Through the documentation of a crea- haze, motion control,
tive practice research project, the author provides insights into the many perspective.

challenges, considerations and discoveries when shooting a miniature
cityscape using motion control, miniature lighting, perspective, haze and
long exposure photography. The paper examines each one of these factors
as they relate to the project and the field of practice. Informed by research
and analysis of several historical examples where miniatures have been
used for well-known scenes from films such as The Lord of the Rings
(2001)(1), Bladerunner (1982)(2) and Alien (1979)(3). Through a combina-
tion of traditional research and practice-based experiments, the paper
shares many insights into the motion control photography of cinematic
miniatures. The project examines and reflects on capturing a miniature
cityscape scene for the author’s stop motion film, currently in production,
titled Beyond Earth. The relationship between scale, light and time offer
unique insights for other researchers and practitioners when working with
miniatures.

1. Introduction

This paper tracks a creative practice research project that required build-
ing and filming a miniature city for a stop motion film titled Beyond Earth.
The story follows a female astronaut who journeys to a new planet to find
anew home for humankind. The opening scene required a vast estab-
lishing shot of a post-apocalyptic city, showcasing Earth’s demise due to
climate change. It was decided to create a large, detailed miniature for the
shot using a variety of techniques including 3D printing, laser cutting and
traditional mould making practices. These were with the help of fellow
staff members Dominic Lindus and Chris Wedlock. One of the biggest
challenges was to light and photograph the miniature in the studio, which
required several material considerations and a rigorous and comprehen-
sive dive into both traditional and contemporary practices of working
with miniatures, providing many valuable insights that move between
not only technical but philosophical inquiry. These technical explorations

1 University of Newcastle, School of Humanities, Creative Industries and Social Sciences Newcastle,
Australia
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uncovered many intriguing insights related to capturing objects at scale,
particularly with the use of haze and its relationship to light, motion and
time. The paper breaks these material and conceptual elements into five
sections: Perspective, Long Exposure & Motion Control, Haze, Miniature
Light and finally Miniature Cameras. These categories represent practi-
cal considerations when working with miniatures in the studio but also
open the door to a philosophical question about materiality as it relates
to working and perceiving objects and phenomena at small scales. The
conclusion demonstrates how these five elements are inextricably linked
to one another as their entanglements open further considerations for the
researcher and practitioner.

2. Perspective

The miniature was created with diminished perspective, resulting in the
buildings decreasing in scale the further they are from the camera. This
gives the illusion that the landscape is far greater while using less studio
space. The models were constructed with this technique in mind and were
tested by looking through the camera’s field of view during construction.
This mixing of scales is common in stop motion animation and live action
miniature visual effects (VFX) work.

Alandscape painter knows to add less detail and texture to the deep
background of a painting, the pale blue hills, or the distant skyscrap-
ers. These techniques offer cues for our visual system. Objects with less
detail and texture we perceive to be further away, a kind of shortcut for
understanding depth in the real world. Our eyes perceive a lack of texture
gradient to mean objects are far away. For example, as mountains recede
into the distance they have less noticeable texture(4).

This cue is used in filmmaking, with objects that are further away from
the camera requiring less detail. For miniatures in the background the same
‘rule’ applies, in that objects further away should be less detailed and lighter
in colour. kit models are designed for model making enthusiasts and have
an enormous amount of detail, however these models can be too detailed
for background miniatures in a diminished perspective mixed scale scene
(5)- This was a phenomenon I did not consider when first constructing the
city scene, wherein the background buildings were very detailed with many
3D printed embellishments. As Raymond Fielding states, ‘In real life, full-
size objects which are located at progressively greater and greater distances
from the viewer are perceived as being less and less finely detailed, this
decrease in perceived detail being a function of our eye’s limitations’(5).

When I started creating the city, [ was not aware of this ‘rule’, and so
the 3D printed buildings in the background have just as much detail as the
foreground. 3D printing afforded the ability to simply scale down back-
ground models and print them out in high fidelity and therefore continue
the level of detail. After looking at behind the scenes images of Alien 3
(1992)(6), I soon realised that the furthest background models were 2D
cut-outs with block colours. Working with one of my students Natasha
Heckenberg, I created simple laser cut building shapes to add to the deep
background of the city that could be lit from behind to create a rim light
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distant glow effect. The relationship between miniatures and detail is not
one of rationality. A miniature with a lack of detail can easily break the
illusion of the scale as our eyes expects a certain level of detail in full scale
objects, however too much detail can be a problem over forced perspec-
tive due to the limitation of our vision in the real world over distance.

3. Long Exposure

and Motion Control

In the case of motion control, an audience is witnessing multiple time-
lines condensed into one moment in the final sequence. It is also likely
that these passes will be shot at different exposure lengths - any sense

of ‘real time’ is ruptured as the different exposure times meld together
into one sequence. A ‘beauty pass’ usually uses long exposures to capture
very subtle light like the rim lighting of a model or the scale windows of
a spaceship. This could be composited with passes that were shot with
shorter exposure times. Not only is the audience seeing multiple expo-
sures, but also multiple timelines and different exposure times mixed
together. When all these passes are married into a single shot the concept
of ‘real time’ is completely abstracted.

The viewer will experience a miniature scene as one continuous
‘real time’ shot over a specific duration, however a miniature will often be
captured through a process of long exposure photographed using motion
control, and a finished shot may also be a combination of a number of
sequential shots that have been merged in compositing. In this respect,
live action miniature sequences are closer to animation.

Miniature cinematography is commonly shot with motion control
cameras that utilise long exposure photography. This makes it possible
for long shutter speeds, not possible in live action film, to be exposed one
frame at a time. As the camera and subject is static at the time of taking
the frame, this affords an exposure at smallest aperture; for example, at
F22 resulting in the deepest depth of field. A deep depth of field is crucial
in miniature photography to sell the illusion of scale. A shot with the dura-
tion of four seconds, for instance, can be captured one frame at a time
over the course of many hours on the motion control stage. The motion
control system also affords the filmmaker the ability to shoot multiple
passes, repeating the camera movement with different exposures and
lighting setups. These passes can then be composited together in post-
production to form one shot created from multiple exposures.

Motion control cameras are often used to match live action plates,
shot in real time, with miniature sequences shot frame-by-frame over
hours. These different time scales can be married up seamlessly during
compositing in part due to the mathematics of the motion control system,
and thanks to clever alignment and planning by the filmmakers.

For my film I shot multiple long exposure sequences of the city with
different lighting setups that I could composit together in Adobe After
Effects. I shot a ‘beauty’ pass with only the internal city lights, a ‘fog’ pass
with haze and a ‘world’ light pass with studio key and fill lighting. In post-
production I was able to dial in the amount of information coming from
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each pass in the scene. This affords greater latitude for not only colour
grading but also to capture the most dynamic shots possible. Subtleties
in the miniature city lighting can be brought out in the mix and are not
washed out by the stronger studio lighting.

4. Haze
The phenomenon of seeing less detail in the background is not purely about
distance alone, there is also the visual effect of looking through an atmos-
phere, a body of air and water vapour that washes out and obscures our
vision of objects in the distance: between the viewer and the distant hillsis a
volume of atmosphere. To emulate this effect in miniature and to compen-
sate for the short physical distance in a miniature set between foreground
and background, filmmakers not only reduce detail but also use haze and
smoke to increase the volumetric atmosphere relative to the scale.

In The Lord of the Rings (2001)(1), haze was used for the miniature
Rivendell shots to create a scaled atmosphere and add a painterly quality
to the scene. Miniatures cinematographer Chuck Schuman was influenced
by American painter Maxfield Parrish in creating the romanticised lighting
and atmospheres for the Rivendell scene. To create these atmospheric im-
pressions Schuman used a range of different smoke and haze products.

‘Add a little smoke and it dissipates the light and creates an impression
of great depth; the miniature set isn’t more than twelve feet deep, but
smoke takes on so many layers that the buildings appear to reach away
into the distance for half a mile or more.’(7)

Smoke has several material qualities that interact with light and emulate
full scale atmospheric lighting. Smoke or haze diffuses the light and helps ob-
scure the scale of light as well as creating depth through added atmosphere.

When I first experimented with using a smoke machine with minia-
tures, I noticed an enormous difference in the perceived scale and cin-
ematic look of the miniatures: buildings just one metre from the camera
looked like they were a great distance away. Shooting quick videos on my
iPhone produced very cinematic results once smoke and haze were intro-
duced to the set. An unexpected phenomenon happened, where the lights
from the buildings produced glorious and dramatic thin beams through
the haze. Tiny holes I had drilled in one of the models created dozens of
pin hole light beams that shot off in multiple directions. Playing with a
single bright LED, I discovered it appeared like a search light streaking
through the sky as it produced a clear thick light beam though the smoke.
Distant buildings looked like they were enveloped in smog with a haziness
seen only seen when looking to the horizon in cities like Los Angeles or
Mexico City. The diffusion of light bouncing off the smoke washes out
details and gives the horizon a glary obscurity.

Smoke and haze can be emulated in post-production using several
different software tools. I tried tracking a smoke asset onto one of the test
shots of the city, and what it lacked was the interaction with the lights -
what in practical effects is a delicate dance between obscuring the light too
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much and creating voluminous beams. The diffusion of light affects the
entire set: bringing up the ambient fill light and replicating the atmospher-
ics of natural light. The light also bounces off the haze and is reflected onto
the miniatures to give it a diffused fill. Late one night while driving on the
freeway through a low fog, I noticed how the large roadside lights inter-
acted with the fog and created a glow and amplification as they beamed up
into the night sky. This blooming characteristic was something I wanted to
emulate on the miniature set. It gave a sense of drama and majesty similar
to the spaceships in Close Encounters of the Third Kind (1977)(8).

The haze became a crucial element I was determined to include in
the shots; however, it presented a problem when shooting incrementally
in long exposures in that it does not stay still during the exposures and
photographing the haze incrementally results in a jumpy movement.

This has been a problem for many filmmakers shooting miniatures.
During the miniature photography of Rivendell in Lord of the Rings (2001)
(1), the crew found it difficult to keep a consistency in the fog over the time
the miniature needed to be photographed. This is where the different time
scales clash and present a visible rupture in the illusion. An atmospheric
measuring device was created by miniature motion control specialist
Chris Davidson to keep the smoke consistent. The device nicknamed the
‘Smoke Sniffer’ used an infra-red beam to detect and regulate the haze.
This was also a problem for Doug Trumbull on Bladerunner (1982)(2).

As Ridley Scott explains in his conversation with Doug Trumbull on the
Bladerunner Commentary track:

Doug Trumbull said - the problem is if I am doing one frame every five
seconds for the five second exposure or if T have smoke in there that
smoke’s going to be moving so we will have flutter in other words the
image - all that smoke is going to move and it’s going to be terrible so
we've got to find a way of seamlessly filling a space with smoke that
never changes over a shot that might last for 17 hours.(9)

Ridley Scott describes the smoke as ‘flutter’ whereby it does not look con-
sistent across the long exposures. Smoke is an element that can give away
the mismatch between these different time scales as it is never static.

Trumbull invented a system of connected smoke detectors that
triggered a system of fans that could move the smoke around. When the
smoke detectors sensed the smoke was low, they would trigger linked fans
to blow more smoke into the field of view.

With the help of Chris Wedlock we shot some motion control test
sequences of the city miniature using the Chauvet 1D hazer machine
in my studio. The shots were captured with a Canon §D Mk4 at one
second exposures with an aperture of F22 and an ISO of 1650. The results
revealed the flutter Ridley Scott described. In the next tests we tried mov-
ing the haze machine away, but we still captured flutter. It looked like a
blizzard of fast-moving snow rather than a haze. We then tried increasing
the amount of haze, sealing up the studio and shooting longer four second
exposures, hoping this would even out the movement of the haze and
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result in an averaging of the density of smoke across the longer exposure.
There was reduced flutter, however, the fluttering of the haze was still
noticeable, and it was impossible to keep the density consistent from
frame to frame.

Next, we installed the miniature in the professional studio at the
university and sealed the room shut off the air conditioning. From previ-
ous tests we discovered that we needed to use a large amount of haze for
the small scale of the miniatures. The largest models were only 1:87 scale,
which is very small and therefore we needed very dense haze to match
the scale. The haze was so dense we could not see more than two meters
in front of us at which point we could only see the miniature through the
camera feed studio monitor. We set up five haze machines and a system
large industrial fan. To prevent haze moving across the set, we allowed
the haze to mix in a curtained off-stage area of the studio we designated
‘the mixing station’, we would then let it naturally settle across the studio
before starting the shot. We discovered even in a sealed room, the haze
naturally dissipates and we needed to regularly pump more haze into the
studio to keep up the density. For this we timed the haze machines to go
off every two minutes for three second bursts within the mixing station.

While we did reduce the amount of flutter it was impossible to reduce
it completely with models of such small scale. Large big budget film
productions can build miniatures at larger scales such as 1:12 and shoot
on large studio stages. The haze flutter phenomenon was further exag-
gerated by the smaller scales which revealed that haze itself' has a scale
particularly in relation to light.

Fig.1Behind the
scenes image of myself
and Chris Wedlock
testing the motion
control system in dense
haze. Photo credit
Liane Audrins.

5. Miniature Light

Some miniature action sequences can be photographed outside in ‘real’
natural sunlight. Using natural light is very effective for shooting minia-
tures as a scale model under natural light will look exactly the same as
the same object in full scale. Unlike water and fire, sunlight does not have
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a discernible scale, at least not one that we can see with the naked eye.
The way sunlight reflects off a miniature texture will look the same as its
full-scale counterpart, as long as the texture itselfis of a convincing scale.
For this reason, many miniature action shots are photographed outside in
studio backlots with either large green screen backdrops or lined up with
an uninterrupted horizon view on top of a building or hill. Stop motion
and live action VFX miniature shots that need motion control with long
exposure, however, need to be photographed inside under artificial studio
lighting for consistency and to avoid flicker as natural light changes over
time. Though live action scenes shot on sound stages are also filmed

in artificial light, miniatures present different challenges when filmed
under artificial light. To achieve the depth of field required, miniatures
often need to be filmed under very bright, and up to recently, hot studio
lighting, which can cause delicate miniatures to warp and melt under the
intense heat. To achieve a strong key light that emulates the sun, the light
source needs to be very bright and at a large distance from the model.
Distance and intensity of the key light is crucial when trying to simulate
natural sunlight. If the key light is too close it will appear too large relative
to the model, too dim and the light’s fall off is diffused or weak. Achieving
the right amount and diffusion of fill light is also difficult, because fill light
is often bounced back onto the miniature from a stronger light source to
simulate the ambient atmospheric natural light that is present during day-
time. Many science fiction films including 2001: A Space Odyssey (1968)
(10), Star Wars (1977)(11) and Alien (1979)(3) have strived to emulate the
lighting in outer space by closely examining NASA photographs and foot-
age. Outside of the Earth’s atmosphere the ratio between fill and key light
is completely different: without the atmospheric ambient light there is no
fill light, resulting in hard, near-black shadows on a spaceship. Therefore
filmmakers have had to take creative licence and add fill light for audi-
ences to believe they are looking at real objects - as we are not familiar
with looking at objects outside of the Earth’s Atmosphere.

These complexities are true for full-scale live action studio lighting,
and achieving the scale of light on a miniature set becomes very difficult.
The beam and bounce of the light needs to be at a scale relative to the
model. Small light heads with precision lenses like the Dedolight have
been used for lighting miniatures as they can achieve a narrow-focused
beam and be dimmed without being diffused or moved further back.

Lighting a night scene offers more forgiveness as the light can come
from several different sources and angles. A night city scene, as I am
creating in my film, can have a number of different ‘kickers and back-
lights’(s) that break up the shapes into a number of different patterns. Rim
lighting has been used behind my laser cut 2D city background to create
a distant glow and to separate it from the black background. Backlighting
and cross-lighting help create depth and highlight small details(s).

One way around these challenges is to include miniature lighting with-
in the models themselves. The model makers on Star Wars (1977)(11) placed
tiny fibre optics inside the spaceships to emulate light from thousands of
windows. This is known by cinematographers as practical lighting or ‘prac
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Fig. 2 Still image of the
miniature city lighting.
This image was taken
with a long exposure
to test the miniature
lighting. The buildings
contain LED strips
diffused with paper

in the windows. Also
visible are the single
LEDs with the 3D
printed miniature light
snoots. With the use of
haze, narrow beams of
light are seen cutting
through the sky.
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light’; light that is part of the diegesis of the shot. Using miniature lighting
results in miniature light beams, reflections, and a relative brightness to the
scale of the model. Internal lights in buildings have been used as far back as
Metropolis (1927)(12) and Just Imagine (1930)(13) to create an impression of a
city skyline. The combined use of miniature lighting and haze was used for
the spacecraft in Close Encounters of the Third Kind (1977)(8) to give the ship
a sense of complexity and ambiguity as it emerged from the dark clouds.

Practical lighting was used to illuminate my city scene and create
the complexity and scale in the lighting design. These included internal
building lights for the windows, miniature work lights and search lights.
For the city model we used a combination of LED strip lights and diffu-
sion and single LEDs. The Lighting Engineer, Alec Skinner, designed a
system of printed circuit boards (PCBs) that were placed under the city
and were capable of providing different voltages to different lighting
systems. The PCBs could also be individually controlled via a switchboard
to allow more granular control for shooting in the studio. As the miniature
needed to be transportable and modular, a 12-volt electrical power system
powered by interconnecting PCBs ran underneath, allowing single build-
ings to be placed anywhere on the layout and swapped around if needed.
For the more complete solid buildings we placed the strip lights and
wrapped the internal walls in diffusion to illuminate the windows. As we
didn’t want all the windows to be lit up, we blocked out specific windows
from the inside with black tape in an uneven pattern to help break up the
uniform nature of the buildings, making the light look more random, spo-
radic and therefore more realistic. For the industrial buildings and for the
more skeletal broken-down buildings without internals, we used single
LEDs that emulated spotlights or what we nicknamed ‘point lights’. These
were extremely bright LEDs that, when illuminated through haze, created
miniature light beams. To help control the beams and direct the light in
one focused direction, we designed and 3D-printed miniaturised snoots.
Chris Wedlock designed a variety of snoots ranging from wide to narrow
so we could choose what kind of beam we wanted on different buildings.
Wedlock created a diffused cap where we didn’t want a beam but a glow-
ing point of diffused light. In a further iteration of the snoot, we used tiny
7mm lenses that Wedlock housed within the 3D printed snoots to further
narrow and scale the beam.

These tiny light beams worked well with the scale of the buildings
and were made more prominent and dramatic with the increased density
of the haze. These small
beams, however, did reveal
concentrated points of haze
flutter. A large light beam
does not show this level of
flutter in the haze, as I dis-
covered, haze has a scale of
particles that form noticeable
whisps when miniaturized.
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6. Miniature Cameras

Parallel to the timeline of miniatures in VFX and stop motion has been

the miniaturisation of technology in general. The paradox is that cinema
cameras were once too large and cumbersome to take out on location and
much of early cinema needed to be captured within a controlled studio
environment. Some of the first examples of miniatures in cinema where
naval re-enactments shot in studio backlot tanks, with large sets being built
inside large sound stages or studio backlots. Georges Mélies had glass ceil-
ing studios to take advantage of sunlight within a controlled environment.
The epics of the Golden Hollywood Age like Ben-Hur (1959)(14) were some
of the first examples of miniatures used in the big studio Hollywood model
due to the complexity and logistics of shooting on location. It was the large
scale of early cameras that were partly responsible for the rise of the filmic
miniature. With the added complexity of motion control rigs, periscopic
mirror attachments needed to be attached to cameras filming miniatures so
that they could achieve closer shots without knocking into the miniatures
themselves. Movie cameras were too large for miniature tracking shots
across the top of a spaceship or along the battements and towers of a castle.
Mirror techniques were often used to achieve the close angles.

With the advent of digital cinema, the sheer physicality of the camera
changed - it no longer needed to incorporate large magazines of physical
celluloid film, and so digital cameras could be miniaturised. The stop motion
feature Corpse Bride (2005)(15) used DSLR digital still cameras to capture
frames, resulting in the use of smaller cheaper cameras that could get in closer
to the action on a miniature set. On my earlier film Journey to the Centre of the
Mind (2010), I found that I could remove the camera from the tripod com-
pletely and place it in the set with the character. This meant I could achieve
more intimate shots from lower more dramatic and dynamic camera angles.

The filmic miniature came about due to the large size of the cinema
camera, however, now that cameras have become miniaturised we have
anew perspective of small worlds available to us. A probe lens passing
through a lawn makes the blades of grass feel gigantic - like scenes from
Honey I Shrunk the Kids (1989)(16). The new periscopic probe lens from
Laowa allows minimum focal lengths and depth of field to get really close
to small objects. The periscope function allows you to move it through a
body of liquid and explore tiny worlds.

Once I had wrapped shooting the city miniature, I decided to set up
a side experiment and capture the city in 360 degrees with the Zcam 360
camera. This was an opportunity to capture an immersive view of the
set from all angles and get the camera in closer. Many of the very small
details were lost in the principle shooting of the miniature because the
camera needed to be further back from the set. The Zcam 360 is small
and compact allowing it to get right up close to the models. We ran the
camera through the scene on the motion control track. With the extreme
wide angle and field of view, the camera could focus at a shorter distance
and resulted in a far more immersive and up close view of the miniature
environment. Many of the details in the water and detritus revealed them-
selves through the close-up shots. This shifts the perspective again as the
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viewer can view the 360 video with a virtual reality headset and ‘shrink’
into the scene. In this respect the viewer is miniaturised.

Fig. 3 Still captured
from the Zcam 360
camera. The size of
the camera and wide-
angle lens allows it

to be much closer to
the subject and pick
up many of the small
details missed in the
principal shooting. The
360 view allows the
viewer to be immersed

in the miniature.

7. Conclusion

The construction and motion control photography of the city uncovered
many fascinating insights into working with miniatures. When working at
small scales, the phenomena of perspective, motion, time, atmosphere,
light and camera size all play a crucial role. Not only do these elements play
a part in the overall illusion of scale on screen, but the interplay between
these elements is more complex and entangled than first thought. All

these elements are linked to one another and all form part of what we see
and experience in the material world. The results are not always obvious,
lack of detail in a miniature can break the illusion of scale, too much detail
in the distance can do the same. There is no ‘real’ time in stop motion
animation and long exposure photography, the audience is experiencing a
compression of time, not only in duration but a consolidation of different
‘times’ across separate and discrete motion control passes. Haze emulates
atmosphere and distance but cannot be controlled, it moves in its own time
and our attempts to capture it result in a flutter. Haze has a scale all its own
as it interacts with miniature light. Light does not have a scale that we can
perceive but the light source must be bright enough (while small enough)
and the shutter speed long enough to expose the model with a deep depth
of field. Filmic miniatures were borne out of the necessity to capture large
environments on film when the camera was too big to take out of the studio.
Now cameras have themselves been miniaturised and can be placed inside
miniatures; this in turn miniaturises the viewer.

This creative practice research project demonstrates the material
interplay between all of these elements when working with miniatures
and can be applied to the cinematic field more broadly and how we, as
humans, perceive the world around us.
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Abstract

Surrealism is a genre of art that has its roots in the early days, from the
early days of poetry, through painting, to film and animation. It is the idea
of looking at the human subconscious and focusing on the inner thoughts
of the human being to get inspiration for creation. From the beginning of
the Surrealist movement came Surrealist cinema, which emerged to carry
the universal artistic rules and main ideas of Surrealist art. The artistic
characteristics of animation as a part of film and television also make it the
perfect vehicle for Surrealism. With the rapid development of animation
art, audiences are not only satisfied with the visual experience that anima-
tion films present to them but also pay more attention to the more profound
expression of the human heart in animation art, so Surrealist animation can
easily resonate with audiences [1]. This paper aims to explore the expres-
sion of Surrealist animation and analyse its characteristics from the per-
spective of the theoretical foundation of Surrealist art. The paper examines
the subconscious, dream world, and space-time relationship in Surrealist
animation. Furthermore, it also analyses the successful use of the Surrealist
style in animation through several representative films, explores its unique
time-space transformation and narrative structure, and further explores the
development and artistic value of Surrealist animation.

1.1. Overview of the Surrealist

style and the context of the period

Surrealism is a contemporary form of Western art that flourished in Europe
during the period between the two World Wars and had a profound impact
on the visual arts [2]. The movement’s foundation can be traced back to
the influential work of Sigmund Freud, a renowned psychoanalyst and
physician, whose magnum opus, “The Interpretation of Dreams,” played

a significant role in the development of Surrealist art. The term “Surreal-
ism” was first introduced in Andrew Breton’s 1924 book, “The Surrealist
Manifesto,” which incorporated Freud’s well-known psychoanalytic theory
of consciousness as an essential component. This theory illuminates the
unconscious or subconscious mind’s behavioural activities from a medical
standpoint and explains the surreal elements featured in Surrealist paint-
ings and their manifestation in the real world. Consequently, this theory

1 Loughborough University, School of Design Creative Arts, Epinal Way Loughborough, United Kingdom
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clarifies the surreal aspects of Surrealist paintings to some degree and acts
as a metaphor for their existence in the real world [3][4].

The Surrealist movement emerged in the early 20th century and was
heavily influenced by Sigmund Freud’s theory of the subconscious mind
[46]. The movement aimed to transcend the limitations of logical reality
by merging the concepts of reality, human instincts, the subconscious, and
the experience of dreams. Surrealist artists sought to create works that
disregarded rational and moral constraints, using various techniques to
convey primal impulses and unleash unbridled intentions [5]. The influence
of Surrealism extends beyond painting to include photography, sculpture,
film, and the visual arts more broadly. This avant-garde movement has
had a significant and far-reaching impact on modern art, resulting in a vast
and intricate evolutionary field with various derivations [6]. The pervasive
nature of the Surrealist aesthetic is evidenced by the fact that any art, litera-
ture, or film that deviates from reality or is whimsically fantastic can be cat-
egorized as “surreal” to some degree [7]. The advancement of virtual reality
technology has allowed artists to create immersive Surrealist experiences
for audiences, further expanding the reach of Surrealist expressions. The
incorporation of new technologies into the Surrealist tradition highlights
the ongoing evolution of this artistic movement and its ability to adapt to
new forms of expression [8]. The development of virtual reality technology,
for instance, has allowed artists to create immersive Surrealist experiences
for audiences, further expanding the reach of Surrealist expressions [9].

2. Literature Review

2.1 Surrealistic Painting

In the aftermath of World War I, Europe’s economy suffered greatly, and

artists with a keen sense of perception turned to art to comment on, resist,  Fig.1Lobster Tele-

and escape from the harsh realities of the time. Rejecting human rational- phone (1938), Salvador
ity, these artists sought to blur the line between reality and dreams and Dali. Tate. Available
emphasize the value of the human unconscious and subconscious as a at: https://www.tate.
more authentic reflection of reality [10]. The resulting Surrealist paintings ~ org.uk/art/artworks/
attempted to present a visual fusion of reality and dreams, creating an dali-lobster-telephone-
artistic style that was grounded yet transcended it [11]. t03257

Salvador Dali, Joan Mird, and René
Magritte are among the most well-known
representatives of Surrealist painting, all
of whom contributed to the development
of painting during this period. Their works
often featured bizarre, fantastical juxtaposi-
tions of everyday objects and unexpected
combinations of forms, challenging viewers
to question the boundaries of the rational
world [Fig. 1]. These artists used their art
to reject the status quo and explore the
possibilities of the human imagination in
ways that were previously unimagined. They
sought to reveal the hidden truths of the hu-
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Fig. 2 Soft Construc-
tion with Boiled Beans
(Premonition of Civil
War)1936, Salvador
Dali, Philadelphia Mu-
seum of Art, Available
at: https://philamu-
seum.org/collection/

object/51315

Fig. 3 The Persistence
of Memory 1931,
Salvador Dali, Museum
of Modern Art, Avail-
able at: https://www.
moma.org/collection/

works/79018
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man psyche through their works, offering a new perspective on reality and
the world around us [12].

It can be argued that Surrealist painting has its roots but ultimately
seeks to break away from it and the rational human mind. Instead, Surreal-
ist painters draw upon the dream state and the subconscious as sources of
inspiration, emphasising the importance of mental activity beyond con-
scious awareness. As a result, Surrealist painting moves beyond traditional
representation methods and strives to create works of art that transcend
reality, both in terms of form and content [4]. Based on this concept, the
distinctive pictorial language of Surrealist painting is primarily manifested
in breaking the spatial patterns of conventional objects, dismantling their
common shapes in everyday life, and then reorganizing these fragments
into a completely new artistic image [14]. An example of Dali’s Surrealist
technique is demonstrated in his masterpiece, “Premonition of Civil War
(1936)”, Dali employs his method in the painting by contorting the massive
limbs into an outline of a map of Spain [Fig.2]. The painting is of a body
tearing itself apart and
forming a frame in which
the middle is just empti-
ness set in the backdrop of
a clouded sky, suggesting
an impending storm. This
Surrealistic approach results
from the artist’s use of Sur-
realist language to recreate
reality [29]. Though Dali in-
tended this painting to com-
ment on the horrors of the
Spanish Civil War, he did
not openly stand side with
the Republic or the fascist
regime [47]. Another nota-
ble work of Dali is “The Per-
sistence of Memory (1931)”
[Fig. 3], a concatenation of
incompatible or unrelated
dream-like objects placed in
a synthetic landscape and
used for symbolic purposes.
The painting was shown
at his first exhibition in
America (1934) and caused
an immediate sensation.

In this painting, as in many others, Dali’s photographic realism is put in the
service of a variety of ordinary objects subjected to distortions of scale and
physical consistency: the hard is made soft (the infamous melting watches),
the soft hard, the person’s profile on the ground, softened like a jellyfish
thrown up on the shore, shares the scale of the cliffs in the distance[30].
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Another representative figure is Reno Magritte, whose painting “The
Wrong Mirror 1928” depicts a patch of blue sky containing luminous white
clouds. Moreover, it is not clear where this skyscape
lies. It seems to be in several places: inside the eye
and on its surface as a reflection or as an image affixed
to the eye itself [31]. Therefore, this painting is, even
more, replacing and blurring the boundary between
“reality” and “illusion”. In this way, the Surrealist
movement extended beyond visual art to influence a
broad range of creative endeavours. The movement’s
impact on various mediums continues today, with Sur-
realist influences visible in contemporary art.

2.2 Surrealist Film Fig. 4 The False
Whether it is reality or surreal, from a visual arts perspective, a place or a Mirror (1928), Rene
space is needed to represent such a situation. Freud saw dreams as the reali- ~ Magritte, Museum of
sation of the human subconscious in the dream world, and whether applied =~ Modern Art, Avail-
to painting or animation, the dream world is undoubtedly a good bridge able at: https://www.
between reality and fantasy and its representation [21]. In his book “The moma.org/collection/
Interpretation of Dreams”, Freud introduced the concept of psychoanalysis ~ works/78938
by explaining the ‘dream state’ in a new light. Since then, many artists have
been depicting scenes from artworks about dreams, the unconscious and
the subconscious. Freud saw cinema as a cultural form in which the content
of the human mind is directly presented in the film. Freud’s psychoanalysis
delves into the realm of dreams and the subconscious and serves as an “in-
ternal mirror” of human beings [22]. Conversely, cinema acts as a “reflec-
tive mirror,” reflecting people’s realities and allowing them to expand their
horizons to the outside world. Most films present an entirely fictional story,
even if some elements are based on life, which the director often adapts for
cinematic effect and dramatic conflict. This fictional world allows individu-
als to see themselves and all beings from a different perspective, stimulat-
ing endless imagination in artistic creation.
Artists, therefore, embarked upon a new realm of creative explora-
tion, leading to the widespread expansion of the surrealist style across
various artistic domains. This movement boldly introduced dreams,
the unconscious, and the subconscious into the realms of galleries and
screens, allowing these previously intangible concepts to manifest in
tangible and visually captivating forms [20]. The audience is subjected to
visual stimulation through the portrayal of an alienating scenario and the
presence of absurdity, which simultaneously prompts a fresh interpreta-
tion of aesthetics [33]. The strangeness and absurdity of the imagery in
Surrealist visually stimulate the viewer while providing a new understand-
ing of aesthetics, representing a significant advancement in both form
and concept. Furthermore, cinema and psychoanalysis emerged almost
simultaneously. Early filmmakers utilized editing and special effects to
generate surreal imagery. A prime example of such imagery is Luis Bunuel
Portoles’ cross-collaboration with Dali, “An Andalusia Dog (1929)” and
“The Golden Age (1957)”, created in twenty centuries, which served as a
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Fig. 5 Alice in Won-
derland 2: Through

the Looking Glass
(2016), James Bobin,
Available at: https://
www.youtube.com/
results?search_query=
Alice+in+Wonderland+
2%3A+Through+the+
Looking+Glass
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prototype of Surrealist imagery. Dali contributed some shots to this film,
including cutting the eye beneath a cloud. The film lacks internal logic
and instead expresses itself through an irrational dream world, which per-
haps reflects the inner worlds of many. Surrealism has contributed various
narrative functions and forms to film.

With the advent of the digital age, animation has taken on a new
appearance. Certain commercial films exploring the realm of surrealism
have succeeded in attracting attention. One such example is the 2010
film “Inception”, where dreams and the subconscious are made visual
and closer to the audience. And another notable example is Tim Burton’s
masterpiece, “Alice in Wonderland (2010)”, which utilized numerous ani-
mated elements to create a scene that is unachievable. The sequel, “ Alice
in Wonderland 2: Through the Looking Glass (2016)” faithfully maintains
the stylistic essence of its predecessor, fostering a continued exploration
of rich imagination and audacious creativity. This cinematic endeavour
succeeds in constructing a novel and captivating world that emanates an
eerie and aesthetically striking sense of wonder [Fig. 5]. It is not arduous
to encounter a substantial community of artists who have embarked upon
portraying the realm of dreams, surrealism, and the manifestation of the
unseen, chaotic, and disordered aspects of the subconscious. This artistic
endeavour entails transposing dreams that deviate from reality into visual
representations. Surrealism, in essence, operates as a catalyst that obfus-
cates the demarcation between the dream world and reality [33].

2.3. Overview of Surrealist animation

2.3.1. The Extension of Surrealist

Painting in Animation

Dali once said “The art of animation is an extension of Surrealism” [28].
As an art form, animation possesses a remarkable capacity for expressive
storytelling and other artistic expressions [34]. Its inherent Surrealism is
derived from the animation creation process, allowing for the develop-
ment of exaggerated and distorted designs and bold and bizarre story
structures that align seamlessly with the tenets of Surrealist painting [15].
Integrating Surrealist concepts into animation art offers a broad range of
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creative opportunities and enhances the ability to express oneself artisti-
cally. A noteworthy illustration of this is exemplified by the renowned
company, Disney. Over the years, Disney has generated a substantial
body of exceptional works, starting with the creation of a mouse charac-
ter. This initial portrayal underwent a gradual evolution, eventually trans-
forming into the iconic, highly stylised design that we recognize today.
The progression from its original representation to its current cartoonish
form transcends the boundaries of its initial manifestation, signifying a
continuous process of creative refinement and condensation.

Paul Wells has asserted that the fantasies of reality depicted in
animated art are inherently surreal [16]. In his book, “Understanding
Animation,” Paul Wells delves into the concept of hyper-reality in anima-
tion, specifically examining the animation produced by Disney. Wells
contends that Disney’s animation can be classified as hyper-real, serving
as a benchmark against which other animations can be compared. Wells’
research shows that many of Disney’s characters are not merely realistic
portrayals of the physical world, but products of reflection and artistic ma-
nipulation based on reality. Incorporating surreal elements in animation
is thus a deliberate creative choice contributes to the medium’s unique
aesthetic. For example, we are familiar with the animated stars of the
Disney Company: Mickey Mouse, Donald Duck, Daisy Duck, Goofy.

Salvador Dali collaborated with the Walt Disney Company as early as
1945, which led to the experimental animation Destiny only coming out
in2003. In fact, the project was dropped in the second year of Dali’s col-
laboration with Disney. The Surrealist style of painting, which inspired the
animation’s concept, is known for its obscurity, while Disney, as a commer-
cial entity, had to consider
audience demographics
and revenue generation,
which was eventually
completed with the help of
Disney’s nephew [35]. An-
other notable figure in the
realm of surrealism is Jan
Svankmajer, who employs
grotesque and alienating
visuals to convey a sur-
realist space. Svankmajer uses grotesque and alienating visuals to present a
Surrealist space, creating an absurd and humorous atmosphere from the mix
of live-action animation and the combination of black and white and colour-
ful colour representation [Fig. 6]. Additionally, Priit Parn has produced
numerous animated works that adeptly bring elements of the surreal genre
to life. A notable example is his widely acclaimed film, “Time Out 1984,
which, despite its brevity, is replete with fantastical imagery. In this film, the
boundaries between objects are blurred, as glasses transform into eggs that
subsequently hatch from eyes [Fig. 7]; the film also challenges our percep-

tion of familiar elements such as the horizon, mountains, and water, present-

ing them in unconventional ways. Moreover, Parn pushes the boundaries of
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Fig. 6 Faust (1994),
Jan Svankmajer, Avail-
able at: https://www.
imdb.com/video/
vi3852845337/?ref =tt_
vii2
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Fig.7 Time Out (1984),
Priit Parn, Avail-
able at: https://

www.youtube.com/

watch?v=]gyukKE4nKs
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imagination by portraying the mouth of a crocodile
as a tool resembling a saw. Collectively, these ele-
ments contribute to an abundance of unexpected
and unconventional elements within the film,
captivating viewers with its surrealism and imagina-
tion. These experimental animations ignited a
wave of enthusiasm in the 20th century, drawing
the active involvement of numerous contemporary
Western artists in their creation. The artistic style of
these animations injected new vitality into the field
of experimental animation at the time and established the groundwork for
its subsequent development [13]. Notably, these works broke free from the
traditional narrative conventions of animation in terms of visual style and
storytelling, thus giving rise to a novel form of animated art. This integration
signifies the successful convergence of surrealism and animation.

3. Findings
3.1. Representations of Surrealist Animation

3.1.1. Interventions Using the Metaphorical
Function of the Dream World

Freud saw dreams as the realisation of the human subconscious in the
dream world, and whether applied to painting or animation, the dream
world is undoubtedly a good bridge between reality and fantasy and its
representation [21]. Animation, as a very accessible form of expression,
offers a fertile medium for crafting illusions [48]. In contrast to cinematic
works in the general sense, animated films, in addition to having the es-
sential property of audition, can establish a space and time based on reality,
but with an emphasis on imagination, due to their uniqueness in terms of
narrative language. Given that animation allows for the compression and
transformation of time and space, it substantially disrupts the confines of
rational reality, thereby providing the premise for the accommodation of'il-
lusion[49]. Therefore, drawing upon Freud’s psychoanalysis as a theoretical
foundation, the art of animation thus met this need; this emerging artistic
expression provided numerous artists of that era with the fresh subject mat-
ter and a new artistic direction. Early animation underwent continuous ex-
perimentation and exploration, with many works drawing inspiration from
surrealist paintings. This approach not only defied conventional norms but
also enabled animation to break free from traditional modes of expression
[1]. Many renowned directors and animation masters we are acquainted
with today, such as Jan Svankmajer, Priit Parn, and the Quay Brothers, serve
as exemplars of surrealist animation. Western experimental animation and
Surrealist paintings share a fundamental conceptual commonality - they
seek to unveil the world of the human spirit rather than simply portraying
tangible reality, they display a keen interest in the subconscious, desires,
dreams, and fears of human cognition [17].
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In Svankmajer’s 1988 animated film “Alice,” a unique retelling of the
classic Alice in Wonderland story is presented. The main character, also
named Alice, is depicted as a girl playing in her room when a rabbit sud-
denly interrupts her, leading her to quickly change clothes and chase after
the creature. Instead of the familiar Wonderland portrayed in traditional

fairy tales, Alice follows the peculiar rabbit through a drawer and rapidly Fig. 8 Alice (1988),
enters an alternative world. Through meticulous directorial choreography, Jan Svankmajer.
Svankmajer completely transforms every aspect of the original narrative. Available at: https://
The once charming rabbit takes on a more unsettling role, wielding scis- www.youtube.com/
sors to cut off heads. Similarly, a sock caterpillar now wears unattractive watch?v=Bnbd 1exbIco

false teeth and doll-like eyes, while a
needle thread sewed eyes [Fig. 8]. This
adaptation demonstrates the diverse and
transformative effects that the dream
world can evoke in cinematic storytell-
ing. Svankmajer fearlessly challenges
the conventional expectations of fairy
tale adaptations by deviating from a
prescribed happy ending and offering a
fresh interpretation in line with contem-
porary sensibilities. Through imaginative
endeavours like these, the dream world
serves as an extraordinary conduit, con-
necting disparate realms and enabling
novel artistic expressions.

Another noteworthy director in this context is Satoshi Kon, whose
1997 work “Perfect Blue” deserves special recognition. Satoshi demon-
strates remarkable skill in utilizing animation as a medium to portray
the interplay between reality, dreams, and the subconscious. Among his
limited filmography, it certainly set the tone for his work [37]. The film re-
volves around the idol Mima Kirigoe, who experiences prolonged periods
of anxiety and confusion regarding her fragmented identity. A series of
hallucinations, illusions, and imaginative sequences blur the boundaries
between her dreams and reality. Under the director’s control, the film
seamlessly transitions between different temporal and spatial dimen-
sions, expertly disorienting the viewer’s sense of time and space, thereby
amplifying the overarching themes of “delusion” and “dream.” Satoshi
utilizes the dream world as a conduit that links the realms of reality and
the subconscious, employing audio-visual artistry and editing techniques
to traverse the ambiguous border between the two. The film follows
three parallel narratives: Mima’s unwavering determination to become
an actress, her encounters with intimidating threats, and the harassment
she endures while working as an actor. A blog serves as a portal to Mima’s
bewildered and tumultuous mental world, with her room acting as the
point of entry. She transitions from one situation to another, awakening in
her room only to find herself immersed in a different mental state. Satoshi
effectively utilizes the dream world to explore the character’s spiritual
dimensions and the intricate relationship between dreams and reality.
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Fig. 9 Crocodile Street
(1987), Quay Brothers.
Available at: https://
www.youtube.com/
watch?v=nW3dW
4yMLfE
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There are many other films that use dreams as an entry point, but in
the context of surrealist themes, the dream world is an essential expres-
sion of the work. The director often suggests the division between reality
and the dream world through symbols and exaggeration to suggest that it
is a dream world. Through a particular space transformation, the film al-
lows reality and dreams to form a cross-narrative structure, thus blurring
the border between fantasy and reality and allowing the dream world to
shift freely with reality [25].

3.1.2. Strongly conscious

subjective Authorship

The fusion of surrealist aesthetics with experimental animation often
yields creations characterized by a remarkable artistic style [38]. One such
example is the Quay Brothers, celebrated animators who have garnered
attention and acclaim since the 1980s. Their works possess an ethereal
quality, evoking a sense of unease, enigma, darkness, and avant-garde
sensibilities. Through the utilization of fragmented narratives and logical
ruptures reminiscent of dreams, the
Quay Brothers cultivate a highly dis-
tinctive artistic vision. An exemplary
illustration of their style is found in
“Crocodile Street (1987)” [Fig. 9]. The
narrative unfolds with a man spitting
on the lens of an antiquated projector,
transporting the audience to a dusty
alternate realm as the aging contrap-
tion springs to life. Screws twist out

of objects, taking on an autonomous
existence, while peculiar machines
engage in repetitious tasks devoid of
purpose. Furthermore, a young urchin
infuses life into inanimate objects,
endowing them with movement. Throughout the film, an abundance of
illogical elements prevails, with screws and light bulbs randomly rolling
about and puppets devoid of brains and eyes, resulting in an absurd and
bizarre visual tapestry. Undoubtedly, the film embodies a pronounced sur-
realist essence while showcasing a distinct personal style, exemplifying
one of the defining characteristics of experimental animation.

Another prominent animator who exhibits a strong personal style is
Svankmajer, as seen in his adaptation of Mozart’s opera “Don Juan.” Em-
ploying stop-motion animation featuring unconventional and disconcerting
puppets, Svankmajer deviates from traditional notions of cuteness. This
deliberate choice accentuates the dark and surrealist elements inherent
in his work [Fig.10]. In another production, “Surviving Life,” Svankmajer
ventures into the exploration of new materials, incorporating plush dolls
and leather-made toys alongside puppets. While he has experimented with
a diverse array of materials throughout his extensive body of work, puppets
consistently reappear as a motif. The presence of puppets contributes to
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Svankmajer’s unmistakable surrealist style, as these figures carry historical as-
sociations with witchcraft and were primarily employed for religious sermons
during the medieval period in the Western world. This association undoubt-
edly imparts Svankmajer’s works with a mystical and macabre dimension [39].
Many of Svankmajer’s films bear
unmistakable personal traits, as
exemplified in works like “Faust”
and “Punch and Judy.”

3.1.3. Interlaced

Space and Time

Surrealist animation is closely
related to Surrealist painting,
yet it has a broader scope of
expression due to its ability to
encompass dimensions of time
and space that painting alone
cannot [23]. Firstly, it transcends
reality through its story struc-

ture, allowing for an expansion of space. For instance, the work of Japanese Fig. 10 Don Juan
director Satoshi Kon, “Perfect Blue (1997)”, established the eerie style of (1970), Jan Svank-
his work and effectively used animation to express reality, dreams, and the majer. Available at:
subconscious. The animated film “Paprika” explores the boundaries be- https://www.youtube.
tween dreams and reality, as dream sets switch between hallucination and com/

reality throughout the film. The story delves into the subconscious mind of watch?v=DBWHpY
its characters, such as Konakawa Sheriff’s childhood memories and Chiba’s ~ 1sXGE

journey into someone else’s dream world. Meanwhile, beyond the window

lies a world created by the delusional old councillor’s dreams.

Director Satoshi Kon masterfully combines dreamlike sequences with
realistic imagery to express the meaning of the film across time and space.
Through his use of surreal elements, Kon challenges the viewer’s perception
of reality and invites them to explore the depths of the human subconscious.
“Paprika (2006)” is a prime example of how the fusion of dreams and reality
can be used as a powerful tool for artistic expression, blurring the lines be-
tween the two and creating a unique and captivating visual experience.

Secondly, Surrealist animation often includes images rich in
metaphors and suggestive qualities. For instance, in “Paprika (2006)”, a
colourful procession of moving debris (wastes) constantly weaves in and
out of the picture, increasing in size as the plot unfolds. The waste in the
animation serves as a metaphor for a nightmare, symbolizing the chaotic
and disordered subconscious. When one returns to reality, everything be-
comes grey again, and the colours shift to low saturation, a surreal expres-
sion that breaks the bonds of reality and wanders back and forth between
dream and reality. The reality and the dream world instead of changing
the hues of the environment in the dream world, Satoshi Kon makes the
whole dream world colourful, which is like our real world, thus showing
that he blurs the border between reality and the dream world, making the
whole cinematic space more transcendental to reality [40].
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Fig. 11 The Night
Is Short, Walk on
Girl (2017), Masaaki

Yuasa. Available at:
https://www.youtube.
com/watch?v=yVW-

3wxNwg4c
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Masaaki Yuasa stands out as another remarkable figure in this domain,
as his films brim with fantastical narratives that defy conventional rules of
reality, embracing deformations and unattainable worlds [41][42]. An exem-
plary testament to his distinct style is found within his filmography, where he
injects his idiosyncratic fantasies into the diverse array of characters, often de-
picting direct interactions between human consciousness and unreal realms.
The film “The Night Is Short, Walk on Girl (2017)” takes the protagonist on
ajourney encompassing the four seasons of “spring, summer, autumn, and
winter,” masterfully condensed into a single night by the director. The narra-
tive employs the stark contrast between day and night to delineate the bound-
ary between reality and dreams. Within this whimsical nocturnal realm, the
heroine navigates through bars and parties, where the stage transforms into
arealm of revelry and liberation. The director’s focus extends beyond mere
physical settings, delving into the emancipation of suppressed souls and the
stirring of authentic emotions experienced by individuals during these ex-
traordinary events. Through this portrayal, the film reflects the genuine inner
sentiments of diverse individuals who rebel against the constraints of reality,
grappling with the sorrow of separation and the loss of love through exagger-
ated dance postures, contorted bodies, outstretched arms, and distortions
that serve as cathartic expressions of their negative emotions [Fig. 11] [43].

Subsequently, the protagonist attends a fes-
tive celebration at a tavern held in honour of her
previously unknown grandfather’s 6oth birthday.
Amidst this gathering of the elderly, the narrative
delves into the underlying anxieties associated
with the passage of time and the inevitability of
mortality. The group engages in contemplative
discussions concerning the profound meanings
of “life,” “living,” and the “end of life.” However,
these apprehensions ultimately dissipate amidst
the exuberant revelry of the “dance of sophistry.” Through this captivating
fusion of music and dance, the film delves into the intrinsic human yearn-
ing for a purposeful existence, the relentless pursuit of freedom, and the
unabashed quest for joy.

The work exhibits several notable characteristics. Firstly, it liberates
characters from the confines of traditional norms, allowing them to defy
societal expectations. Secondly, the characters engage in actions and
utterances on stage that depart from their usual behaviour, resulting in
comical situations. Language and behavioural norms hold little sway over
these characters. Masaaki Yuasa adeptly employs visual distortions and
exaggerated performances, effectively constructing a surreal and unreal
environment. By skilfully blending elements of reality and illusion, the
director provides the audience with a truly unique artistic experience.

3.2. The Artistic Appeal of Surrealism

in Animation-- Richer Expression

Animation is a unique medium in that it is not bound by the constraints of
reality or the physical world, and offers a wide range of possibilities for ar-
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tistic expression. Surrealist animation brings together various disciplines,
creating a structure that transcends time and space, and engages viewers’
subconscious thoughts with powerful audio-visual experiences [25].

For a long time, animation was predominantly viewed as a form of en-
tertainment, serving as a precursor to film rather than a medium for artists
to convey their creative concepts. However, the introduction of Surrealism
into animation can be seen as a transformative moment in the medium’s
history. Experimental Surrealist animation, represented by artists like
Svankmajer, challenged the traditional notion of animation as a form of
mass entertainment and explored social commentary and the subconscious
mind in their works, pushing animation into new artistic realms.

Today, Surrealist animation continues to inspire and influence con-
temporary animators, offering a unique and powerful means of explor-
ing complex themes and pushing the boundaries of artistic expression.
Through its fusion of diverse disciplines and innovative techniques,
Surrealist animation has transformed animation from a form of entertain-
ment to a highly respected and influential art form [44]. This has resulted
in a diverse range of possibilities for animation, allowing artists to express
themselves more freely and without constraints, using the medium to
communicate their innermost feelings and ideas. The Surrealist style is
adept at conveying irrationality, fantasy, and absurdity [26]. Many Surre-
alist works prioritize the presentation and exploration of the audio-visual
language of animation over plot development and causality. Much like a
Surrealist painting, this personal and innovative approach to animation is
not intentionally grotesque or obscure. Instead, it represents a departure
from the commercial norms of the industry and emphasizes the need for
ongoing exploration and innovation, extending the Surrealist ideology.
The result is a more introspective and artistic form of animation.

4. Conclusion

Surrealism’s fanciful colours and eclecticism significantly impacted 20th-
century aesthetics and breathed new life into literature and art. Although
Surrealist animation is underrepresented in the current animation field, the
energy created by the creators through the unique expression of Surrealism
shows different artists’ aesthetics and ideas and has high artistic value [27].
They use the Surrealist art concept: starting from the inner spiritual world
of human beings and presenting their subconscious in the picture through
the intervention of dreams, bringing the audience a new audio-visual
experience. Under the influence of Surrealism, it is possible to think outside
the standard logic of the narrative structure of traditional animation, which
undoubtedly expands the freedom of creation and inspires the creators to
come up with more innovative ideas [28]. The animation genre is character-
ized by its fantastical elements, including incorporating dreams and the
subconscious and the ability to transcend time and space. This freedom
transforms fantasy and reality seamlessly, creating unique artistic beauty.
Furthermore, the success of contemporary films in the surrealist genre sug-
gests that incorporating additional surrealist ideas and elements in films is
likely to attract greater attention and viewership [45].
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Abstract

This article examines the experience and outcomes of conducted research
project that employs autoethnographic action research methodology and
uses a practice diary as a key method to gather data. Practice diary, as a crit-
ical reflection tool, although becoming a widely accepted and used method
in various research fields such as humanities, creative arts, education,
clinical trials, and healthcare, have yet to find footing in animation studies.
Findings suggest that a practice diary helps to conduct more profound,
more thoughtful engagement in the research process and, as a result, helps
to transform tacit knowledge into explicit form. The article concludes with
recommendations on employing a reflective practice diary when conduct-
ing an action research project.

1.Introduction

A reflective diary or journal? is a flexible method that can be used with
qualitative methodologies such as (auto)ethnography, phenomenology,
hermeneutics, semiotics, and narrative inquiry and as a research tool to
gather quantitative data. Furthermore, Blaikie [1], in his text on research
design, identified that in social sciences research alone, there are 12 dif-
ferent designs: experimental, survey, fieldwork/ethnography, compara-
tive/historical, case study, content analysis, observation, simulating and
gaming, evaluation research, social impact research and action research.
In other words, a diary can easily be moulded to suit different research
designs. However, in this paper, I will focus only on the reflective diary
method when applied along with the action research methodology.

The action research study is a very organically suited research ap-
proach for animation practitioners, researchers, and educators, as its goal
is to solve problems and make changes, as opposed to traditional research
approaches concerned with creating theories and testing hypotheses [2].
Thus, as Schmuck [3] observes, “Reflection and action research are two
sides of the coin of planned change”. Yet, the reflective diary is an ex-
tremely under-used method among animators. Hence, this article aims to
raise awareness of this method by examining the experience and outcome

1Vilnius Gediminas Technical University, Department of Graphical Systems, Saulétekio al. 11, Vilnius, Lithuania

2 Although, as Bassot [4] argues journal and diary can mean slightly different things, in this article they
are used interchangeably.
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of the conducted research, sharing insights into this research approach,
and outlining its potential use in animation.

In this methodological article, I will begin with a general overview
of the reflective diary as a qualitative research method. Secondly, the
article will demonstrate its application in animation studies through
an example of one concrete animation research project (that employs
autoethnographic action research methodology). Thirdly, I will exam-
ine the experience of the research project and outcomes regarding my
animation research, practice, and pedagogic processes. Finally, I discuss
the relevance of this method for the animation field and propose practi-
cal recommendations on how best to adapt it for animation researchers,
practitioners, and educators.

2. Literature review

Atits core, a diary is a document created by an individual seeking to
maintain a regular, contemporaneous, and personal record [5]. However,
Klimova [6] expands the definition of a diary by adding that people can
write their thoughts, ideas, feelings, or experiences (interactions) in this
document. Thus, based on individual needs, a diary can be shaped and
formed into various formats that vary in detail, level of personal com-
mentary and reflection, regularity or even medium used to record entries
to suit the researcher’s, practitioner’s, or educator’s needs. Also, a diarist
may explicitly write for a specific audience - for personal use, specifically
for the scholar, or to be consumed by the public.

Alaszewski [5] argues that the diary method can help overcome the
disadvantages of conventional methods (such as interviews) by providing
more accurate and thorough data, as the diarist writes his entries shortly
after the event or experience transpires. In other words, this method “is
designed to minimise recall and memory errors and cognitive strain” [7].
Another important strength of this method is that diarists not only increase
their observational skills [8] but also perceive events in a less personal, more
objective way [9]. Furthermore, journaling can assist diarists by providing
an avenue for addressing the theory/practice gap [10], [11]. Thus, dairyisa
vibrant and effective method in its capacity to capture phenomena of inter-
est when it requires regular study in context, depth and over time [12].

But, like any method, it has not only strengths but also weaknesses.
First, the quality of the diary’s content is directly linked with the diarist’s
ability to observe, identify patterns and, not least, express them in a
constructive, critical, and straightforward manner. As well, journaling
requires a considerable amount of dedication [13]. Furthermore, although
the diary is usually identified with intimate privacy, in the context of
research, it becomes not only a publicly available document but also one
where every thought and feeling of the diarist is examined and analysed
in detail. That may invoke a strong feeling for the diarist to self-censor
and to remove or amend any aspects that may shed light in unfaltering
light. Another serious drawback of the method is that people consider
completing their professional diaries an effort (and, thus, a task they are
unwilling to perform) [14]. And finally, then there are also ethical consid-
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erations - how to portray events in an autobiographical study that involves
other people without providing them with the opportunity to defend or
explain their stand [15], [16], [17], [12].

However, the most significant challenges this method still faces are
continuous questions and doubts about the findings’ scientific validity
[12], [5]. In other words, from the position of the positivist and empiricist,
it is improper for the researcher to take the observer’s position and ob-
serve [12], [16]. And this sentiment has strong roots even among research-
ers working in social and artistic fields. In addition, in some cultures, the
diary is perceived as a highly private activity attributed to specific social
roles. For example, in Western cultures keeping a diary can be viewed as
somewhat of feminine and juvenile activity [12].

However, researchers extensively used quantitative diaries in
medicine and healthcare to record symptoms, prescribe treatments, and
identify the realities of treatment in an individual patient’s life [19], [20].
Education is another research field where a diary is used extensively
and successfully. Studies revealed that by using diaries, students could
facilitate the language learning process [21], [6], increase students’ under-
standing and enhance their learning process [22].

The situation in the animation field, however, is quite different. Not
only the method of reflective journaling is absent in all key animation litera-
ture, but even the thought process of a practitioner is not addressed clearly
for the readers [23]. Furthermore, the review of UK doctoral theses in the
animation field and the employ of creative practice as research methodol-
ogy revealed that, although few researchers mentioned in passing that they
are taking notes, not even one formally included a diary in their methodol-
ogy. Interestingly, the most revealing doctoral thesis was written by [23] Lo-
Garry, who interviewed animation industry practitioners and identified that
the industry does not motivate animators to document their insights about
conducted practices and experimentation. Furthermore, the animators feel
that documenting their techniques and animation studies would interfere
with their primary work - animation content production. Witch is counter-
intuitive because for the creative practitioner (e.g., animator) to excel in
his field (and, thus, move upwards in one’s career), he must acquire them
through observation, practice, and evaluation (result interpretation) [24].

And lastly, I would like to review recommendations presented in the
literature on using various techniques and tools to acquire knowledge
through practice. First, diarists should always have a clear understanding
of (i) what is the goal of the practice diary and (ii) what aspects of practice
should be recorded in the document before even starting the diary [12].

It is important to note that when one employs action research methodol-
ogy, it is usually to acquire data on how to solve a particular problem or
improve the quality of processes and results. In other words, the reflective
practice diary approach is used when one’s goal is to seek creative ways to
improve one’s practice and general understanding.

Once the diary’s goal is established, the following steps are to identify
what kind of format the diary will be in - what medium will be used, how
often and detailed entries will be, what is the timeframe that entries will be
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recorded, and what aspects of the practice will be reflected. For the format
of the entries themselves is helpful to use Gibbs’ [25] model that proposes a
cycle of six key stages: ((1) describing what happened, (2) an examination of
feelings and thoughts related to this, (3) evaluation of the positive and nega-
tive aspects, (4) subsequent analysis where sense is made, (5) conclusions
drawn regarding what else can be done, and (6) action planning - involving
actions that may be applied with future re-occurrence.

For a reflective diary to work, constant inner dialogue must challenge
the practitioner’s beliefs, underlying assumptions, biases, doubts, and
uncertainties [21]. Only then can reflective practitioners become decision-
makers who develop thoughtful plans to bring new understanding into
action [26]. Finally, there is an aspect of ethics. A reflective diary should
not aim to present reflected events or interactions with other people as
objective data. Also, a diary should always aim to preserve other people’s
identities anonymously.

3. The practice diary in use

The author of this article employed the diary method to collect rich data for
a qualitative long-term research project that uses autoethnographic action
research methodology. The research project aims to explore and gather
insights about the phenomenon of erotica (and, to an extent - pornography)
in 2D animation with a heavy focus on aesthetics. The reason for choosing
the qualitative autoethnographic approach for practice-led research was that
early in the research, it was identified that self-censorship plays a vital role
in the animation industry. Thus the quantitative approach to understanding
the element of aesthetics in animated erotica was not suitable.

The decision to use the diary was made upon completion of the litera-
ture reviews. It was identified that by taking an action research approach,
the reflective method could help identify the strength of the self-censorship
effect when producing erotic animation content. A rationale for using a
diary to collect data (rather than other methods such as focus groups, inter-
views or observation) is that the topic of animated erotica (and pornogra-
phy) could be uncomfortable for the participants. Also, with the interviews,
participants may be unable to recall events or feelings. As the literature sug-
gests, many animation practitioners could have created mental justifications
for why they don’t need erotic elements to tell their stories. In other words,
because of the nature of self-censorship, animators could not perceive the
avoidance of erotic themes in their work as something negative or limiting.

It is important to note that I will not present conducted research
findings in this article. I will only use the research project as a case study
to present insights into the practice diary method and its possible applica-
tions to animation practitioners, researchers, and educators. By the point
of composing this article, I had used the practice diary for 18 months and
produced 90 pages (over 38 thousand words) of content. It is important
to note that the research project is still ongoing. And although thisis a
research project that aims to answer specific research goals, over the 18
months, I started to notice positive outcomes regarding my pedagogical
work with animation students and my personal animation practice.



144

CONFIA - 10th International Conference on lllustration & Animation
Caldas da Rainha - Portugal - July 2023 - ISBN: 978-389-54339-9-9

The chosen format of the diary was a digital document in which I
would reflect in and on action (during the creative task and after it is fin-
ished). At the beginning of the document, I wrote (a) the rules of engage-
ment and (b) the goals of this practice journal. The first page provided
six rules for conducting the reflective journaling process. Here are a few
examples from the rules set:

1. Write openly and do not hide any thoughts, doubts, or mistakes. The
success of this journal depends only on my openness to myself.

2. Describe all events within 24 hours or note that they are written later.
However, always aim to write as soon as possible.

3. No content editing after writing. The only exception is grammar error
correction and only with priority so that written thought would not
change in any way.

The second page describes the research goals I try to achieve with the
practice diary. However, as my research project employs action research
methodology, the research goal (research questions) changes in reflection
on gathered data. In other words, my research goal has shifted a few times
based on gathered insights about the phenomenon.

Every single entry in the diary has five data points: (i) date, (ii) task
name, (iii) comments before starting, (iv) comments during the task, and
(v) comments after finishing. However, because some entries are not
about the practice work itself but about the practice reflection process
(e.g., meetings, feedback or presentations), these entries, naturally, would
not provide comments on the action. It is important to note that “com-
ments before starting” establish my goals with the specific practice task,
the challenges, and how I will approach them. Thus, the final segment
of the entry is always a critical reflection of how I succeeded in achiev-
ing my goals and what worked and what did not. And, if it applies to the
task - what would be my approach to a similar task in the future? Finally,
during the task, I would document my thought process, creative approach,
mind-task results etc. This section is usually the largest text-wise as it
functions as the raw data that will help me later to analyse overall creative
and thought processes and determine how to improve them.

It is important to note that developing the necessary skills to identify
what is worth recording took time. In addition, learning how to present
any practical failure without shame or excuse also took time. Thus, with
time and continued reflection practice, diary entries became more con-
structive, objective, and valuable.

4. Results and Discussion

Three qualitative groups of outcomes and insights emerged from the
collected data. These groups were: (i) the reflective diary method met

all expectations to explore the phenomenon of self-censorship and the
exploration of erotic aesthetics in animation media; (ii) the diary provided
tools to better identify the correlation between creative decisions and in
turn, transform knowledge that would be otherwise implicit into explicit;
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and, finally, (iii) reflection on animation practice helped to breach theory
and practice gap and look for better practice solutions.

Further in this chapter, I will present the outcomes and insights for
each identified group.

4.1. Practice Diary for
animation researchers
It is important to honestly admit that I, from the very beginning, did not
trust this data-gathering method. It felt that gathered data would be too
subjective and unsuitable for constructing any argument acceptable in the
academic field. In other words, I was biased towards this method before
even learning anything about it. Another vital element was that I felt that
a diary is an extraordinarily juvenile and feminine activity. And to be more
precise, that diary is suitable for little girls reflecting on their feelings, and
not for serious academic study. And although this perception was quickly
shattered with a simple literature review, it did stick into my memory of how
cultural programming can affect the rationale of choosing research design.
However, once a literature review on the method was conducted, I,
per recommendations, established goals for the diary and formatted how
and what data I will document in my diary. Although the course of the re-
search did shift a few times, the diary format changed very little and fully
met all study needs by employing this method, as it was able to gather rich
data and identify essential aspects of the phenomenon. For example:

1. What psychological and physiological sensations are evoked by
the desire to produce erotic and pornographic animated content?

2. How long does it take to break away from the shame of producing
erotic content?

3. How other animators react to the opportunity to produce erotic
content.

4. The difference in an emotional state when conducting (what could
be called) academic study and when I am producing an erotic shot.

5. Etc.

It is safe to argue that these insights would not be possible without the
reflective practice diary method. And most define tell it is not something
that could be gathered with a quantitative research approach. However,
this type of research design requires dedication, discipline and embrac-
ing vulnerability for the method to gather data that can create new
explicit knowledge.

4.2. Practice Diary for

animation educators

Surprisingly, in this aspect, the used pf practice diary method produced the

most significant and fastest qualitative difference in professional life. And it
is important to note, not because of the increase in my technical animating

skills but because of better critical understanding and increased communi-

cative abilities. In other words, the practice diary helped me to identify bet-
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ter causality of taking creative decisions and helped me to articulate better.

To illustrate this, I will use one of my very first animation practical
exercises I recorded in my diary - the walking cycle. And although my
goal in doing this exercise was not to learn how to animate a walking
cycle but to research and gather data about my feelings toward animat-
ing nude characters, I was quickly surprised how taking notes helped me
better understand why some of my decisions worked and some did not.
But most importantly, how reflection on practice helped me better explain
my decisions’ causality. And these newfound skills were quickly tested in
my classroom, where I could now communicate potential solutions to my
students significantly more efficiently.

Thus, by reflecting on my animation practice in the diary, I could
transform an implicit type of knowledge into an explicit type of informa-
tion. Furthermore, because of the need to provide a clear explanation of
causality in the diary, I improved my analytical and communication skills.
Finally, and arguably the most surprising thing is that the positive effect of
the diary appeared very quickly - just in a few weeks.

4.3. Practice Diary for
animation practitioners
It is important to point out that for the practice diary method to work for
animation practitioners, it has to be used as a rich data-gathering tool to
conduct action research. In other words, it is all about the animator’s goal
to actively and purposefully search for a better way to conduct practice.
The diary method simply allows us to take the most out of the process.

The most significant change in my animation practice due to the reflec-
tive journaling process was a change in my mindset - because of the diary,
I stopped perceiving failure in my practice as an unwelcoming outcome. In
other words, once I started to look at creative outcomes that did not meet
my aesthetic or quality expectations as just another data set, it helped me
establish causality and, in turn, improve my animating skills. Furthermore, I
realise that before employing the reflective diary method, I would subcon-
sciously lean towards my creative comfort zone because any unsatisfactory
creative decisions would, in my opinion, mean loss of time, money and
prestige. Thus, passively impearling my ability to level up, so to speak.

Another meaningful change in my mindset was that I started to
construct not only goals for the creative task but also form hypotheses. In
other words, I was not only identifying what I wanted to achieve but also
constructing a premise that could be tested by the end of the creative task.
And at the end of the creative task, I would conduct a small analysis to see
how my hypothesis held up and, if it did not - how it should be amended
for the next time. In addition, I was astonished at how the reflective pro-
cess helped to breach the theory and practice gap. This happened because
I would form my hypothesis based on some theory, and the results of the
creative task would also help me to identify if I had misunderstood or not
completely grasped the theoretical approach to animation practice.

The third significant aspect of having a reflective practice diary is hav-
ing a written document of all gathered insights. Memory is a funny thing
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when it comes to creative practice - if one is not constantly practising, the
skills can fade. However, looking over one’s notes is an incredible help to at
least recapture through the process. However, it is necessary to admit that
the reflection process does take a sufficient amount of time. Thus, anima-
tion practitioners, by employing this method, must accept that he or they
will produce less animated content. However, in the long run, a practice
diary does provide a boost to skills and knowledge. Furthermore, it provides
communicative skills that are necessary for any supervising position.

4.4. Discussion
Reflective journaling is not a magical pill that will instantly help animators
to become better practitioners, researchers and/or educators. A few con-
ditions need to be met if one hopes to achieve a positive effect using this
method. But, on the other hand, it is hard to ignore how well-suited and
natural this method is for the animation field. Furthermore, the method
has quite a few positive byproducts that affect no matter for what purpose
it is used- research, educational or practical skill improvement.

Of course, there are a lot of elements that precondition distrust
for the method. First, there is a positivist stand that is suspicious of the
subjective qualitative research approach in general [12], [16], [5]. And
one does not get more subjective in research design than employing the
autoethnographic methodology. However, there are research questions
that not only is this method the best to gather data, but arguably the only
way to acquire answers. Then, there is a misconception that a diary is
afeminine and juvenile activity [12]. Finally, practising a diary is time-
consuming, requiring critical thought, regularity, and embracing failure.
Thus, especially for animation practitioners, it may seem like a very costly
method, for benefits that will be evident only further down the road.

However, experience and outcomes from the presented reflective
practice diary case showed that this method has great potential in anima-
tion. Of course, the substantial lack of animation literature on this topic
also means a considerable knowledge gap regarding the procedures,
formats, and general research design principles. Only with more anima-
tion study cases and, if you will, reflection on reflection will this method
be able to form research design paradigms.

The presented study case suggests a diary format tailored explicitly
for conducting research in the animation field. This diary format was suc-
cessfully applied not only to achieve my research goals but also provided a
noticeable positive impact towards my animation practice and pedagogical
activities. However, it is necessary to point out that there were a lot of impor-
tant elements at play for the method to provide valuable outcomes - from the
ability to construct clear research goals to a willingness to follow its own rules.
Even willingness to embrace failure can be vital to the method’s success.

Another important aspect regarding the method that needs to be
addressed is that the reflective practice diary method may not be for every
animator. The conditions that need to be met for this method’s benefit
may not be acceptable (for whatever reason). Furthermore, this method
can not work if it is forced on someone.
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I would also like to address one more possible application of a reflec-
tive practice diary within animation - students. Literature review revealed
that this method has vast success in the context of education [21], [6], [22].
Thus, one can make an educated assumption that this approach could be a
valuable educational tool in helping animation students grasp the intrica-
cies of this art medium. Not to mention that journaling can assist students
by providing an avenue for addressing the theory/practice gap [10][11].
However, for this method to have any positive effect on the educational
process, first, the educators must not only believe in it but also have
sufficient experience with it. In any case, this avenue requires empirical
testing before forming any conclusions.

Finally, it is worth coming back to the current situation. There could be
many possible explanations for why this method is underused in anima-
tion. Still, the fact is that the method is exceptionally well suited to study
animation, be it for research purposes or to increase one’s mastery over
the medium. Thus, I would like to encourage other animation researchers,
practitioners, and educators to employ this method to increase the under-
standing of the medium and be able to share that knowledge better.

5. Conclusion
In conclusion, this article has provided insight into using reflective
practical diaries in qualitative autoethnographic action research as a data
collection method. In addition, this article has provided an overview of
how the reflective practice diary method can be a precious approach to
conducting qualitative research in the animation field, a tool to improve
practical skills effectively, and a device to help develop communicative
and pedagogical skills to provide better guidance to animation students.
Finally, this article aimed to showcase how the method can provide rich
qualitative data to provide solutions for change and improvement.
However, this method must first beat quite a few misconceptions in
the animation field in order to be accepted even as an option. Also, it is
critical that this method would be tailored to specific research goals. And
even then, this method will not be suitable for all animators, as it requires
specific personal traits, willingness to accept vulnerability, not to mention
dedication to long-term commitment. Finally, more discussion, explora-
tion, experimentation, and research are needed to formulate research
paradigms for the animation field. However, the reflective practice diary
method exhibits promising applications in animation.
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Abstract

In this paper, we discuss our ongoing project to explore how scholarly
research, evidenced-based medicine, and artistic intervention can be
combined to develop a heightened educational experience in VR concerned
with type 2 diabetes. Specifically, this relates to the potential that dietary
change can hold for preventing, managing, or even reversing the develop-
ment of the disease. We will focus particularly on how our decision to move
away from the photorealistic design style taken by many VR experiences
towards stylized animation has shaped our approach to delivering factual
information alongside creating a visually appealing, enjoyable immersive
game experience. We will demonstrate the theory behind our project with
reference to three elements of our design process - character, interactive
storytelling, and setting - to provide insights into our ongoing game devel-
opment and approach to animation.

1.Introduction

In 2016, the Singaporean government declared ‘War on Diabetes,’ rallying
the island nation to work together to tackle the rising prevalence of the
disease with the help of a series of education and awareness initiatives

[1]. It has been calculated that almost 10% of the country’s 5.5 million
population were affected by the disease in 2020, and as such, reducing
the number of cases and associated complications will offer considerable
benefits on the level of both public and personal health [2].

Fundamental to attempts to combat the rising incidence of type 2
diabetes is concern with promoting healthy living, specifically encourag-
ing individuals to increase their levels of physical activity and to make
informed dietary choices. Central to any attempt to transform dietary
habits in Singapore requires engagement with the institution of the
hawker centre. Hawker centres are food complexes housing many stalls
that sell a range of cuisines at affordable prices. It is estimated that 80% of
Singaporeans eat out at hawker centres more than once a week [3]. With
analysis showing that people who usually visit hawker centres consume

1&2 Nanyang Technological University, School of Art, Design and Media, 81 Nanyang Drive, 637458, Singapore
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around 10% more calories than those who seldom eat out, efforts have
been made by the government to introduce healthier food options and
highlight that with the right knowledge of nutrition, it is possible to make
more informed choices regarding hawker food [4].

It is within this context that we embarked upon the project A Choice
for Life - Education about Diabetes in a Fully Immersive Environment (VR)
which is delivered through a partnership between the School of Art,
Design and Media at Nanyang Technological University and the National
Healthcare Group, Singapore, and supported by an MOE (Ministry of
Education, Singapore) Tier 1 research grant. The interdisciplinary initia-
tive has brought together practicing doctors, medical researchers, game
developers, and artists to work towards the production of an experience in
Virtual Reality (VR)3 in which players visit a virtual hawker centre and are
tasked with making food choices within an immersive, animated environ-
ment. They can choose to visit a range of stalls or a convenience store
and select food and drink items to consume, receiving feedback on the
consequences of their dietary choices through a series of emoticons which
represent different emotional and health states. Whilst the game’s central
narrative aims to guide players towards making food choices and engag-
ing with the consequences of these decisions, they also have the chance to
explore the visually appealing, interactive, environment and engage with
arange of NPCs* to shape their own in-game experience. Currently, the
project is at the prototype development stage.

In the majority of existing VR applications or games, the potential
that the medium holds for representing a sensorial perception of the ‘real’
world results in photorealistic renderings of environments and characters.
The belief'is that this visual approach supposedly leverages the unique
potential of VR storytelling to allow viewers to identify with, and feel
empathy towards, the characters and situations on display [5]. We argue,
however, that the use of non-photorealistic rendering (NPR)* and styliza-
tion can in fact better serve the purpose of an empathetic engagement
when it comes to educational health topics. Avoiding the effect known as
the ‘uncanny valley, our approach removes itself from the divide that ex-
ists between striving for full replication of ‘reality’ and the possible failure
to achieve it. Instead, our designs for characters, assets and environment
embrace stylization, attempting to not only avoid failed aspirations of
realism but also to add an additional level of engagement through taking

3 Virtual Reality provides a computer-generated 3D environment that surrounds a user and responds to
their actions, usually through immersive head-mounted displays. Gartner: Virtual Reality (VR), https://
www.gartner.com/en/information-technology/glossary/vr-virtual-reality

4 NPCs (non-player/playable characters) are controlled by the game itself. Players may be required to
interact with them to advance the storyline, or they may simply be present in tKe background within the
game environment. Rouse, M: Non-Player Character, Techopedia, 2 Nov. 2011, https:/% ‘www.techopedia.
com/definition/1920/non-player-character-npc

5 NPR s defined as ‘depiction techniques which do not aim to convey photographic realism’ such as 3D
rendering with cel shading which simulates cartoon style, simulation of tradgltional art media and artistic
styles, and technical depiction of objects with an emphasis on clarit?/ over realism. Lopez-Moreno, J.:
Non-Photorealistic Rendering. In: Luo, R. (ed.) Encyclopedia of Color Science and Technology. Springer,
Berlin, Heidelberg (2015)

6 This term, first coined by Japanese robotics professor Masahiro Mori in 1970, posits that the closer an
object is to resembling a human, the more positive an emotional response it garners - that is, until a cer-
tain point is reached, %eyond which the viewer response is more likegy to come in the form of discomfort
or distrust. Tinwell, A.: The Uncanny Valley in Games and Animation. A K Peters, New York (2014)
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awarm and organic quality to the design approach, capable of creating
the ‘attractive design that includes high-quality graphics, sounds, and
animations to more deeply immerse a player into the game’ identified as
important for a successful health game [6].

The friendly, lightly humorous style of our design fits with the overall
tone of our experience, which aims not to create an environment or narra-
tive in which users feel as if they will be punished or negatively impacted
by failing to make ‘correct’ choices. Instead, we wish to establish the sense
that our virtual environment allows for enjoyable and ‘safe’ experimenta-
tion and education. Seriousness, as it were, is guaranteed by the accuracy
of the medical and nutritional facts our research partners provide - not by
suggesting a ‘fake reality’ that can only remain a misleading mirage in the
first place. Our style follows the concept of authentication for VR estab-
lished elsewhere by the authors in collaboration with Weber, which posits
that the use of non-realistic imagery deliberately reveals the artificiality
of the environment, thereby enabling the user to critically interrogate the
presented content and to autonomously decide about the relevance of the
facts that inform the game [7].

1. In the body of this paper, we will more deeply explore our creative
process to answer to the following research questions:

2. How can stylization and use of NPR serve to create empathy towards
characters and environment in an immersive animated game?

3. What shape should a gamified narrative take to best encourage
players towards actively discovering healthy nutrition options
within the context of local hawker centers?

4. In what way can medical facts inform a game narrative and artis-
tic creation and work to achieve heightened user engagement and
real-life behavioral change?

We will explore three specific elements of our game development - inter-
active storytelling, setting, and character. As well as outlining the techni-
cal and artistic development that has underpinned these case studies,

we also hope to draw attention to how artistic research can intersect with
ideas drawn from healthcare and technology to create a virtual experience
which aims to enact real-world behavioral change. We conclude by outlin-
ing the next steps for our project, and offering our reflections on how
scholarly research, evidence-based medicine, and artistic intervention
can be combined to achieve a positive impact on one of the major health
problems in Singaporean society.

Before delving into the specifics of our ongoing research project, a
wider overview of preceding theory and practice will provide context as to
the potential of VR serious games to engage with diabetes prevention and
management, and firm up the research gap we are looking to explore.

2. Literature Review
The potential that VR holds for medical education on the part of both doc-
tors and patients has already been widely explored in theory and practice
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[8] [9]. This exploration is based on the argument that head-mounted
displays in particular facilitate a higher level of knowledge gain than
non-immersive educational approaches [10]. Type 2 diabetes has become
a ‘study case’ in virtual reality research as a result of its prevalence, and
the way that it can be controlled through diet and exercise [11]. In their
review of existing serious games designed for diabetics, Makhlysheva et
al. categorize existing games into three types - physical activity oriented,
educational, and nutrition focused [12].

Existing VR experiences which fall into the final category often
focus predominantly on rewarding ‘correct’ choices. One such game asks
diabetic players to take on ‘The Evil Cake tribe’ - unhealthy food such as
sweets, cakes and french fries are categorized as ‘enemies’ for the impact
that they have on blood sugar levels and framed as something that must
be ‘overcome’ [13]. Another example of a diet-focused diabetes game is
HealthSeeker, developed in partnership between Harvard Medical School
and Boehringer Ingelheim Pharmaceuticals, which ‘combined a supportive
social networking environment with important information on managing
diabetes for adults living with diabetes or who are prediabetic’ [14]. Players
are immediately rewarded with positive feedback for ‘successful’ behavior,
with the game using terms such as ‘mission’ to create a clear sense of ex-
pectations that needed to be met. Other games integrate food choices with
data relating to blood glucose readings, which creates a numerical sense
of ‘good’ and ‘bad’ in absolute terms. One example is Human Games’ VR
experience Diabetes 360, in which players guide a diabetic patient through
their everyday life and view the impact that decisions have on their glucose
levels - perhaps therefore better framed as a life simulator rather than an
entertaining game experience [15].

In principle, these games offer a commendable approach as they aim to
embrace the ability of gamified experience, and VR in particular, to immerse
viewers in an alternative reality in which they can engage with diabetes
management. However, this logical intent is somewhat let down by its artistic
implementation, which in many cases has been judged as ‘graphically clunky,’
failing to ‘fully take advantage of what VR is capable of ’ [16]. Diabetes 360,
for example, is notably ‘blockish’ in its approach to environment, and its main
form of interaction is with a user interface (UI) that consists of simple, flat, 2D
icons. A survey of both commercial games and academic research projects
indexed with Google Scholar suggests that there is still work to do to create a
graphically appealing and narratively engaging combination of characters in
environments that realize the full potential of immersive player engagement.

Our project aims to combat this by creating a graphically cohesive uni-
verse of relatable and appealing characters that interact with a fully immer-
sive environment. This allows us to highlight the potential that a graphically
unified VR world can offer for adults with, or at risk of developing, diabetes.
Our overall approach aims to close the identified research gap to create
something new, firmly grounded in a consideration of a specifically Singa-
porean context, with an innovative emphasis on examining the connection
between visual storytelling and its educational impact. How this is achieved
in visual and narrative terms will be explored in the rest of this paper.
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3. Insight into Visual and
Technical Development: Characters
Song et al. have demonstrated how the use of avatars in a virtual experi-
ence can affect player behavior and increase levels of enjoyment, par-
ticularly for individuals anxious about the limitations of their real-world,
physical body [17]. Similarly, Makhlysheva et al. state that ‘the use of
avatars allows for a combination of individual players’ needs as well as the
promotion of socialization, networking, and the players’ inclusion, which
in turn contribute to users’ motivation to interact with the game’, positing
that a successful serious game should include avatar characters which
‘reflect the player in the game’ through customization [18]. Creating em-
pathy and identification with the avatar is particularly important for our
project, in which we aim to provide the participants with knowledge that
they could transfer from the virtual world to their lives beyond the game.
With this in mind, we worked to develop a range of avatars to be used
within our virtual experience. A process of avatar selection creates a sense
that the character which the player is embodying within the VR experi-
ence shares qualities with them, specifically relating to their food habits
and dietary preferences. Our avatars reflect diversity in race, age, gender,
and body shape to reflect the context of contemporary Singapore and the
target audience of our experience - Singaporeans between the ages of 21
and 69 years who have been diagnosed with type 2 diabetes or identified
by their doctors as being at risk of developing the disease. Our character
design approach is firmly rooted in a heightened level of abstraction.
Across the broad field of design, the concept of minimalism and ‘less is
more’ is widely accepted as a way to increase attention levels and success-
fully engage audiences with content being presented [19].

A PAT ¥ S LY

As fig. 1 demonstrates, priority is given to displaying a wide variety
of body types, genders and ages that rely primarily on basic geometric
shapes instead of providing unnecessary anatomic detail. Computer
graphics long strove for ‘increasing realism in rendering, surface repre-
sentation and movement,” however we would argue that the soft painterly
quality of our textures emphasizes the deeply universal human concerns
that are at the center of our research [20]. Indeed, stylization and abstrac-
tion further act as a reminder that the game environment exists as a ‘safe’
space in which decisions can be made and learning can be carried out
without direct real-world health consequences.
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Fig. 2 Modelled char-
acter for insertion into

VR environment.

The consequential application of these design concepts across all
characters also creates cohesion throughout. Our idea was to offer a
character cast that would invite any user through its inclusive approach.
The presence of diverse NPCs in the environment of the hawker centre
will also create a surrounding that is deeply familiar and easily identifiable
for Singaporeans.

4. Insight into Visual and

Technical Development:

Interactive Storytelling

Having assembled our cast of characters, the next logical step was to
develop the gameplay for our immersive experience. Our intention was
to create an overarching narrative which offers opportunities for players
to tailor their experience based upon how they choose to move within
the hawker centre, and what food and drink they select. This allows for
the overall educational aim of our game - to inform players about the
consequences of food choices - to be retained, whilst also creating a sense
of world discovery which increases the contribution that can be made by
creative visual design.

As outlined above, we wanted to avoid a simple binary of ‘good’ vs
‘bad’ food to reflect the complexities of diet management for diabetes
and increase the enjoyment level in the game. However, as the aim was to
create an experience which provided users with knowledge gain regarding
the impact of dietary choices on their health, we needed to incorporate
some way of indicating the health consequences of an in-game choice.
After much creative discussion and consultation with the medical profes-
sionals on our project team, the decision was taken that this could be
achieved through the adoption of a series of emoticons. These offered us
avisually whimsical yet scientifically informed way of providing feedback
on a player’s food choices within the game. Using such emoticons sup-
ports the view of Makhlysheva et al. that a successful health game must
offer ‘interactive, visualised game feedback on a player’s action in the
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game’ as it ‘contributes to the player’s experiential learning with regard
to various health behavior models and their projected outcomes as well
as the adjustment of game strategy’ [21]. Five emoticons were developed,
to reflect varying ‘health states’ which are impacted by dietary choice.
Rather than providing a numerical reading or a ‘bad’ or ‘good’ outcome,
the body’s reaction to the chosen food items is instead reflected through
playful animation loops (fig. 3).

The emoticons are present in the UI from the moment the player
enters the virtual environment, appearing in a neutral state until the player
has either walked around the hawker centre for some time without making
a choice, or chosen what they would like to eat or drink. Over the course
of the in-game experience, players will interact with hawker stalls and the
convenience store environment to select and consume food and drink,
selecting from a range of objects with differing nutritional contents. When
aplayer selects a food or drink to consume, the emoticons will react accord-
ingly. The emoticon reactions are scientifically grounded - for example,

Fig.3Designsfor ~ we envisage that if a player eats a slow-release carbohydrate with a lower
health emoticonsand  glycemic index, their hunger and energy icons will retain a positive state
their various responses  for longer than if they consume a high sugar item such as a juice or dessert,
toin-game choices.  which might also reflect a negative effect on their health even if it increases
happiness. At the conclusion of the game,
Expression | +ve state | Neutral | -vestate | others the player will receive a summary of the

< decisions they have made, with some
L
¥ ‘P9

reflections on how this has impacted the
hoalth

various health indicators represented
N ¢ by the emoticons as well as informing
* - -~

them how the choices they have made

blooted

hunger might relate to the prevention, develop-
A A - . o s
v ‘.:.,' < zé' viaT @B ment, or management of diabetes. This is
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< p-. 4 e v framed in a way that supports our overall
ppines .
4 approach to narrative - the purpose of
& ff" y 2 A the experience is not to criticize or pass
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> 2 judgement on players’ choices, but to
cneray wgor ruh show them how adjustments to their de-

® cisions in both the virtual and real world
can have a significant impact on their

overall health risks.
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9. Insight into Visual and

Technical Development: Environment

The setting of the hawker centre was of fundamental importance to creat-
ing a distinctly Singaporean experience that would allow local partici-
pants to understand the requirements of the experience and translate the
lessons learnt to their real life. Our approach to design for the environ-
ment and assets placed within it thus needed to evoke the familiar setting
of the hawker centre to allow participants to easily and immediately relate
to the setting and the experiences that they were having within the virtual
world. However, whilst these elements needed to be sufficiently familiar
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to ensure that users knew how to act and interact within the experience,
they needed to be different enough to guarantee that exploring the game
environment remained an attractive and novel experience.

Stalls were designed to represent the typical range of cuisines found
within a hawker centre, yet with a playful, stylized approach to logos and
names. The layout of the space closely resembles the spatial organization
of a real-world centre, however, adjustments needed to be made to suit the
requirements of VR. Smaller spaces were left between stalls to limit the re-
quirements for walking, which can be an unnatural and somewhat laborious
experience for users unfamiliar
with virtual environments.
Whilst hawker centres usually
have open sides, we chose to
enclose our space to prevent
players venturing outside the
main area and retain overall fo-
cus on the central narrative. We
also chose to increase the food
available beyond what is com-
monly found at neighborhood
hawker centres- for example,
the inclusion of a sushi stall and
a convenience store-to further
increase the educational poten-

tial of the experience.
When it came to the design of assets such as food and drinks, we took  Fig. 4 Real-world
a similar approach. Color schemes, logos and symbols were chosen for (L) and in-game (R)

food items which clearly evoked real-world brands, yet also demonstrated ~ chicken rice stalls.

a whimsical sense of derivativeness which we hope will amuse the players ~ Photograph: author’s
within the game. However, they also display accurate, scientific nutri- own.

tional information drawn from their real-life counterparts to facilitate

translating the information gained in the game to real life experiences.

T

6. Conclusions Fig. 5 Examples of
Our paper has laid out the interdependency between medical and factual food items to be placed
accuracy, narrative gaming approaches and visual development. The within in-game con-
research and creative production so far have been guided by a tightly knit venience store.

conversation between all interdisciplinary stakeholders: we are paying con-
siderable attention to detail, not only in nutritional and medical information
but also in integrating accurately observed details of hawker centres to cre-
ate a strongly localized game experience. We have combined this accuracy
with a design that integrates appealing stylized characters within an ac-
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curately observed, non-photo-realistically rendered, environment. We posit
that this well-established design strategy” will increase player engagement
and therefore heighten the efficacy of the communication of medical facts.

As our game is currently still at the level of prototype development, our
focus is on working towards the creation of an initial playable version which
can be experienced by a selected group of patients. Looking to the future,
we are making plans to allow a larger group of patients identified by their
doctors as having diabetes or being at risk of developing the disease to try
out the game, and subsequently evaluate the impact that it has on their real-
life behavior. With the help of our medical science collaborators, we have
already created specific questionnaires and surveys, which will address two
main lines of enquiry: the use of the game itself; its appeal, and its potential
for informing players on the nutritional aspects of diabetes prevention and
management; and more specific questions that collect information about
medical and nutritional details. i.e., influence on dietary regimes that might
occur on the basis of engaging with our project.

With further narrative and technical development, we hope that it
might be possible that the actual age/weight/race of the player can inform
how their avatar reacts to the food within the game. Medical professionals
highlighted that it is important to embrace the potential that VR provides
for offering more personalized approaches to care [22]. There are differ-
ent ethnic variations in diabetes prevalence, for example, whilst the food
choices required of an elderly person or someone who is pregnant must
be adapted to consider their age or condition [23]. It is hoped that in the
final version of the game, the participant will be able to select an avatar
that even more closely matches their own situation in both their physical
appearance and reactions to food, and thus develop informed knowledge
of dietary choices and approaches to diabetes prevention/management
suited to their specific context.

Our aim was to unpack the interdependencies between commu-
nication intent and the iterative design approach for our character and
environment designs, whilst also providing insights into our integrated
interdisciplinary research approach that connects the requirement of ac-
curate medical information with corresponding decisions in narrative and
visual development. By doing so, we not only hope to have offered sugges-
tions towards best practice but also framed this within the larger context
of highlighting the potential of expanded animation to enhance medical
knowledge and address contemporary global health concerns.

7 In the world of comics, Belgian artist Hergé (1907-1983) established the use of ‘semi-funny’ characters
combined with stylized yet realistic depicted backgrounds. This style later came to be known as Ligne
Claire (a term coined by Dutch artist Joost Swarte m the 1980s). The same approach can be seen (in diffe-
rent iterations) in the majority of today’s mainstream animation including almost all the modern-day CG
Disney and Pixar features (e.g. Up (2009) or Zootogia (2016)). See Gaumer, P.: Dictionnaire mondial de la
BD. Larousse, Paris (2010); Swarte, J., Labé, Y-M.: “La ligne claire est une technique plus qu’un manifeste,”
Le Monde, 19. Oct. 2010. https://www.lemonde.fr/culture/article/2010/10/19, la—ﬁgne—claire—est—une—te—
chnique-plus-qu-un-manifeste_1428243_3246.html.
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Abstract

Keywords
Stop motion films, in general, challenge in a positive form a peculiar percep- Animation research,
tion of sensing materiality and physical bodies, textures and space in a very animation methodologies,
different approach. In this paper, we analyze a stop motion film from 2019, animation analysis, stop
with 12 minutes long, called “Mémorable”, from the director Bruno Collet, motion animation.

which was nominated for an Oscar in 2020. The film tells the moving love
story of a couple whose husband suffers from Alzheimer's and who registers in
his paintings his condition and progression of dementia. His paintings become
a fractured mirror of forgotten memories and almost not legible representa-
tions, while the film itself acquires a sense of evolutionary deconstruction

of the stop motion technique into a materiality that resonates the brush of

a painting. Content, aesthetics and animation technique are combined in a
symbiotic and semiotic approach derived from its theme. In order to better
structure our analysis we use a qualitative methodology following the model
of analysis created by Peres, C. (2019) [1] to better understand stop motion
films. Along with conceptual structures such as story, graphical structures such
as materiality, and animation structures such as continuity, our objective is to
identify key concepts, patterns of occurrences and exceptions that might origi-
nate a research concept or theory on stop motion films. The final objective is
to find out what sets it apart from other films by its original approach of trans-
forming the rigid materiality of stop motion into a vivid portrayal of reality.

01. Introduction

“Memorable” is a stop-motion animated short film directed by the French
filmmaker Bruno Collet, released in 2019. The film garnered significant
attention from film festivals and received several nominations, including
the 2020 Academy Award for Best Animated Short Film. It won the Grand
Prize at the 2019 Annecy Animation Festival and the César Award for Best
Animated Short Film in 2020, as well as other awards at international film
festivals such as the Lumiére Award, the Annie Award, and the Jury Prize
at the 2019 Cannes Film Festival. The film’s narrative, visual impact, and
emotional depth were widely recognized and celebrated, contributing to
its critical acclaim and success.

1 UAlg - ESEC, Animation Department, Rua da Penha, Faro, Portugal; Researcher at UNIDCOM/IADE,
Unidade de Investigagdo em Design e Comunicagdo. Av. D. Carlos 1, 4, 1200-649 Lisboa, Portugal

2 JADE - Creative University, Animation Department, Av. D. Carlos I, Lisboa, Portugal; Researcher at UNID-
COM/IADE, Unidade de Investigagdo em Design e Comunicagao. Av. D. Carlos I, 4,1200-649 Lisboa, Portugal
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The film tells the story of an artist, Louis, afflicted by a neurode-
generative disease, Alzheimer, that impairs his memory and distorts his
perception of reality. With the companion of a life, his wife Michelle, they
are caught in a dance of forgetfulness and remembrance. Each passing
moment, Louis loses his grasp of reality, while the world around him
transforms in his hands and in front of his eyes. Despite Louis’ attempts to
cling on to his memories, his notes become a flood of confusion. Michelle
watches with sorrow as her beloved’s illness even dulls his artistic talent.
Yet, even when Louis no longer recognizes Michelle, he still sees her as a
fluid, living work of art, dancing with her in a seamless, flowing rhythm
until she dissolves into shimmering points on the horizon.

The film, animated in stop motion technique, involves using real
objects, which are photographed in small movements, frame by frame,
to create the illusion of continuous motion. According to Pilling, 2010 [2]
stop motion animation has the ability to evoke a sense of materiality and
texture that is challenging to achieve through other animation techniques.
This aspect contributes to the dense and tactile atmosphere of the film,
making it a unique form of storytelling. According to Wells, in films related
to memory, there is an occurrence of emotions, feelings, and states of mind
that are particularly difficult to represent through images in live-action.
(Wells, 1998, [3]). Thus, stop motion emerges as a possibility to preserve the
materiality of reality while also harnessing the potential illusion created by
animation films. Moreover, as Wells points out, animation is not necessarily
concerned with physical reality, but rather with metaphysics - the meaning
that we attribute to our experience of reality. This meaning, however, does
not need to be epistemological, as animation can operate in a “primitive
mode,” which explores the sensory aspect of consciousness. Animation has
the potential to highlight pre-linguistic knowledge, rather than reinforcing
the Cartesian notion of “seeing is believing.” (Wells, 1998, [3]).

During the development of the film, “Memorable” a more playful
and poetic perspective of the stop motion technique is applied. Along the
film a disintegration is explored, in an extra layer, which is only possible
through a specific differentiated stop motion technique. Purves asserts
that stop motion animation is remarkable for its non-fluid character and
inherent imperfections resulting from manual production, which elicits an
emotional response from the audience (Purves, 2018, [4]). Also, values im-
perfection as an essential element, as handcrafted objects possess textures,
imperfections, and flaws that distinguish them from the smooth surfaces of
traditional animations. This notion of imperfection parallels the fallibility of
memory, which is a pliable field prone to distortions and forgetfulness.

In this paper we overview an analysis on how the plasticity of stop
motion is used and its differentiation aspects used in this film.

02. Animation Methodology

analysis and case study

The used methodology is the result of Catia Pere’s Ph.D. thesis, during
which the model was developed (Peres, C. (2019) [1] with only a few ad-
aptations on the terms. Overall, the model refers to ground theories and
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concepts in animation analysis that go from Sergei Eisenstein [5], Norman
McLaren [6], Hayao Miyazaki [ 7], Paul Wells [8], Berger [9] and Umberto
Eco [10]. Its objective and function is to structure and consolidate infor-
mation about a key concept, theme, film, author or subject in animation to
better analyze a case study through a list of variables. The model can be
accessed in Appendix I - Model of analysis [1].

02. 01. About Conceptual Structures

When approaching the film analysis on its concept and theme, the word
dementia is one of the most prominent. Dementia is a term used to de-
scribe a decline in cognitive functioning that impacts a person’s ability to
perform daily activities. Alzheimer’s disease is the most common type of
dementia, accounting for 60-80% of cases (Alzheimer’s Association, 2022
[11],). According to the World Health Organization, 2021 [12] there are
currently around §o million people living with dementia worldwide, with
approximately 10 million new cases diagnosed each year. The increasing
prevalence of dementia highlights the urgent need for effective preven-
tion, treatment, and care strategies.

In recent years, films and other forms of art have been used to depict
the experience of dementia and Alzheimer’s, with the goal of challenging
stereotypes and reducing stigma surrounding these conditions. Baer and
colleagues, 2017, p. 91 [13] noted in their study on the representation of
dementia in popular films that “the use of film as a tool to create aware-
ness and educate the public about the realities of dementia is an impor-
tant and necessary component of public health.”

“The Father” is a touching and thought-provoking 2020 live-action
film directed by Florian Zeller, which delicately portrays the moving story
of Anthony, an elderly man struggling with dementia, desperately trying
to hold on to his independence and sense of reality, while his daughter
searches for a caregiver. Similar to the film “Memorable,” “The Father”
skillfully explores the emotional and psychological impacts of dementia
on individuals and their relationships with loved ones. Overall, both films
offer poignant and powerful depictions of dementia and the impact it
has on individuals and their families. Another example of addressing the
theme through art is the experimental music project “Everywhere at the
End of Time,” released in 2016 by English artist Leyland Kirby, which
explores the progression of dementia through six albums documenting
different stages of the disease. Each album presents a blend of samples,
noises, and ambient music to portray the deterioration of memory,
cognition, and identity that accompany the progression of dementia. The
fragmentation seen in the music project “Everywhere at the End of Time”
is also reflected in the film under analysis, as the character undergoes a
metamorphosis, transitioning from realism to impressionism and ulti-
mately to a state of nothingness.

In the realm of animation, there is a wide array of short films that
delve into these profound subjects. Some examples include the 2D film
“Late Afternoon” (2018) directed and written by Louise Bagnall, the 2D
film “Elladrdn de caras” (2013), helmed by Jaime Maestro, and the 2D
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film “Life without Gabriella Ferri” (2008), crafted by Priit and Olga Parn.
Additionally, the 3D film “Napo” (2020), under the direction of Gustavo
Ribeiro, also delves into similar depths. Furthermore, similar to “Memo-
rable”, “La Valigia” (2014), directed by Pier Paolo Paganelli in collabora-
tion with Associazione Evoé and Studio Croma, stands as a testament

to how stop-motion animation can be employed to explore intricate and
emotionally heavy themes. An example of a feature film is “Arrugas”
(2011), directed by Ignacio Ferreras, which serves as a poignant adapta-
tion of the graphic novel “Rugas” by Paco Roca. This cinematic work
portrays the intricate nature of dementia and aging. All these references
address a contextualization to our subject and animation films which ap-
proach the creation of awareness around the topic of dementia.

2.1.1. Origins, Motivations, Inspiration

In the case of “Memorable”, the inspiration for the film relates to the true
story of the American painter William Utermohlen (1993-2007), who
suffered from Alzheimer’s condition and whose artistic trajectory left a
profound impression on the director, Bruno Collet. Utermohlen’s work is
mostly known Postmus and mostly by the sequence of self- portraits that
accompanied the progression of his Alzheimer disease. The paintings
from that late period reveal a disintegration of form changing from more
figurative (in early stages of the disease) into more abstract and disform
states (in late stages of his disease), which progressively barely capture
the elements of the face, and metaphorically his identity and sense of self.
The sequential portraits below (fig.2) from the artist register a self-artistic
documentary collection of works.

In Collet’s film we also witness the progression of a deteriorating
state of the protagonist’s disease, which is demonstrated in the content
and story, but as well in form and in the movement in the film. Aestheti-
cally and artistically the film changes its forms, colors, textures and
animation technique to become almost a painting canvas to tell the story.

2.1.2. Universe, Context, Vision

The universe of the film is characterized by a discourse that is half-
documenting the character’s state, and half, which is a creation of art, in
what can be characterized as a “dreamlike” world, or as, the inner and
subjective world of the character. This world of physicality, materiality
and weight is reinforced by the stop motion technique, which progres-
sively starts to disintegrate, from its figurative forms, to acquire a more
expressive and artistic state, resembling a impressionist painting and
transforming the film into a more abstract, artistic and aesthetically film.
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The loss of consciousness and memory of the protagonist is in this way
projected in the technique. The fact that the protagonist is a painter also
reinforces the metaphor of his world becoming a sensuous canvas painted
by oil brushes with expressive textures. In the artistic universe, the subjec-
tive point of view of the character, as well as the paintings developed by
Louis throughout the film, expose references of artistic movements from
realism to post-impressionism which greatly influence the film aestheti-
cally. The film strongly presents these artistic movements as the narrative
progresses from figurative to minimalism and abstraction.

2.1.3. Narrative, Story, Theme

The story revolves around a love story between Louis and his wife Mi-
chelle, coping with aging and his advanced state of dementia of memory
loss till the point that he doesn’t even recognizes his wife, himself in

the mirror or cannot even distinguish, if the object next to him in the
bathroom is a hair dryer or a gun, leaving him profoundly lost in his mind.
Louis in another hand develops a sense of humor and makes jokes around
the situations that he gradually doesn’t understand, as a defense and a
way to escape those unpredictable revelations of reality that his severe
state doesn’t allow him to recognize anymore. While making humor out
of those embarrassing situations he still experiences a sensuous attraction
to his “not recognizable” wife which leaves her profoundly sad. Neuro-
scientist Ivan Izquierdo [15] provides a scientific explanation for sensory
activation: “memory stores emotions”. Even though a past event may not
be clear in our minds, the feelings associated with that event often remain
active. Therefore, despite forgetting who his spouse was, the emotion
remained active, and he invited her, as a stranger, to dance. Although
profoundly sad it is a story of resilience and love till the last moments of
his consciousness and her humanity. In their last dance she completely
disembodied herself and vanished away into fragments of thin brushes of
paint and into balls of laughter in the air, leaving him completely alone in
aworld of unrecognizable meaning disorder and loneliness. Somehow, as
an audience, we too, experience that last moment of evaporation, imagin-
ing what life would be after that. The importance of this moment is the
creation of awareness and empathy and to seek what could we possibly do
to help the way for these people in this world.

2.2. About Graphical Structures

As the protagonist loses his references and sense of reality, he does it to

the point that he is disembodied from reality and from his own figure with
the objects around him disappearing. This disorder, deterioration of forms
and expressiveness construct the metaphoric idea that is losing his identity.
The film also acquires this sense of disorder in the structure of elements

in the room, by the progressive invasion of the white space and subjec-

tive background leaving the character in a new landscape without objects,
references and completely alone. Regarding the graphical structures of the
film a variety of styles and techniques are integrated in the film. In a generic
way the film is represented in physical forms of stop motion technique. This
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technique allows physicality, tridimensionality, weight, depth of space,
textures, light and materials that are staged in space and which evokes a
sense of real space similar to the one we have in theater or in real life. On
the other hand, the representation acquires a loose resemblance with reality
making the graphical universe both real and sensorial but also both illusive
and expressive in textures of plaster and clay that resemble an oil painting,
and which becomes less and less figurative. In a more conceptual sense,

the film pays homage to the works of sculptor Alberto Giacometti, painter
Vincent Van Gogh, and Francis Bacon through direct evocations of their art
in various sections. These artists are associated with the Post-Impressionist
art movement, and the director seems to be drawing inspiration from their
styles in the film. Francis Bacon (1909-1992), one of the most important
artists of the 20th century, became known for his paintings that portrayed
distorted and anguished human figures. His works were marked by emo-
tional intensity and the dramatic use of color and texture. According to art
critic Martin Harrison, “Bacon was one of the few modern artists who really
managed to capture the anguish and anxiety of the modern world in his
works” (Gale, 2008, p. 12 [16]).

Fig. 2 Left: Self-
portrait’ by Bacon;
Right: “Mémorable”
(Dir.: Collet, 2019, 12’,
00:07:18:00)

Alberto Giacometti (1901-1966) was a master of emotional intensity and

a sense of existential isolation in his artworks. According to art critic Peter
Schjeldahl, Giacometti’s sculptures were capable of capturing “the sense of
human vulnerability and existential angst” like few other artists (Schjeldahl,
2018, p. 10, [17]). The film evokes the figure of the doctor through a sculp-
ture by Giacometti, which seeks to capture Louis’ vulnerability. The doctor
is the first character that Louis sees altered and becomes unrecognizable.

Fig. 3 Left: Tall thin
head by Giacometti;
Right: “Memorable”
(Dir.: Collet, 2019, 12’,
00:03:16:00)
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Both the artist Van Gogh and Bruno Collet’s film “Memorable” address
the themes of memory and mental deterioration while showcasing a unique
and striking visual aesthetic. In his final years, Van Gogh experienced men-
tal deterioration that impacted his artistic output. According to Naifeh and
Smith, 2011 [18] his paintings reflected a state of profound mental confusion
with strong and expressive brushstrokes that conveyed intense and disturb-
ing emotions. “Memorable” depicts the memory deterioration of an artist
and the resulting mental confusion. According to Gombrich, 1999 [14], the
use of bright and saturated colors is a distinguishing characteristic of Van
Gogh’s work, as he used color to express intense emotions.

Fig. 4 Left: The starry
night by Van Gogh;
Right: “Memorable”
(Dir.: Collet, 2019, 12’,
00:04:16:00)

A more indirect and loose link can be addressed to the artist Giuseppe
Arcimboldo (1526- 1593), whose portraits intentionally depict figures made
of objects as an allegory or caricature of the identity of the person. In “The
Lawyer” (1556), a jurist figure is composed of meat and fish and his body by
legal papers, while in “The librarian” the figure is composed and represent-
ed by books. Collets’ figure is composed by expressive brushes made of clay
as symbolic analogy to his passion about painting and brushes.

2.2.1. Hierarchy of elements:

primary, secondary, tertiary

Norman McLaren early in his film notes, collected by McWilliams [6], re-
flects on what he calls primary, secondary and tertiary elements in anima-
tion, as a process to prioritize only certain elements to be animated, being
primary objects the most important ones and the ones usually dedicated
to the animation of characters. In this case and relatively different from
most stop motion films, “Memorable” is also defined by a layer of “brush
made of flexible latex” that redefines the whole film. If in the beginning of
the film, characters, objects and spaces are graphically characterized by
the weight and materiality of solid stop motion materials, addressing to
the characters, a physicality within reference and resemblance with real-
ity, but, as the film evolves and the character’s dementia evolves, a non-
rigid element layer similar to a “brush made of flexible latex” redefines
the graphical structures of the film. The surfaces of puppets and spaces,
before stiff and articulated and rigid structures, become more malleable
and flexible in their exterior to resemble a paintbrush and canvas painted
by oil brushes. This “texture brush” made of flexible latex, though, acts

in a very powerful way. On one hand establishes a world full of rigidity
and allows acting as a thin layer of texture, and one another hand it can
change into a material that is more modelative as a layer that allows us to
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see from the painter’s eyes a new universe where reality is very different,
flexible and also constructed into a different world. The “clay brush” acts
as a layer or filter of reality and takes advantage of what animation can do
frame by frame which is the” ability to change into any form possible” as
evoked by Eisenstein [s]. In this film this ability takes a double form, one
the layers beneath the surface and another one on the layers above the
surface of the elements that distorts them into a painting.

2.2.2. Style, color, forms,

stylization, representation

Aside of the references to artists in the film, visually, it fuses the tactility
of stop-motion puppets and 3D animated models with a final aesthetic
that resembles an oil painting, suggesting that the protagonist’s artwork
defines the movie’s style. Developing characters in stop-motion involves
two crucial elements. First, the character’s body has an internal, ar-
ticulable skeleton structure, allowing for precise positioning during the
animation process. Second, the face requires careful attention. While a
replacement system using 3D- printed masks with magnet systems is of-
ten utilized for facial expressions and lipsync, this process was unsuitable
for this film. The precise colors and textures required were impossible to
achieve with this method, as any deviation could create visual discomfort
and give the appearance of the character’s skin vibrating. Instead, the
director opted for a flexible face, much like that of an animatronic. They
meticulously crafted an internal articulation system, and foam and latex
were utilized to achieve the desired effect. The resulting surface was then
painted, providing the appearance of paint and clay. The contrast between
the mouth and eyes lends the characters an added level of realism.

2.2.3. Composition, camera,

space, proportions, depth

Also the terms foreground, middle ground, and background are used in
animation films to create a priority of importance [8] of the scene and
elements and which also creates the illusion of depth of field in a scene. In
stop motion animations, the space between foreground and background
can be emphasized by the depth of field that can be created through tech-
niques such as perspective manipulation and layering. Additionally, the
use of chroma keys allows for the creation of backgrounds and environ-
ments that would not be possible in real life, and often these scenarios

are added in post-production due to the high cost and labor involved. The
combination of these elements can create impressive visual effects in a
stop motion animation scene (Bordwell & Thompson, 2010 [19] In the
foreground, we always have the primary objects, such as the characters,
and but we also have animatable props, to as anything that moves grabs
the viewer’s focus and attention. In a stop motion animation, texture is
essential to characterizing the characters, and therefore, it is common to
focus on the foreground and blur the background. In the case of Memo-
rable, there is an emphasis on the deconstruction of props in the fore-
ground, showing the character’s difficulty in perceiving the objects around
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him. The post-its appear in several scenes, demonstrating the character’s
attempt to perceive the environment through his own resources, such as
drawing. The repetition of elements and their emphasis in the foreground
reinforce the viewer’s need to remember and interpret this informa-
tion (CORTES, 2012, [20]). The use of detailed and subjective American
shots brings the viewer closer to the characters, creating an emotional
connection with them. As Bordwell and Thompson, 2010 [19] argue,
“camera positioning can provide a subjective view of a character, or even
empathy with the character”. Thus, the use of these shots contributes to
the viewer’s immersion in the narrative. Regarding the characters, it is in-
teresting to note that they have realistic proportions despite the presented
deformations. As Langer, 2018

[21] highlights, the deformation of characters is a technique used
to create a stylized and distorted universe, but one that still has realistic
elements. This allows the viewer to identify with the characters, despite
not being faithful to standard human anatomy. Finally, the use of empty
spaces as compositional elements in some scenes is an interesting tech-
nique to emphasize present objects and props, as well as the character’s
emotional state. As Bordwell, 2018 [22] emphasizes, “composition can
suggest a character’s emotional state or create a specific atmosphere”.

2.3. About Sequential
and continuity structures

2.3.1. Behaviors: changes

of position, state and form

One of the most notable aspects of “Memorable” is the way the film
addresses the issue of memory loss and mental deterioration. Through
the stop-motion technique, director Bruno Collet creates a surreal and
dreamlike atmosphere, where distorted and disjointed images reflect the
character’s sense of confusion and alienation. Moreover, the animation is
elaborately crafted, with meticulous work on the stop-motion characters
and sets. With each frame, Collet manages to convey emotion and the
sense that the world is dissolving around Louis. The animation is carefully
choreographed to convey the characters’ emotions and mental states. The
way Louis, the protagonist, moves is altered as the disease progresses,
becoming slower and more uncoordinated, while the images around him
become increasingly distorted and disjointed. In Jan Svankmajer’s works
there is a series of disembodiment in movement as a form of portraying
an allegory on identity. In both works below, Svankmajer explores the
body as a vehicle that redefines the definition of the self. As Paul Wells
(1997) [23] describes, “Svankmajer uses the unique vocabulary of anima-
tion in expressing these principles and essentially redefines the conditions
by which the body might be represented and redefined aesthetically and
politically.” [23] (1997, pp-177). In the Svankmajer’s case, the fragmenta-
tion and metamorphoses of the body, as Wells explains convey a sense of
criticism or caricature about social and political identity and views about
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consumerism, gender, capitalism The body loses its primary function, and
it works as a canvas to be redefined [23]. As Foucault recalls [24], “There

is little question that one of the primordial forms of class consciousness is
the affirmation of the body”. The behaviors in Memorable acquire a dif-
ferent semiotic value according to the materials used. The story evolves as
the materiality evolves, overcoming the constraints of each material from
more solid and heavy to something that is more malleable and flexible
and which ultimately evapores, vanishes and disappears. As it happens in
the film Chihiro, by Miyazaki also Chihiro fades, when she feels insecure
becoming more transparent and starting to lose her soul [7]. The loss of
the body creates a metaphor for the state of mind of the character.

2.3.2. Continuity, frame

by frame, technique

The animation sequential and continuity structures in stop motion tech-
nique are usually, as characterized before, linked to the use of its peculiar
materiality and physicality with objects staged in a space as in resemblance
with reality but with a different plasticity. As addressed by Buchan [25]

and Ward [26] animation takes advantage in exploring interdisciplinary
styles, forms and techniques to find new theories and practice. Hybrid
techniques allowed a change of paradigm in the industry by combining dif-
ferent techniques. In the case of “Memorable” both traditional stop motion
(armature puppets), a more hybrid form of stop motion (flexible latex) and
CGI (3D animation) are used in the film to convey different connotations
in animation. While rigid puppets convey a sense of an alternative world of
plasticity, a layer of texture above the puppets made of latex creates a level
of expression equivalent to a paint brush which alternates and redefines
the world causing a huge metamorphosis of the whole style during the film.
As Eiseintein elaborated in his concepts of plasmaticness [5] the ability to
take any form and any body is one of the key concepts in animation. By the
end of the film, the world also becomes almost full CGI generated with
completely different fluidity aspects. When observing the movement of
puppets one can relate to classical works of stop motion such as “Wallace
and Gromit” from Aardman or the “Nightmare before Christmas” from
Tim Burton, in which characters are stiff and rigid. But as well when the
texture on top of the puppets in “Memorable” changes, we can witness a
plasticity that is more flexible similar to the works of Svankamajer or Morph
from Peter Lord. As the materials change, the technique and continuity on
the frame-by-frame process changes allowing a different perception and
fluidity. The world once solid and staged becomes a painting canvas to be
painted and redefined. The continuity makes use of explorations of hybrid
and combined techniques and makes the film more powerful till the mo-
ment that drops of laughter vanish from this world as well as the contact of
the protagonist with the world too.

2.3.3. Speech, sound, music
The narration plays a great part of the film as it explains very clearly the
Nicolas Martins composed the film’s soundtrack, and in an interview (Kob-
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elka [27]), he revealed that the director had a specific vision of using string
instruments. Martins stressed the importance of having a musician present
from the beginning of an animation film, especially in stop-motion anima-
tion, to ensure synchronized visuals and sound. Even if the music is not yet
finalized, a general sense of it helps the team better understand the char-
acters’ body language, facial expressions, rhythms, and movements. The
cohesion between the image and the music is crucial to the film’s success.

The soundtrack features a string quartet and prominently features a
song from the 60s or 70s. This song appears in three key scenes: when the
character plays the vinyl record in the early stages of his illness, when he
plays the vinyl with more advanced symptoms, and in the scene where he
does not recognize himself in the mirror. The song was specially created
for the film and performed by soul singer Clarence Stanley Finck.

The use of the string quartet in the soundtrack creates a sense of drama
that effectively enhances the progression of the illness and its emotional im-
pact. The music is especially prominent in key moments of the film, reinforc-
ing the story’s themes and providing an emotional anchor for the audience.

Another significant impact of the film comes from the portrayal of
Louis and Michelle, voiced respectively by André Wilm and Dominique
Reymond. Their French accents add a unique quality to the narrative and
are exceptionally well-suited to the characters’ ages and emotional states.
The coherence between the voices and the characters they bring to life is a
remarkable achievement and a testament to the film’s attention to detail.

3. Conclusions and contributions

In conclusion, the film “Memorable” expresses one of the most important
abilities of human beings, as Berger explains, which is to express the inner
world to the outside as a way of seeing others and as well to see ourselves
[6], no matter the state or condition and which in animation makes so
much sense. It arouses profound questions about an aging period and pos-
sible dementia conditions and questions till when, are we still in contact
or in connection with this world of consciousness. As well it triggers in

the audience a sense of empathy and awareness about how to care and
include these target groups of people in society without being judgmental
and above all with love. The conceptual approach to the disembodiment
as a key concept possible in the film, and which can only possible in
animation creates a sense of loss of identity, consciousness and semiotic
values act as a major differentiation aspect of the theme and also the
technique. The process and use of hybrid and combined techniques while
contributing to the present change of paradigm in the industry creating
different opportunities for aesthetics also contributes to a better under-
standing of stop motion potential and differentiation aspects of tech-
nique in terms of plasticity. By using a new technique that positions itself
between the plasticity of clay and rigidity in replacement faces, the film
opens up a new path for stop-motion animation construction techniques.
This hybrid technique allows for greater flexibility and creativity in the
construction process and expands the possibilities for storytelling through
stop- motion animation.
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Abstract

Keywords
The intention of this research is to address the symbiotic relationship VR, Stopframe, Animation,
that exists in Virtual Reality between two juxtaposing energies: the 360 360 film, trickfilm,
projected spherical digital canvas and the hand-crafted, analogue and handmade, puppet.

authentic puppet animation.

“If... film is to fulfil itself aesthetically we need to believe in the reality
of what is happening while knowing it to be tricked”
(Bazin, A., et al. 1972.)

01. Introduction

Virtual reality, as a narrative medium, through its interactivity and
other particularities, presents characteristics that none of the previ-
ously mentioned narrative forms {traditional art and cinema} usually
possess, and should be recognised as such.

R. Aylett, S. Louchart. 2003

The emergence of content for Virtual Reality (VR) consumption has primar-
ily focused its energy on the digital creation of immersive worlds, which is
led by the games engines that dominate the construction of these environ-
ments. VR users are therefore offered either a digitally imagined fantasy
world in games such as No Mans Sky, or action-based challenge games ex-
emplified in titles such as Beat Sabre. Absent from the digital games content
in VR however is a more analogue response to immersive projection.

The visibility of traditional, hand-crafted environments that
employ real camera methodology, such as Isle of Dogs or Wallace and
Grommiit is nearly entirely missing. This gap in VR content denies the
fans of stop motion animation their own lovingly material worlds. This
may be due to the nascent emergence of the technology or perhaps the
complicated method of displaying and creating immersive environ-
ments by hand. Of the few existing examples of stop motion animation
created for VR, perhaps Gymnasia most closely provides not just puppet
animation and set building, but a visual language that speaks to the 170-
year history of film. In this paper I will attempt to further identify some
of the more successful examples in this genre.

Through reviewing examples of VR animation that demonstrate

1 CSAD, Cardiff Metropolitan University, WALES, UK
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these analogue hand-crafted environments, whilst exploring the develop-
ment of a new film language that allows for storytelling and editing in
animated ‘virtual’ worlds, that absence will be addressed.

By examining the experiences of the few existing Stop-motion artists
in this field, this paper will compare my own experiments in spherical
environments and 360 equirectangular filming with existing ways to
watch VR to create innovative new ways of capturing and presenting Stop-
motion animation.

I will go on to examine a selection of consumer solutions to captur-
ing Stopframe animation that allow users to create, edit and present their
work in VR.

The recent emergence of media content for VR consumption has, in
the last 10 years, primarily been focused on the digital creation of immer-
sive fantasy worlds and the 360 capture of live cinematic spectacle. New
innovative software such as AnimVR and Quil have begun to allow for the
creation of digital animation directly within VR but perhaps to the exclu-
sion of a physical materiality and somehow removed from the tactility of
more traditional techniques of animation such as Drawn 2D and Stop-mo-
tion. This has led to an overwhelming supremacy of VR content created
by computer generated in CG by the animation and games engines that
dominate these immersive environments.

VR animation consumers are often therefore primarily offered
a choice, as previously mentioned, between digitally imagined fan-
tasy worlds with little that speaks to the hand-made, organic nature of
analogue animation. This lack of an artistic contrast can lead to a visual
monoculture, excluding those who prefer to work with a more linear and
intuitive method of animation practice.

It becomes all too easy for the traditional animator to assume that
VR isjust a gaming peripheral or entertainment gimmick, rather than a
viable filmic medium ready to be explored for its potential to immerse and
transport the viewer beyond the flat representation of projected screen-
based media.

02. Background and Appeal
The distant future of 3D cinema will see a leap as great as the one from
L’Arrivée d’un train en gare de La Ciotat to the train engine sequence in La
Béte humaine. (Bazin, 1952)
It feels that narrative VR production, outside of the gaming world, is
still in its infancy in terms of its visual vocabulary; perhaps as Tom Gunning
posited the ‘Cinema of Attractions’ era of filmmaking did, when he refers to
the original facets of cinema in the 1900’s prior to the establishment of a now
cohered convention of framing and editing, asserting that “the cinema of
attractions directly solicits spectator attention, inciting visual curiosity, and
supplying pleasure through an exciting spectacle - a unique event, whether
fictional or documentary, that is of interest in itself. “ Gunning, T. (2006).
With over 125 years to refine and distil, the native language of
cinema has evolved to project a landscape orientated image onto a flat
screen for audiences to consume as passive viewers. This vernacular
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has become intrinsically absorbed into the common experience that
cinema goers understand, bound with the feel of velour seats and the
scent of fresh popcorn.

Establishing contact with the audience. From comedians smirking at
the camera, to the constant bowing and gesturing of the conjurors in
magic films, this is a cinema that displays its visibility, willing to rup-
ture a self-enclosed fictional world for a chance to solicit the attention
of the spectator. (Gunning, T.,2006)

VR presents a novel opportunity to the film maker, in that the contract be-
tween viewer and director is fundamentally changed; the experience is no
longer simply passive but rather the visual format is now potentially spheri-
cal and allows the participant a choice on where they choose to look at any
given moment. One of the few famous Filmmakers to successfully embrace
Virtual Reality, Alejandro Inarritu declares “VR is all that cinema is not, and
vice versa; the frame is gone and the two-dimensional limits are dissolved”
(Iharritu, A. in Pomeroy, 2017). This celebration of the potential for a new
filmic medium, to create innovative and fresh ways of seeing, is behind the
research topic of this paper; to find the same excitement and innovation in
analogue methods of animation, specifically stop-motion, thereby position-
ing VR at a junction to established linear narrative film.

Viewer-autonomy creates a tension for the film maker, who now must
lead the eye in directing the on-screen narrative and find new ways of
presenting the action to progress the timeline. In an interview with Jason
Pontin in 2017, Jessica Brillhart, filmmaker at Google, railed against linear
storytelling: “Storytelling is the product of film as a medium. In Man with a
Movie Camera [1929], Dziga Vertov went out with a camera and filmed eve-
ryday... . She went on to elaborate, “Vertov’s idea was that the camera was
adisembodied eye: a detached thing that could follow a horse, or be under a
train, or throw you over a building. It can show a world previously unknown
to you. But it’s Vertov’s perspective on the world. VR is its own medium.”
(Pontin, J. 2017, Jessica Brillhart). This poses a translative problem for the
language of film and how the director can manipulate the audience; what
new visual techniques and editorial methods are available to the filmmaker
to encourage audience attention when freedom of movement is given to the
viewer in such an unfamiliar projection space? A space that expands our tra-
ditional understanding of film and allows for new and innovative develop-
ments in the crafting of visual media on a spherical canvas as distinct from
the ‘Flatties’ of Jessica Brillhart, presents itself as an exciting challenge and
encourages new definitions in film language; as Aylett and Louchart sug-
gest, “a direct comparison between Aristotelian and Structuralist narrative
considerations would find little of use for constructing a narrative theory
particular to VR” (Aylett, R., Louchart, S.,2003)

Developing the methodologies of editing for immersive storytelling,
storyboarding for a spherical canvas and introducing innovative tech-
niques of direction will help develop a new vocabulary for a new medium
and bring an increased understanding of the potential for VR.



176

CONFIA - 10th International Conference on lllustration & Animation
Caldas da Rainha - Portugal - July 2023 - ISBN: 978-389-54339-9-9

02.01. Stimuli and the 4 Wall

With the removal from the film editor of the familiar tools for narrative
storytelling new techniques begin to emerge. In the absence of the wide
shot, close-up and reverse framings common to most movies, stimuli

and interventions can be used as editorial devices to cause the attention
to be directed towards moments of importance, interest and movement
can attempt to stay the attention of the now no longer passive viewer.
Spatial audio and visual effects can play a new role in directing action or
viewpoint to attract the viewer to witness or engage in specific areas of
the spherical staging. Placing the viewer within the environment as the
eye of the camera rather than an observer outside the space allows these
techniques greatly more purchase and of these stimuli, one of the most
emotionally impactful and effective is the breaking of ‘the 4th wall’. As
Chris Milk, CEO and founder of Within, says, “the defining characteristic
of immersive theater is that it breaks the fourth wall” (Milk, C. in Bucher,
J., 2018) which parallels with Gunning’s findings on actors speaking direct-
ly to their audience in his cinemas of attraction;

It arouses a curiosity that is satisfied by surprise rather than narrative
suspense. This different temporal configuration determines its unique
spectatorial address as much as its acknowledgment of the spectator’s
gaze, and it is the explosive, surprising, and even disorienting tempo-
rality of attractions that I want to explore (Gunning, T.,2006)

The use of a strategy that positions the protagonist as if speaking directly
to the audience has, since the birth of theatre, been used for punctuation,
comedic effect, or to pause the action and engage the viewer directly. As
Samuel Weber, while looking at Antonin Artaud in his book “Theatricality
as Medium” states:

as Artaud envisaged eliminating the partition in theaters between the
stage and the audience...The audience was to be placed at the center
of the theatrical space, but on movable seats, so as to be able to follow
a spectacle that was to exploit all the dimensions of space, not just that
positioned ““ in front ”” of the public.”(Weber, S., 2004)

Reading this, we can explore the links between the observations on thea-
tre in the round and this new immersive medium; finding the connectivity
and intimacy this provides makes for an experience of connection that is
amplified and charged with emotion.

In an interview with ] Bucher in ‘Storytelling for Virtual Reality’,
Chris Milk Founder and CEO, Within, pointedly states:

The reason that Virtual Reality is different is because it’s out of a com-
pletely fundamental technology. All the other previous mediums come
out of inventions in the second half of the 1800s, of recording moving

image and sound, except for literature.... Virtual Reality is growing out
of a new fundamental technology which is the tech—a computer sys-
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tem communicating with our human senses in the language that they
experience in the world around us. (Milk, C. in Bucher, J., 2018)

What is it about the materiality and ontology of stop-motion objects that ex-
ist in front of the camera that suggest its relevance to VR? The possibilities
that are offered by this new medium are equally tempting to the analogue
artist. Why are we attracted to stop motion animation and what is the ben-
efit to exposing this technique to VR? What is it about the materiality of Stop
Motion animation that lends itself to be encountered up close in a virtual
situation? “The dream of creating a living human-being, by means other
than natural reproduction, has been a preoccupation of man from time im-
memorial: hence myths as Pygmalion and Galatea” (Bazin, A.,1967).

Taking the argument, posited by Weisha Yang, that VR is an immediate
medium, concerned with texture and surface over framing and movement,
Stop-motion animation can be a medium with enough practical challenges
but without the additional complications of a 360 camera that can see
“everything”. So, why would you choose to create an analogue physical en-
vironment for an intrinsically digital medium? “The potential shock of the
cinema of attractions provided a popular form of an alternative temporality
based not on the mimesis of memory or other psychological states but on
an astonished spectator and the cinematic smack of the instant, the flicker
of presence and absence.” (Webber, S., 2011). The answer is, perhaps, just
because the immersive experience can connect so powerfully with the
viewer. The opportunity to place oneself directly into a physically built, lit
and filmed tactile environment, to immerse the participant, perhaps into
a “lilliputian” world otherwise impossible to physically inhabit. To “be”
the puppet protagonist, to see up close the crafted environment it inhabits
surely would create a new way to experience the stop-frame medium. As
William Paul observes, looking at the power of breaking the 4th wall, “The
viewer actively engages the image, responding in a direct and physical man-
ner” (Paul, W.,2004). And perhaps it is in the inherent materiality of the
process that the stop motion puppet has its attraction.

Ken Priebe emotes, in The Art of Stop Motion, “There is also some-
thing strangely satisfying about seeing a puppet made of clay have its own
life on screen, while at the same time seeing the fingerprints of the anima-
tor dance around its clay surface. It’s much like leaning in close to a painting
to see all the brushstrokes and canvas texture leaking through, and then
stepping back to see the wonderful illusion it creates” (Priebe, K. A., 2006).

With Suzanne Buchan making the distinction that crafted puppets
have their own inner world when she says, “The artists’ work with ‘infi-
nitely malleable’ raw material, and through their own will and intention
they create spontaneous generation machines that make manifest mat-
ter’s will... This is not achieved through anthropomorphic identification,
but via the technique of animation. ...I suggest the viewer’s reaction to this
animated vitalist-cinematic dialectic is a combination of enchantment
and of apprehension.” (Buchan, S. (2013)

Currently there are notably few professionally captured examples of
stop-motion animation available to watch in VR. This may be due to the

m
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nascent emergence and adoption of technology, a resistance to adopt a
new and different process, or perhaps the complications and methodolo-
gies required in creating, capturing and displaying immersive environ-
ments made by hand. The difficulties of creating an adaptable world

that the user has control over or agency within have precluded any real
efforts for animators to explore this new medium. However, the number
of filmmakers experimenting with stop-motion for VR projection is slowly
building. Recent titles, such as Wes Anderson’s behind the scenes takes
for Isle of Dogs, Phil Tippett’s experiments in his Mad Dog VR excursion,
or Taiwanese artist HUANG Hsin-Chien’s new 8K feature, The Sick Rose,
prove that this virtual world of audience immersion is a crucially impor-
tant one that Stop-motion animators feel equally excited to explore.

As Guionne Leroy asserts, “You want to captivate people. It doesn’t
come with just technique, it’s about putting yourself inside that character.
It’s like slowing down your brain and all of a sudden you are that pup-
pet and you move how that puppet moves.” (Leroy, G., from Shaw, S.,
2012). But what is it that connects us to the reanimated collections of clay,
wood metal and cloth? Aylett and Louchard speak of the balance of two
methods of performance, which in concert give us a new experience that
becomes more than the sum of its parts.

We apply the Platonic categories of ‘Diegesis’ (the poet directly ad-
dresses the audience), and ‘Mimesis’ (the poet addresses the audience
through the use of characters), both to the narrative theories under
consideration and to the various media, including VR. The visual as-
pects of VR may suggest that we should give more priority to mimetic
considerations as against diegetic ones. However, potentially both can
make a positive contribution (Aylett, R., & Louchart, S.,2003)

One of the most effective examples of this diegetic moment of direct eye
contact, in the Stop-motion short film Gymnasia directed by Chris Lavis
and Maciek Szczerbowski, 2018 at Clyde-Henry, occurs where the boy
played by an analogue puppet on stage first appears, apparently from
nowhere and then turns to look up into the eyes of the viewer creating a
visceral connection that both shocks and engages. Shot with the help of
Felix and Paul studios, following their success on Isle of Dogs, Gymnasia
is the first VR stop-motion film that had a complete hand-built set, using
animated puppets shot in their bespoke environment without the use of
green screen or photogrammetry. It generates a wholly unexpected reac-
tion, visceral and uncomfortable, yet personal and with such power that
is rarely occasioned in traditional screen -based filmmaking. As noted by
Low, “It seems that eye contact is incredibly powerful in VR, something
that triggers different instinctual responses depending on the context.
A friendly gaze can put you at ease, a stone cold face can make you look
away, and a glare can make you flinch.” (Low, C., 2019)

This visceral response, or ‘gaze-based interaction’ as Clyde - Henry
have it, making the hairs stand up on your arms and neck, is made more
intense by direct visual contact in an intimate immersive space, and seems
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to have a much more powerful effect in an enclosed spherical environment
than it would on the typical flat screen of a cinema wall. This power and
uniqueness, is claimed by Chris Milk as resulting from the fact that,

All other mediums, all other art forms are representations of human
experience. From an abstract painting to an Oscar-winning film, it’s
an abstraction of human experience. Each one of those has a different
language. A Picasso painting looks like a Picasso painting; Scorsese
films look like Scorsese films, ... Their externalized human experience
is compartmentalized and broadcast to me, the viewer, who witnesses
it, interprets it, and internalizes it, but there’s a transmission that

has to happen. Why Virtual Reality... is so unique is that it’s actually
capturing or constructing that human experience and broadcasting it
to us as first-hand human experience. (Milk, from Bucher, J., 2018)

It is necessary however to make the point that while these instances of Stop
Frame animation are intended to be projected into VR headsets or Head
Mounted Displays, the films themselves are captured through 360 stills
photography and the computer generated element of choice, where the
immersed viewer can move around independently and has some agency in
choosing options or self directing the story is almost entirely missing. This
renders a necessary separation between true interactive VR experiences
and immersive 360 captured narratives, that are essentially passive.

0.3. Technical Research

In cinema, the camera is under authorial control, so that the ideal
observer it represents is, in some sense, the narrator. In VR, the camera

is identified with the user, and removing their control over it directly
contradicts the freedom to move and look that is one of the major defining
characteristics of the medium. In this sense, VR moves beyond mime-

sis - ‘showing’ - with its implication of direction - to ‘experiencing’; thus,
although both cinema and VR share a synthetic visual aspect, there are
fundamental differences between them which make the narrative theory
(Aylett, R., & Louchart, S.,2003)

Initiating the research into the techniques with which these films are
being created has led me to investigate the range of options for stop frame
animation to be captured, including but ultimately dismissing computer
generated processes and photogrammetry, a process whereby an object
is recorded or scanned through a turnaround of incremental images to
provide information that allows said object to be converted into a digital
image, which can then viewed in 360 degrees. As successful as this
technique can be, the process requires the object to be removed from its
located environment before being placed in a digital virtual space to allow
the user to fully explore around the object in what is defined as 6 degrees
of freedom. Successfully employed in both Phil Tippett’s Mad God and
Wes Anderson’s Isle of Dogs, its limitations include: the vast file sizes cre-
ated, the need for digital Reprocessing, and the fundamental interruption
of the stop-motion process. The focus and limitation of this investigation
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is confined to establishing a ‘digital-lite’ solution that allows the stop-
motion animator to retain control of the process, to remove as much of
the post-processing requirement as possible and to find a simple plug and
play approach to capturing in stopmo footage without the considerable
investment required for 6doF. Therefore, this technique is temporarily
dismissed for a later analysis and investigation.

Instead I have limited this research to exploring a solution to capture
images in 360 degrees that utilize the least equipment and provide a solu-
tion that even non- computer literate animators can adopt.

03. 01. 3 or 6 Degrees of Freedom

It’s important to acknowledge that for the terms of this investigation, the
user ability to move or ‘travel’ forwards and backwards, or the translational
envelope, has been removed. The processes to allow for this are, as yet,
beyond the remit of the investigation and therefore will be temporarily
ignored. Only the rotational envelopes of tilt and turn will be considered

at this time. In terms of a headset, such as the kind used for virtual reality,
rotational envelopes can also be thought of in the terms shown below:

. Pitch: Nodding "yes"

. Yaw: Shaking "no"

. Roll: Bobbling from side to side

. Translational envelopes:

. Moving forward and backward on the X-axis. (Surge)
. Moving left and right on the Y-axis. (Sway)

. Moving up and down on the Z-axis. (Heave)

. Rotational envelopes:

. Tilting side to side on the X-axis. (Roll)

10. Tilting forward and backward on the Y-axis. (Pitch)
11. Turning left and right on the Z-axis. (Yaw)

O O ANV AW N

If we take our starting position as one that excludes a purely computer-de-
signed digital workflow, we must look to other methods of film creation and
image-capture appropriate to the VR presentation of stop-frame animation.
Live action video and photographic 360 capture relies on a complex system
of semi-spherical lenses to produce equirectangular images that translate
to the necessary spherical canvas, allowing for immersive VR projects to
be watched in a stereoscopic headset. However, many of these cameras
are too sizeable and cumbersome to be incorporated into a stop motion
set. The research intention, to be able to plug in a camera and use existing
stop-frame animation software to drive a sequential image sequence in the
time-honoured methods familiar to linear animators, has led the investiga-
tion to test the following consumer cameras for compatibility and simplicity
of use. For my experiments I have focussed on the following three devices:
the Insta 360, the GoPro 360 Max and the Ricoh Theta X.

Of these, as only the GoPro Max and the Ricoh Theta X are recog-
nised or ‘seen’ by the software, allowing image capture to be triggered na-
tively, the Insta 360 is excluded from further testing at this time. Ofthese
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last two the GoPro does not export a viewable live image leaving only the
Ricoh Theta range currently allows a live stream image to be saved to the
software and create the required ‘old/new’ registration that permits edito-
rial decisions to be made between frames. To initiate this the camera is
required to be set to ‘live stream’ mode to access the live view image at a
limited resolution of only 4k or 3840 x 1920 pixels. This in turn forces the
unit into auto mode and the captured image is not that of the full capacity
sensor 11k (11008 x §504)

Initial tests with the Ricoh Theta X in Live Stream mode reveal that
the camera is also set to auto-exposure and auto-white balance, and
therefore the results are limited from a cinematographic point of view,
with no ability to control the exposure of the results and fluctuations in
balances. Although a successful integration with the software has been
made, the lack of exposure control and quality renders the images useful
only as a demonstration of potential. To exploit the 360 camera’s full sen-
sor capabilities and engage with the shutter and white-balance controls,
the next tests required the triggering of the Ricoh via an external trigger
source, which in this case was an iPhone and employed a secondary video
source image as ‘camera assist’ for reference. Suspending the camera
‘above’ the set, rather than the more traditional set up of sitting it on a
tripod, allows the camera to be placed ‘in’ the set, and the image to be
captured in a way that most closely resembles the physical position of the
viewer. This can then be controlled via a motion control rig to produce
sympathetic movement in concert with the story. There are some lighting
issues with having the camera on set however, creating shadows from
above lighting for example, which poses more restrictions on the process
and requires further investigation if a professional outcome is to be
achieved. Some thought was required to control the environment where
the testing was carried out and led to building a blackout tent, from black
drapes, to minimize distracting light and movement in the backgrounds
but this will require proper design once testing has been proven successful
and a fully-considered setup has been designed (Fig. 1).

The quality of the visual results are dramatically improved with this
setup but again problems arise; the Ricoh X camera unit overheats after
around 20 mins of being connected via Bluetooth and requires time to cool
off. The resulting file transfer can become damaged as the unit switches
itself off and this in turn halts the import process at the editing stage.
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03. 01. Test Results

and Further Questions

Working with a ‘beauty cam’ and separate video-assist brought back
memories of my first days as an animator, working on film, when you had to
wait for your shots to be developed before you could see the results that had
been filmed! However, there remains a dislocation between what each lens
can see (the 360 lens is on the set and the assist lens is set some distance
away) a compromised solution which, while acceptable, is not ideal.

Released from the tether of the Dragonframe software however, all
camera models were able to be employed. The use of a digital SLR pro-
vides a connection to Dragonframe and the user therefore has an image
to follow via the ‘old/new’ function of registration needed to create the
animation, but the video-assist image differs markedly from that captured
by the 360 cameras. Viewing the 360-image via the iPhone app gives
some idea of what is being captured but the true final image must wait
until after editing to be viewed via playback in the Oculus headset.

Next, I tried a new process to test the immersive nature of identify-
ing as the puppet, by positioning it immediately under the camera. By
physically attaching the puppet to the 360-camera body might this imply
that we were looking through the eyes of the character? Sadly, the test
was a fail; as when animating the puppet, the camera too was constantly
nudged, making the captured image wobble and distract on playback.
This created too much unwanted camera shake, and was quickly aban-
doned, as the results were unwatchable. However, it posed new questions:
How important is it to show First Person characteristics? Does visual
embodiment with the camera enhance experience of immersion? Do I
need to show the puppet hands around the camera?

Does moving the camera to ‘keep up’ with the moving puppet imply
head turns, or just make viewer dizzy?

Having identified a host of new test parameters I continued to
concentrate on a proof of concept and left them for future exploration At
this point the test puppet was changed to allow for quicker testing and a
cleaner test image. As I am not currently concerned about the aesthetics
of the sets and puppet I will leave these as I know through experience they
can be designed and produced later. Of the shots explored Ilooked at a se-
quence of walks and visual performances to create connections between
puppet and viewer (i.e., camera). Access for the video-assist camera poses
some problems, as if it can be seen by the 360 camera it will be ‘in shot’.
Similarly, lighting may have to be designed to remain within the scene or
painted out with plates/mattes?

03. 02. Reflection on

the Cameras Tested

Ricoh Theta X

With the Ricoh Theta X, control is maintained over camera settings giving
adjustable shutter speed, ISO and white-balance, and allowing for the full

resolution of the chip sensor of 11k to be exploited. This gives vastly supe-

rior images as a result. However, issues arose including the unit overheat-
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ing, giving only 20mins use before shutdown, I tried removing battery and
powering directly, unsuccessfully. I also tried shooting to both SD card
and internal memory, but with no improvement. After some online re-
search I concluded that the Theta X needs an API developer app to switch
off LCD, which is seen to be the major source
of temp leading to the overheating issue. The
suggestion to use a remote Bluetooth Trigger

to capture images instead of using my iPhone,
which, as it connects via WI-FI, is increasing
power consumption and therefore heat through
Wi-Fi connection. Also, the iPhone connection
over Wi-Fi is quite unstable and loses connec-
tion regularly (Fig. 2).

GoPro Max

The GoPro offers little-to-zero native control
over camera settings and the focus is set too far
in front of the lens, making the puppet blurry.

I experienced some difficulties in transferring
files over to the MacBook but overcame these
using the native Quik editing app. Insta 360
gave similar results to the Go-Pro but with less
controlling features and less definition in the
output video resolution (Fig. 3).

04. Results

Importing to Adobe Premier
It is great to see native VR controls added to the editing software in its
most current update (22.5.0), including the ability to reposition the image
consistently through control of the PAN, TILT, ROLL controls. However,
some of the image sequence imports had issues which turned out to be a
consequence of the overheating and corrupting of image files in the Theta
Camera when it auto shuts down. This led me to investigate theta.org to
find a solution to the overheating problem, which has been documented
by many users. It seems this is an ongoing problem for cameras with large
sensors. I have contacted the Theta website developers to try to find solu-
tions to the overheating issues!

GoPro Quik, the native editing software for
GoPro cameras, allowed me to overcome some
of the import issues with this unit but illuminated
other limitations, such as the stitching, where the
two hemispherical images are joined at the seam,
here there were inconsistencies that, while fixable
through other programs, were detrimental to the
simple user adoption I am searching for. Also, the
auto-white balance between two lenses is sepa-
rated and so causes further detraction from the
seamless image I am trying to produce (Fig. 4).
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Exporting to Youtube
As YouTube is the predominant host for VR and 360 video content I have
chosen to use it to host the outputs of my tests. However, currently it
throws up many size issues and file format limitations, despite my capture
equipment being able to produce a desired file 0of 11008 x 5504 pixels.
YouTube currently only supports a 4k resolution of 3840 x 2160 which is
far below the capabilities of the cameras. In addition, the Oculus headset
that I am using can only adopt a maximum resolution of 5760 x 2880 in
H.264, which is half of the ideal output from Premier. Therefore, the final
equirectangular test results must be resized for export and viewing.

The final export is Available to watch on YouTube in 4K VR here:

SAS SOUND 360
https://youtu.be/yc1uQsuChS8

Software Apllications and Conectivity

It is crucial to be able to find a solution that allows the animator to see
what is being filmed; without that connection decisions cannot be made
and errors cannot be spotted and removed to create a satisfactory per-
formance. Enabling the animator with user centric tools is the only way
to encourage stopframe animation into the VR and 360 degree domain
and increasing the exposure of animation in VR will enrich the viewers
experience. To that end I have initiated a dialogue with the designers at
Dragonframe software to include the cameras in their software support.
Although initial requests for closer integration with consumer 360 cam-
eras have met with some resistance, I am hoping my experiments might
convince the software engineers that there is a genuine need for this level
of adaptive connectivity and that we can discover a working methodology
that allows the native exploitation of the 360 camera controls to provide
the level of detail that the cameras are capable of.

In the absence of a collaboration with Dragonframe, a workaround
can still be employed, where external triggers may be utilised to access
the camera’s stills function while finding more accurate offset camera
solutions to the live view conundrum. This solution has been adopted by
Isobel Knowles and Van Sowerwine on their award-winning 360 Stop-
frame animated short film, Passenger.

Editing for Immersive Storytelling

The next part of my investigation will concentrate on ‘what we see’ when
immersed in a 360 degree Stop-frame animated world. Following the
successes of fellow stop-motion artists and their kindness in sharing their
results and methodologies, I will be looking at what makes a narrative
work in a 360 world, how and what to show and where to manipulate the
attention of the viewer to encourage them to follow the narrative path
that I am describing, while allowing a degree of freedom and choice in the
virtual space. Looking at examples from the likes of TINDRUM in Den-
mark, Iintend to explore ways of editing, physical camera moves, matte
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painting and clean plates to remove unwanted capture areas. I also will

be designing mounting rigs, for both camera and puppet, to further test
and develop the visual embodiment element of performance where the
puppet is in view. Finally, I will begin to design an environment and form
a directorial narrative that allows for the motivations of the audience to be
manipulated to full effect.

05. Conclusion

More attention to creating emotionally engaging and satisfyingly realistic
environments in live action 360 capture is beginning to emerge: be it the VR
staging of live performances (LIVR), 360 immersive art exhibitions (such

as the new touring VR Van Gough exhibition), or group projections in dedi-
cated spaces such as the 12-metre dome at CULTVR venue in Wales.

Cirque du Soleil have successfully created versions of their perfor-
mances with the help of Felix and Paul, who were also intrinsically in-
volved in Clyde Henry’s Gymnasia, crafting a truly immersive experience
that recreates the live shows and indeed offers the viewer an even more
intimate role in the performance. With Petrichor, London Theatre and
Stratford East adapted their 2020 performance in lockdown to become a
virtual experience that could be watched via screen or headset expanding
the audience potential for live theatre. The National Theatre on London’s
Southbank has, since 2016, been pioneering theatre in VR blending ani-
mation, motion capture and performance with live actors and audience to
create new ways of telling stories that connect and engage. Between the
immersive documentary experiments of “Carne y Arena” by Alejandro In-
aritu, the exploration of the cosmos in “Spheres” from Darren Aronofsky
and “Gloomy Eyes” from Fernando Maldonado and Jorge Tereso, there is
much to be excited about and to interrogate in further research.

It is among these novel and innovative new techniques that Stop
Motion Animation has a crucial role to play in this exploration of film
and story making, providing an intrinsic connection with materiality and
identity for the viewer.

Building on the existing rules of film vocabulary and exploring the
challenges that a frameless VR canvass provides is the next challenge for
film makers. Virtual Reality is here to change film language at its core: what
is montage, a shot-reverse-shot or a close-up in VR? What is on- and off-
screen, when the screen is all-around? B Joret (2019).

To offer a broader and more versatile output of media experiences
that truly explore VR’s capacity to provide an immersive connection with
the audience, we must continue to develop and research ways that bring
the full spectrum of experience, knowledge, technique, and history to
the future of film making. Stop Frame Animation has its own part to
play in this experiment and I hope my research can in some way forward
that debate. I intend to compare the various ways in which narrative
storytelling differs from traditional film theories when editing for VR in
my next paper.

As a snapshot in the rapidly developing technical processes and the
adoption of a new film language, I am happy that, barring a few caveats, a
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successful proof of concept has been established and I am encouraged to
further my investigations into 360 degree Stop Motion for VR.
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Abstract

Animated Documentary is the name of an extracurricular unit that has been
running since October 2022 at ESACT/IPB — School of Public Manage-
ment, Communication and Tourism of Polytechnic Institute of Braganca
—, integrated into the 10% Up to you! training innovation program, and
inserts itself into the fundamental guidelines of the Laboratdrio de Artes na
Montanha - Graga Morais (LAM-GM), which values the programs in which
students immerse themselves in artistic research practices.

In this context, an animated documentary project began to be
developed whose theme is the woman from Tras-os-Montes, the territory
where this Polytechnic Institute is located.

This article frames the preliminary research carried out around
the animation documentary and highlights the ongoing pre-production
processes of the first animation documentary made in the context of the
extracurricular unit. All the creation processes presented here favor co-
creation methods and the use of collaborative tools. The article concludes
by presenting the next steps of the project.

01. Introducao

Os ultimos 30 anos testemunharam o desenvolvimento do documentario
animado que, como Paul Wells [1] recorda, s recentemente foi aceite
como um meio documental, permitindo mostrar o que € observavel do
real, de modo ndo convencional; e dar corpo visual animado a mundos
subjetivos e emocionais [2].

Esta abordagem ¢ adotada, maioritariamente, como reconhece Roe [3],
por animadores que desejam tratar tematicas ndo ficcionais, permitindo-
-lhes a animacdo ampliar e aprofundar o que se pode dizer atraveés de um do-
cumentdrio e tem a sua raiz historica no filme The sinking of Lusitania (1918)
de Winsor McCay [4], considerado o primeiro documentario animado.

Em termos praticos, a utiliza¢do anima¢do em documentos ndo
ficcionais permite-nos tratar a realidade de formas especificas [5], ao agir
como “instrumento expressivo”[1], o que contribui para revelar, frequen-
temente, aspetos documentais ndo representaveis ou acessiveis através
de live-action. Ainda, inspirada em Wells, sublinha-se, aqui, “que um
documentério animado pode revelar mais da ‘realidade’ de uma situagédo

1 Centro de Investiga¢do em Educagdo Basica (CIEB). IPB, Instituto Politécnico de Braganga, Campus de
Santa Apoldnia, §300-253 Braganga, Portugal
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do que qualquer série de documentdrios de live-action”[6]. A utilizagdo
de animacio, neste contexto, ¢ ainda reforcada quando se observa que

o documentario contemporaneo considera abordagens diversificadas,
menos normativas e subjetivas. Veja-se, a proposito desta pluralidade o
que nos diz Ward: “o “documentério” deve agora ser visto como um leque
de estratégias numa diversidade de media” [6].

No ambito das linhas orientadoras do LAM-GM prevé-se o desen-
volvimento de programas em que os estudantes imergem em praticas de
investigacdo em contexto artistico. Consequentemente, considerando o
potencial expressivo da utiliza¢do da anima¢ao em contextos documen-
tais que abordam criticamente a representagio do “real”, a autora deste
artigo propds uma unidade extracurricular designada por Documentario
Animado, no ambito do programa de inovag¢ao formativa, 10% escolhes
tu2 do IPB3 que permite aos estudantes desenvolver documentarios
animados dando-se destaque a tematicas relacionadas com os territorios
de montanha de Tras-os-Montes — espago nos qual a institui¢do se en-
quadra geograficamente — e as suas identidades, através de processos de
cocriagdo. Encontra-se, neste momento, a decorrer o primeiro ano desta
unidade extracurricular que integra 6 alunos das licenciaturas em Design
de Jogos Digitais e Marketing* da ESACT.

2. Contextualizar o documentario

Animado nas praticas de animacao

Annabelle Roe, autora com uma investigagdo notavel na area do do-
cumentario animado, assinala que a animagdo desempenha um papel
importante para ilustrar, esclarecer e enfatizar ideias e historias, em
contextos ndo ficcionais, desde o inicio do século XX [2]. Filmes informa-
tivos, propagandisticos, infografias animadas e anuncios|[1] sdo alguns dos
contextos em que a animag¢ao aparece como estratégia de representagdo
[2] para informar, comunicar e exprimir ideias.

Para um melhor entendimento, importa aqui aflorar o conceito de re-
presentagdo, cuja compreensdo ¢ fundamental neste contexto, constituin-
do-se como uma estratégia através da qual se estabelece um representan-
te que tomara o lugar do representado[7]. Como € apontado por Ranciére
[8], o regime representativo “regula as relagdes entre o dizivel e o visivel,
entre o espraiar dos esquemas de inteligibilidade e o das manifestagdes
sensiveis” (p. 156), salientando, ainda, que a “representa¢io é uma
distribui¢do ordenada de significados, uma relagdo regulada entre o que é
compreendido ou antecipado e o que acontece de surpresa (...)” (p.153).

As diferencas formais, concetuais e técnicas entre as imagens ive-
-action e a animacao, desencadeiam relagdes de leitura e interpretagao
distintas, quando consideram a representacao da realidade [2], o que
permite afirmar, de acordo com Roe, que a animagio “pode apresentar o

2 https://if.ipb.pt/en/
3 Instituto Politécnico de Braganga

4 Os alunos envolvidos sdo: Alice Gaspar, Duarte Nascimento, Diego Rocha, Ita Pritsch e Victoria Oli-
veira, da licenciatura em Design de Jogos Digitais; e India Oliveira, da licenciatura em Marketing, todos
estudantes da ESACT/IPB.
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assunto convencional do documentdrio (o ‘mundo exterior dos eventos
observaveis) de modos ndo convencionais)(...) e transmitir visualmente o
‘mundo interior’ da experiéncia subjetiva e consciente - assuntos tradicio-
nalmente fora do alcance do documentario.” [2]

Com as primeiras ideias langadas sobre os papeis que a animagao
podera desempenhar, e antes nos dedicarmos a uma reflexao mais apro-
fundada sobre o conceito de documentario animado, importa consagrar
algum tempo a reflexdo sobre o documentario, em geral.

O termo documentario foi criado por Grierson [9] que a ele se referiu
como “Documentdrio, ou o tratamento criativo da realidade”[10], nos
anos 30 do século XX.

O enquadramento da area de cria¢do deste artefacto audiovisual
sempre foi dindmico e os seus limites flexiveis, tendo o seu conceito sofri-
do aolongo da sua historia, ja com mais de 100 anos, multiplas alteracoes
e diversas propostas de reescrita.

Varios fatores — que contribuem para a defini¢do do conceito —
influenciaram, de acordo com o Nichols [11] as modifica¢Ges sofridas e
promovem a transformacao continua do que é considerado um docu-
mentario, num momento e lugar especificos. As institui¢oes de apoio
a sua criagdo e distribuigdo, as abordagens criativas dos realizadores,
ainfluéncia que algumas obras tém a curto e a longo prazo sobre os
autores das diversas geragdes, e as expectativas que as audiéncias tém
sobre estas formas especificas de olhar para a realidade, sao fatores que
o autor considera como cruciais na alteragdo continua do que ¢ conside-
rado um documentario.

Por considerarmos uma proposta que se enquadra contemporanea-
mente, trazemos a definigdo de Bill Nichols [11] que nos diz: “O documen-
tario fala sobre situagGes e eventos envolvendo pessoas reais (...) que se
nos apresentam, como a eles mesmos, em histdrias que transmitem uma
proposta plausivel ou uma perspetiva sobre as vidas, situagdes e eventos
retratados. O ponto de vista distinto do cineasta molda esta historia de
um modo que permita ver o mundo diretamente, em vez de uma alegoria
ficcional” (p.14). Este autor ainda afirma que os documentarios diferem
das ficgGes pelas representagdes que fazem e falam sobre o mundo que
todos compartilhamos, com clareza e envolvimento [11].

Reconhecendo as diversas aproximagdes que esta definicdo podera
considerar, o mesmo autor [11], no ambito da realiza¢do de documenta-
rios, considera diferentes modos de criagdo cujas aproximacgdes variam
de acordo com os realizadores, com o periodo e os locais em que foram
desenvolvidos, configurando, em termos gerais, a maneira como os reali-
zadores se socorrem dos recursos e das técnicas cinematograficas.

O modo expositivo sublinha o comentario verbal e a logica argumen-
tativa. A énfase nas associa¢Oes visuais, de qualidades ritmicas ou tonais,
assim como a inser¢do de segmentos descritivos e o rigor na organizagao
formal, sdo caracteristicas do modo poético de documentario [11]. Ja o
envolvimento com os assuntos do dia-a-dia, através de captag¢des com
cémaras que ocupam um espago que se pretende de invisibilidade e de
captagdo de um tempo real, € nos trazido pelo modo observacional em
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que, de acordo com Rabinger [12] “usa-se a cAmara como um antropolo-
gista” (p.85). O modo participatdrio sublinha a interagdo realizador-tema,
o que pode acontecer, por exemplo, através de entrevistas e da partilha de
pensamentos e assungdes do realizador [12] e é frequentemente acom-
panhado com footage de arquivos [11]. O modo reflexivo convoca [11] “os
pressupostos e convengdes que regem a produgdo de documentdrios”
(p.31) refor¢cando o modo como ¢ feita a representagio da realidade,

pelo realizador, frequentemente através da utilizagéo de (Lefevre, 2019,)
“técnicas cinematograficas anti-realistas” (p.22) que permitem “ver um
determinado documentario pelo que ele ¢ —uma construgdo ou repre-
senta¢do” (p.22) [13]. Por ultimo, 0 modo performativo destaca aspetos
subjetivos e expressivos que revelam o envolvimento do realizador com o
tema, usando abordagens evocativas e emocionais [11].

Todos os modos acima descritos ndo sdo estanques e chegam-nos,
frequentemente, articulados entre si, em concordéncia com os objetivos
que o realizador pretende alcangar.

Sendo evidente que o foco deste artigo é o documentario animado
porque consideramos importante fazer a identificagdo dos modos do
documentdrio de Nichols? Formenti diz-nos que “ os documentérios
animados foram classificados academicamente como filmes documenta-
rios, pois usam a animagao para narrar fragmentos do mundo real, em vez
de um mundo imaginario”[14] e as reflexdes sobre 0 documentario, em
geral, permitem-nos compreender esta area de produgio de documentos
audiovisuais com maior profundidade.

Mesmo assim, como € sublinhado por Lefevre [13], aliar as tipologias
apontadas por Nichols ao documentario animado pode levantar algumas
reservas. Um dos exemplos mais eloquentes que Lefevre aponta € o do
modo observacional que, stricto senso, é incompativel com a utilizagdo de
animagcao pela proposta que faz de utilizagdo da cdmara.

Ainda, segundo o mesmo autor, os outros modos, se devidamente
dissecados, apresentam-se nao como tipologias, mas como estratégias
narrativas. O modo reflexivo, por exemplo, apresenta algumas questdes
dado que as suas particularidades podem identificar-se noutros modos
e, como € referido por Decker [13], € por vezes mais uma estratégia de
storytelling visual do que um padrao formal distinto.

A discussdo da utilizagdo das tipologias de Nichols para aplicar ao
documentario animado é também levantada por Roe [2]que assinala as
tipologias de Paul Wells e de Eric Patrick como mais elucidativas sobre os
modos de categorizar os documentarios animados salientando que estas
podem, por vezes, relacionar-se com os modos de Nichols.

Paul Wells, na sua obra Understanding Animation, enfatiza que “a
animagao (...) funciona de maneira totalmente diferente do cinema live-
-action e que, consequentemente, o que se mostra o melhor critério para
isolar a ndo ficcionalidade deste ultimo, pode nio ser adequado no caso
do primeiro”[15][2][16]. Este autor estabeleceu uma taxonomia para o
documentario animado na qual distinguiu quatro categorias, salientando
as relagdes que os artefactos estabelecem com a realidade através do tom
geral do storytelling, os assuntos abordados, a estrutura e o estilo visual.
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Apresenta como primeira categoria o modo imitativo que “ecoa direta-
mente as convengdes genéricas dominantes do documentario live-action”
[2]. Em seguida, o modo subjetivo reconhece a utilizagdo da animagao
como um modo de representar a subjetividade do sujeito criando, como
Widdowson refere, afinidades com o modo performativo de Nichols[16].
Quanto ao modo fantastico, este expande o modo anterior desafiando os
modos de representacdo dos documentarios ao propor uma abordagem
desconectada do mundo e das representagdes naturalistas do real [2][17].
Para concluir, 0 modo pds-moderno adota conceitos pos-modernistas e
questiona a possibilidade do conhecimento em si mesmo, assumindo o
real como fragmentado e incoerente [2][17].

Ainda, para estabelecer tipologias para o documentario animado Eric
Patrick ndo utiliza como método de criagdo de uma taxonomia a relagdo
dos documentarios animados com a realidade. Destaca, sim, o storytelling
[2], adotando, deste modo, o conceito de estrutura como o esqueleto que
serve de suporte aos conteudos. Cria, por este motivo, trés categorias
principais que designa, sucessivamente, por estrutura ilustrativa, estru-
tura narrada e estrutura baseada em som. A primeira refere-se a repre-
sentacdo de eventos baseados em testemunhos historicos ou pessoais. A
estrutura narrada utiliza um guido e locugdo para criar o storytelling em
redor dos eventos representados. Por ultimo, o autor propde uma catego-
ria constituida por uma estrutura baseada em sons que depende de uma
ligacao com a realidade representada que ndo parte de sons criados, mas
sim de sons encontrados ou ndo editados como base para a representagao.
Criou ainda uma quarta estrutura — a estrutura estendida — que enfatiza
autiliza¢do da subjetividade, da metafora e dos simbolos, tendo como
objetivo fundamental considerar criativamente técnicas tradicionais de
storytelling para produzir documentarios animados. Esta estrutura funcio-
na como uma extensao do modo fantastico de Wells [2].

Anabelle Roe [18] propde, por sua vez, um conjunto de critérios aos quais
o documentario animado devera responder para ser entendido como tal.

Em primeiro lugar, devera ser criado frame-a-frame. Sendo um crité-
rio utilizado frequentemente para distinguir a animacao de outros media,
¢ nanossa opinido um dos fatores distintivos destes artefactos, mesmo
que o documentario seja apenas parcialmente animado, ou seja, o resulta-
do de uma combinag¢do entre imagem animada e live-action.

Ser sobre o mundo e nio sobre um mundo criado pelo seu autor € o
segundo critério que aproxima a reflexdo da autora da proposta de Nichols
e que permite distinguir o documentario da fic¢do.

O modo como os produtores apresentam o documentario animado
a audiéncia e a maneira como ¢é distribuido pelas audiéncias, festivais e
criticos, € o terceiro critério para este seja entendido como tal. A estes
trés critérios a autora acrescenta uma ideia fundamental com a qual
concordamos: o documentario animado constitui um todo coeso que
ficara incoerente se a animag¢ao nfo estiver presente, mesmo que esta seja
combinada com live-action [18], critério que constitui, de acordo com a
nossa visao, fundamental para o enquadramento do que se entende como
documentario animado.
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De acordo com Roe a animagdo pode assumir diferentes papeis
nos documentarios e distingue, para esta, trés fungGes [2]. Caracteriza
a primeira como um funcionamento por mimese ou substitui¢io. Neste
caso a animagado ilustra algo dificil ou impossivel de representar em live-
-action, mas que pode assumir-se como uma substitui¢do deste género de
captagdes do real. Como segunda fun¢do da animacao, a autora assinala
o modo ndo-mimeético que ¢ utilizado na cria¢do de situagGes unicas, nao
se apresentando nem como um substituto do real, nem como ligagdo a
situagdes reais. Por ultimo, a fung@o evocativa permite representar “con-
ceitos, emogdes e estados mentais particularmente dificeis de representar
através de imagética real” (p.25)[2]

Em sintese, a animagdo tanto permite apresentar o assunto conven-
cional do documentario, de maneiras ndo convencionais [2]; como mostrar
o que pode estar desligado temporal, espacial e psicologicamente do real,
dado o seu potencial de representacio, distinto da live-action [18]. Liberta-
-se, assim, o documentario animado da representacao da ligagdo indexical
do documentario, mencionada por Nichols em 1991, 0 que lhe permite
elaborar em redor de aspetos distanciados do real, “transcender a geografia
e dar uma visdo sobre os estados mentais do outro” [2] (p.2), ao permitir
arepresentacdo dos mundos internos e subjetividades, assim como, de
eventos passados. A representagio ndo-indexical permite fazer aproxima-
¢Oes visuais as observagdes qualitativas que o assunto pressupde e encoraja
o envolvimento com a forma e com o tema, como nos refere Widdowson ao
refletir sobre o seu documentario animado Music & Clowns [16].

Concorda-se aqui com Roscoe & Hight, citados em Lefévre [13]: “ne-
nhum documentario existente fornece uma visio nio mediada do mundo”,
ponto de vista que fundamenta o valor da representacgio de factos através
de técnicas de animagdo, como assinalado em Lefévre (2019). Ainda, Paul
Wells recorda-nos que “a animagdo é uma forma distinta que funciona de
maneira totalmente diferente do cinema live-action e que, consequente-
mente, 0 que se apresenta como o melhor critério para isolar a nio ficciona-
lidade deste ultimo pode nio ser adequado no caso do primeiro”[15].

Nesta mesma linha de reflexdo enfatizamos que a animagao disponi-
biliza multiplos estilos e abordagens que permitem diversificar os modos
como algo é narrado e permite a expressdo de pensamentos e emogoes
especificas[15]. Wells refere-nos, ainda, alguns dispositivos especificos
da forma animada, apresentando a metamorfose como um dos mais im-
portantes. A metamorfose consiste na capacidade de uma imagem mudar
para outra imagem completamente diferente através dos seus componen-
tes formais como a linha, a mancha ou os proprios objetos e ambientes
[15]. Alguns autores defendem esta estratégia visual e narrativa como o
cerne da propria animagdo, ideia que aqui destacamos.

Esta aproximacdo detalhada as diversas taxonomias para o docu-
mentario animado serve tanto para reconhecer a diversidade de aproxi-
magdes existentes neste d&mbito, como para identificar as relagdes que
se estabelecem com a drea global do documentario, num momento em
que a animagao, como menciona Ehrlich [5], ocupa cada vez mais um
espaco importante para apresentar eventos reais através de representa-
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¢Oes visuais que permitem simplificar informacao e processos. Por outro
lado, a mesma autora sublinha que, na contemporaneidade, a animagio
apresenta uma complexidade e uma multiplicidade de contextos de
utilizagdo que nos levam a tentar compreender o documentario animado
“em proximidade com outras disciplinas” (p.6) [5] com a convicgdo que
os espectadores ja estdo, neste momento, acostumados a animagdo em
contextos informativos e documentais.

Contextualizando brevemente algumas das ideias que consideramos
até aqui fundamentais para o documentario animado analisamos, em
primeiro lugar, Flee (2021)[19], 0 documentdrio animado de Jonas Poher
Rasmussen que nos conta a jornada de um jovem afegéo que chega a Di-
namarca nos anos 80, sem a familia, em fuga da guerra. Este documenta-
rio conjuga processos técnicos de animagao de rotoscopia, com animagao
frame-a-frame e imagens reais.

A sua estrutura narrativa constroi-se a partir do relato das memorias
de um homem jovem, na primeira pessoa, numa entrevista gravada por
alguém que se adivinha proximo. Muitos dos momentos que sdo narra-
dos nunca poderiam ser representados visualmente com imagens reais,
que sdo inexistentes. Acresce a importancia de manter o anonimato dos
intervenientes, durante a animacdo realizada através de rotoscopia, dado
o receio de represalias, quer para a pessoa que conta a histdria, quer para
a sua familia, o que requereu a criagdo de um equilibrio de representa-
cao entre os referentes visuais utilizados para criar a animagao e o seu
resultado. A abordagem mais expressiva da animac¢ao apresenta-se como
uma estratégia evocativa de momentos de grande intensidade dramati-
ca, vividos pelo entrevistado. Interessa, ainda, aqui referir a utilizag¢do
de imagens reais de época que nos permitem vislumbrar a sociedade do
Afeganistdo durante os anos 80 e alguns momentos de guerra posteriores.
Mesmo utilizando técnicas tdo diversas como as que sdo atras relatadas,
os resultados visuais sdo coesos e a sua diversidade técnica permite intro-
duzir os diversos tons narrativos indispensaveis a historia real narrada.

Um segundo documentario animado que nos chamou a atengao
foi Carne, de Camila Kater [20] no qual “através de histdrias intimas e
pessoais, cinco mulheres compartilham as suas experiéncias em relagdo
ao corpo, desde a infincia até a velhice” [21]. Carne é um documentario
totalmente animado em que a narrativa na primeira pessoa é construida
através de paralelos entre historias pessoais reais, etapas da vida humana
e pontos de cozedura da carne. A autora utiliza diferentes técnicas de
animagcdo para abordar cada histdria, tentando enfatizar através de me-
taforas visuais o que estd a ser contado. A primeira histéria, narrada por
uma menina com obesidade, fala-nos da dualidade entre a forma como a
educadora fisica valoriza a sua capacidade de correr e 0 modo como a sua
mae, nutricionista, v€ o seu corpo como transitorio, como algo a mu-
dar. Kater cria um fundo, com padrdes de panos de cozinha que sofrem
alteragdes ao longo da animacdo, no qual se sobrepde um prato de almogo
onde se conta a historia que é, por sua vez, animada. Funciona como uma
representagdo evocativa do territorio de casa, espago onde o corpo com
obesidade é posto em causa. A animag¢do por desenho da personagem me-
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nina a correr e a forma correta de dividir a comida numa refei¢do, anima-
da através de stop-motion, sdo dois momentos narrativos com diferentes
abordagens técnicas de animagao que permitem, apesar das diferengas
formais, representar de um modo coeso as histdrias contadas.

Camoutflage [22] ¢ um documentario animado dirigido por Jonathan
Hodgson que nos traz, através de diversos testemunhos verbais, fragmentos
de vidas pontuadas pela experiéncia de viver com uma mae esquizofréni-
ca. Aideia principal deste documentario € nos apresentada nos primeiros
segundos “As mies da maioria das pessoas sdo loucas. A minha tinha
esquizofrenia” [22]. Este documentario conjuga imagens reais, que ence-
nam memdrias vividas do autor, com animagéo por rotoscopia, momentos
que animam expressivamente os testemunhos das situagdes psicoticas das
maes dos entrevistados. Estas memorias sdo representadas com grande ex-
pressividade, assumindo, aqui, as metaforas e a metamorfose um papel fun-
damental na criagdo de ideias visuais fortes, com grande poder evocativo.

Todos os documentarios que trouxemos para este contexto permitem-
-nos defender que os documentarios animados sdo, utilizando uma expressio
de Widdowson, “um medley complexo de interagdes modais” (p.59) [16].

3. A pré-producao do
documentario animado

3.1. Com a cocriacao em mente

O reconhecimento que os artefactos audiovisuais resultam, na maior par-
te dos casos, de uma equipa que desempenha papeis diversificados e cuja
contribuigdo dos seus membros ¢ fundamental para o resultado, leva a
que o conceito de autoria, centralizado apenas numa figura, seja afastado
nas abordagens de cocriagdo. Interessam, aqui, as pessoas envolvidas e os
processos que estas desempenham, num espirito colaborativo.

A cocriagao entende-se, pois, como uma alternativa a uma visao de
autoria unica e pode enquadrar multiplos métodos e estruturas, emergin-
do os projetos dos processos internos realizados pelas comunidades e/ou
grupos que deles se apropriam [23][24]. A cocriagdo “reformula etica-
mente quem cria, como e porqué”[23].

Nio consideramos que a cocriagdo substituiu a pratica da figura do
autor, entendido como tal. Mas, dado o nimero de projetos em cocriagdo
ser cada vez maior na area de audiovisual, concordamos com Auguiste
[24] a0 afirmar que esta jd ndo é uma ideia utdpica, “mas sim um feno-
meno socioldgico incontestavel” (p.38) reconhecido pelo seu potencial
como uma forma de fazer.

A possibilidade de utilizar plataformas digitais que potenciam prati-
cas colaborativas tem também contribuido para o desenvolvimento das
praticas de cocriagdo que permitem a um numero crescente de criadores
serem “mais inclusivos, democraticos e dialdgicos; e menos hierdrquicos
(...) em suas praticas.”[24].

Tendo em vista a criacdo de documentarios animados ancorados
em processos de coautoria, enquadrados pelas tematicas dos territorios
de montanha destacadas pelo LAM-GM, iniciou em outubro de 2022
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Fig. 1 Visualiza¢do de
uma parte do Processo
de criagdo do tema para
o documentario ani-
mado sobre a mulher

em Tras-os-Montes.
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uma unidade extracurricular (UEC), integrada no projeto de inovagdo
formativa do IPB que tem como um dos objetivos realizar documentarios
animados através de processos de cocriacdo.

3.2. Em husca de um tema

Numa primeira fase desenvolvemos um processo através do qual procura-
mos um tema, enquadrado pela tematica geral da UEC. AO considerar-
mos como muito abrangente o eixo tematico desenvolveu-se, na primeira
sessdo, um processo coletivo de pesquisa de ideias que nos permitisse
abracar um tema que emergisse dos interesses do grupo.

Partimos da andlise dos textos de um projeto designado por The uni-
verse in verse [25], considerando o seu caracter poético e evocativo. Cada um
escolheu um tema deste projeto, a partir dos qual, apds analise aprofun-
dada, prop0s cinco (5) temas relacionados com o tema geral da UEC, que se
aproximassem dos interesses de cada um/uma dos/das participantes.

Numa segunda etapa, estas ideias foram registadas em post-its que
foram passados ao membro da equipa sentado a direita. A pessoa que
recebeu os post-its desenvolveu as ideias do outro membro da equipa,
acrescentando subtopicos ou estratégias narrativas de desenvolvimento
que derivaram da interpretacdo das ideias lidas. Este passo repetiu-se até
o processo ser concluido por todos os membros.

Tendo em vista a discussdo e a escolha da ideia final organizaram-se os
post-its por agrupamentos, de acordo com afinidades tematicas, numa pare-
de que nos permitia de um modo dindmico analisar os conteudos globais.

Detetamos, nesta fase, que havia grupos de ideias similares. Deixa-
mos, destes grupos, a ideia que melhor os representava, retirando todas as
que se consideraram repetidas.

Quando se concluiu a organizacao de ideias fez-se uma sele¢do que
passou pela escolha de 3 ideias, por pessoa. Desta votagdo resultou o tema
A mulher transmontana, com alguns desenvolvimentos breves, mas ainda
sem enquadramentos fechados sobre o modo de o abordar (Fig. 1).
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3.2. Métodos e processos

de investigacao sobre o

tema escolhido

Na segunda sessdo iniciamos a investiga¢do sobre o tema que fomos par-
tilhando através de um servidor Discord® criado para o grupo de trabalho.
Neste espaco criamos diversos canais tematicos que nos permitem, desde
o inicio dos trabalhos, comunicar e partilhar ideias.

Fizemos uma pesquisa exaustiva, vimos e analisamos documentarios
sobre Tras-os-Montes, reportagens de diversas épocas sobre locais, cos-
tumes e eventos enquadrados nesta zona geografica. Lemos documentos
de texto, noticias de jornais, locais e nacionais, assim como vimos docu-
mentos fotograficos, teses e dissertagdes sobre temas que se conectavam,
de algum modo, com o tema escolhido.

Apos esta investigagdo inicial refletiu-se sobre o modo como se
iria falar sobre a mulher de Tras-os-Montes. Foi tomada uma primeira
decisdo, adequada aos nossos objetivos e inspirada por outras abordagens
documentais das quais trazemos acima exemplos de alguns estudos de
caso analisados nas sessoes da UEC.

Assim, decidimos entrevistar estudantes e funcionarios da nossa
instituicdo. Estabelecemos como critérios de sele¢do terem nascido e
sempre terem vivido em Tras-os-Montes.

Para encontrarmos potenciais interessados em participar, enviamos
um formulario de participag¢@o para os emails gerais da institui¢do ao qual
responderam 24 pessoas.

3.3. Entrevistas e reconhecimento
da riqueza cultural do territério
Durante a investigagdo inicial sobre o tema recolheram-se frases ditas por
mulheres que nos permitiram enquadrar melhor o tema e que nos servi-
ram de mote para a elaboragao posterior das perguntas. Esta informagao
foi organizada, em diversas etapas, num mapa mental tematico criado na
ferramenta digital colaborativa Miro®.

Fizeram-se 4 sessOes de gravacao e entrevistas a 9 pessoas: um do-
cente e 8 estudantes que se disponibilizaram para as entrevistas, apos a
convocatdria que se seguiu & manifestagdo de interesse inicial (Fig. 2).

Houve o cuidado de preparar tecnicamente este material
para que tanto as imagens como o som pudessem ser posterior-
mente utilizados e todo o material foi transcrito em seguida.

Apos a gravagdo das entrevistas, para se aprofundar o conheci-
mento sobre a zona, fez-se ainda uma visita de estudo aos museus
de Braganga. Visitamos o museu Ibérico da Mascara e do Traje,
com o seu acervo de mascaras, trajes, aderecos e objetos utilizados
nas Festas de Inverno em Tras-os-Montes e Alto Douro e nas Las
Mascaradas de Invierno da regido de Zamora; as exposi¢oes Trds-
os-Montes, de Orlando Ribeiro; e A Forca do Arado, Trds-os-Montes

5 https://discord.com/
6 https://miro.com/
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Fig. 2 Reenquadra-
mentos de alguns
fotogramas retirados

das entrevistas.
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Fig. 3 Registo

fotografico dos alunos
da UEC — Ita Pritsch,
Victoria Oliveira, India
Oliveira, Diego Rocha
e Duarte Nascimento
— durante a visita ao
Centro de fotografia
Georges Dussaud, em

Braganca.
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na década de 1980, de Georges Dussaud e Eduardo Perez
Sanchez, no centro de fotografia Georges Dussaud; e no
Centro de Arte Contemporanea, as exposi¢oes Graga Morais
e os Rituais do Siléncio e Homenagem d Antonio Mega Ferreira,
Linhas da Terra / Os olhos Azuis do mar. (Fig. 3).

3.4. Transcrigoes e
Construcao do Guiao
Com o material ja gravado fez-se a transcri¢do e a classi-
fica¢do tematica do material. Apds um processo intensivo
de andlise deste mesmo material iniciou-se a elaboragéo
do guido, processo que se revelou como o mais dificil de
todas as etapas realizadas até entdo. Decidimos, refletindo
as gravagdes, assumir uma estrutura que ¢, sobretudo
ilustrativa op¢ao que ja nos acompanhava desde a decisdo
de entrevistar pessoas de Tras-os-Montes e que evidencia a representacio
de eventos e situacdes baseados em testemunhos pessoais.

O modo participatorio que sublinha a intera¢do do realizador com
o tema pode ser também aqui considerado dado que a abordagem feita
através das entrevistas sera pontuada por reflexdes da equipa, integrando,
deste modo, uma estrutura estendida, trabalhada sobre o que foi nos
contado pelos entrevistados e que contribui para a criagdo de uma linha
de storytelling refor¢ada por metaforas e simbolos que povoam os imag-
indrios destas terras e as historias relatadas. Para a cria¢do colaborativa
deste guido foi utilizada a ferramenta Arcstudio Pro” que permite, desde
o primeiro momento, assimilar a colabora¢do de todos os membros da
equipa, adotando o formato candnico de um guido.

4. Consideracoes Finais

O documentario animado ¢, na atualidade, um artefacto que oferece
multiplos dispositivos que permitem relatar o real. Neste artigo trazemos,
para além de um mapeamento breve sobre a evolu¢ido das suas taxonomi-
as, propostas por diferentes autores, o relato do nascimento de um projeto
de cocria¢do de um documentario.

Como foi referido, o processo encontra-se em fase de pré-produgéo,
considerando-se este artigo a contextualiza¢do inicial do programa em
que este se insere; e o relato da sua primeira etapa de desenvolvimento —
a pré-producio. Neste momento estd ja em desenvolvimento, pela equipa,
o storyboard e espera-se que, ap0s a realizagdo do animatic, a produgao
seja iniciada no proximo trimestre.

Esta nos nossos planos continuar a refletir futuramente sobre este projeto,
dando a conhecer aspetos tanto da sua produg¢ao como da sua linha narrativa.
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Abstract

Preceding verbal and written communication, children’s drawings are used
by children as a primordial form of expression, containing a great ide-
ographic and symbolic value. Through them, children apprehend the world,
discovering what’s real and transforming it through their imagination, in
what is their unique view of reality. Drawing is playing, and young chil-
dren often create disconnected from any predetermined purposes, for the
mere enjoyment the act of scratching, stamping, cutting and tearing paper
brings them [1]. This said, “S&o “s¢” rabiscos” (meaning “They’re “only”
scribbles”) appears as an animation project about imagination and creative
processes, created from the graphic and narrative exploration of children’s
drawings. As such, with this project, we intend not only to give life to kid’s
drawings and stories, but to intervene on them, developing them by giving
them new forms and meanings, visually more concrete and conceptually
more mature. All drawings and other verbal records were obtained through
a set of practical workshops developed with a group of 60 children, aged
between 3 and 10 years old, belonging to four schools and kindergartens in
the district of Viseu. With this article, we intend to reflect on the potential
of adult-child collaboration in the graphic and narrative development of an
animated short film, promoting a greater understanding of the specificities
of this type of collaboration, and the path we’ve been taking to achieve the
transmediation of static elements to animation.

01. Introducao

Desenvolvido no &mbito do Mestrado em Ilustrag¢do e Animagao, no Insti-
tuto Politécnico do Cavado e do Ave, o projeto “Sao “s6¢” Rabiscos” com-
preende a concretizagdo de uma curta-metragem de animagao, elaborada
a partir da colaboragdo com a crianga e da exploragdo grafica e narrativa
do desenho infantil. Através do vigente projeto procuraremos dar desta-

que a expressividade da produgao visual da crianga e as multiplas leituras

1,2 & 3 Polytechnic Institute of Cavado and Ave, School of Design, Master in Illustration and Animation,
Barcelos, Portugal

2 Institute for Research in Design, Media and Culture ID+, Barcelos, Portugal
3 CIEC - Universidade do Minho, Campus de Gualtar - Braga, Portugal
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que constituem o desenho infantil, explorando a forma como este tipo de
desenho pode, quer através do seu vocabulario grafico, quer através da ex-
perimentacio ludica inerente a condi¢do da infancia, inspirar o trabalho
do artista adulto. Como tal, foram realizadas um conjunto de 8 oficinas
praticas de expressdo livre com um publico pré-escolar e do primeiro ciclo
do ensino basico, tendo em vista a recolha de material grafico e narrativo
para a estruturagdo de micronarrativas. Apos animadas - através do recur-
so a diferentes técnicas de animag¢ao como frame-a-frame, stop motion e
motion graphics —pretende-se que o conjunto de micronarrativas integre a
curta-metragem final, dando forma néo so as historias verbalizadas pelas
criangas, mas a novas narrativas inspiradas nas sensagoes e ideias que os
seus grafismos suscitam em nds, artistas adultos.

Sendo o mundo da criagdo infantil marcado por uma grande esponta-
neidade e irreveréncia - por um aparente libertar da convencionalidade e do
medo de errar - definiu-se como tema da curta-metragem os processos cria-
tivos e a criatividade. Neste sentido, e como ponto de partida, estipulou-se
que os excertos criados com base nos desenhos da crianga seriam utilizados
para representar o mergulhar de um artista no universo da criatividade e da
imaginagdo, onde os mais simples rabiscos dao vida a inimeras ideias.

Neste artigo, procuraremos descrever e refletir acerca das especi-
ficidades deste processo de colaboragdo, promovendo um maior enten-
dimento acerca das implicagdes que este envolve: desde o planeamento
das oficinas, a sua implementag@o, a todo o trabalho de categoriza¢io de
elementos, defini¢do da estética e exploragdo grafica que antecede o pro-
cesso de transmediagdo dos elementos estaticos para animagao. Procura-
remos também analisar alguns exemplos de colaboragio adulto-crianga,
de modo a compreender o conceito de produgio other than [2], criagdo
esta onde é possivel captar e preservar tanto a esséncia do gesto, trago e
manualidade da produgéo infantil, como também a racionalidade e lin-
guagem estética especifica que caracteriza o trabalho do artista-adulto.

02. Desenho Infantil

O desenho enquanto atividade criadora ocupa um lugar privilegiado na vida
da crianga, representando nao s6 uma brincadeira promotora de momentos
de ludicidade e de frui¢do, mas também a primordial forma de expressio e de
comunica¢do da mesma [1]. Precedente & comunicagdo verbal e escrita, atra-
vés do desenho a crianga conversa consigo e com os outros, construindo e re-
construindo as suas nogdes da realidade, por meio de uma linguagem grafica
propria da fase de desenvolvimento em que se encontra. Entende-se, assim,
o desenho como um meio de exploragdo dos limites da linguagem simbdlica
na infincia, representando “néo apenas um modo de inscri¢do do mundo

na superficie do papel, mas o momento da sua inteligibilidade” [3, p.10]. Por
outras palavras, ao desenhar a crianca observa e conceptualiza o mundo,
formulando pensamentos, a medida que encontra logicas e padrdes que lhe
permitem decifrar as varias realidades com que se confronta no seu dia-a-dia.
Como tal, € inevitavel considerar o desenho realizado por criangas como uma
importante ferramenta na exploragdo do real, essencial & compreenséao do
mundo e consequente construcdo de conhecimento sobre o mesmo [1][3].
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Essencialmente ideografico, o desenho infantil representa mais do
que a crianga vé, aquilo que ela sabe e a ideia que vai fazendo das coisas
[4]. Como tal, e dependendo da fase de desenvolvimento em que a crian-
¢a se encontra, ¢ usual que a mesma recorra a técnicas como a transpa-
réncia ou o rebatimento, de modo a extrapolar a mera representacdo de
uma realidade exterior [3]. A representacdo do ndo visivel surge associada
auma forte componente imaginativa. Assim, de acordo com Manuel
Sarmento, a produg¢do da crianga tende a misturar o real com o fantasioso
- ndo por uma incapacidade em distinguir o que ¢ (ou ndo) ficticio, mas
antes por uma vontade maior de imaginar todas as “possibilidades imagi-
nérias de existéncia” [3, p.17], acedendo a mundos distantes e desconhe-
cidos, nao condicionados pelo espago e tempo presentes. Talvez por isso,
seja tdo frequente observar a humanizagao de elementos variados, desde
os animais, as casas, as arvores e até o sol, por exemplo [5].

Embora a evolugao dos grafismos esteja relacionada com o ritmo pes-
soal de cada um, é-nos possivel identificar caracteristicas comuns a repre-
senta¢do de todas as criangas. Neste sentido, varios estudiosos, tais como
Lowenfeld (1903-1960), Luquet (1876-1965) e Piaget (1896-1980), procu-
raram definir um conjunto de estagios de desenvolvimento do desenho
infantil, estabelecendo ligagdes entre a complexidade dos grafismos e a
evolugdo etaria. Ostentando nomenclaturas diferentes, estas teorias parti-
lham as mesmas ideias de que toda a crianga comega por tragar garatujas
- tragos ao acaso resultantes “do prolongamento do brago através de um
objeto riscador” [4, p.6] - que deverdo acompanhar o seu registo até aos
3-4 anos. Por esta idade, a crianga sera capaz nao so de fazer movimentos
mais controlados, mas de reconhecer figuras nos seus tragados. Conse-
quentemente, do fazer involuntario, o gesto adquire intencionalidade e a
crianca vai criando e modificando os seus desenhos para se aproximar do
real —ainda que limitada pelas dificuldades psiquicas e grafico-motoras
que leva a produgido de imagens desproporcionais. Por volta dos 7 anos, o
seu desenho torna-se cada vez mais descritivo, adotando técnicas como
as transparéncias e o rebatimento para comunicar o que a crianca sabe
que existe, mas que nao vé. Também as cores, anteriormente seleciona-
das conforme o estado emocional, passam a aproximar-se do real.

A medida que cresce, a crianga ambiciona a representacio realista
das coisas, sendo usual que aos 12 anos - com o aperfeicoar da sua capaci-
dade de sintese - abandone os detalhes extra para se focar na opacidade
e na perspectiva das coisas. Assim, “o desenho infantil chega ao fim, ocor-
rendo o empobrecimento e o enxugamento do grafismo” [6, p.184].

2.1 Colahoragodes Adulto-crianca

A colaboragdo enquanto meio para a criagdo artistica ndo ¢ uma ideia de
agora. De facto, como Holly Crawford defende na introdugéao do livro
Artistic Bedfellows (2008), esta € tao antiga como a existéncia de ateliers,
estudios e grupos de artistas com manifestos, sendo a unica novidade a
prépria concegdo do conceito “colabora¢io”. Entende-se assim, a colabo-
racdo artistica como um processo de troca de ideias, de experiéncias e de
conhecimentos entre duas ou mais pessoas, pressupondo o alcance con-
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junto de uma finalidade comum [7]. Tal finalidade tanto pode representar
a criagdo de um objeto artistico unico, como a experiéncia do processo

de colabora¢ido em si - o que faz sentido quando tomamos a colaboragio
“como um processo de transformagdo mutua, em que os colaboradores,
e, portanto, o seu trabalho comum, é de alguma forma mudado™ [2, p.9].
Consequentemente, este processo caracteriza-se por um inevitavel abdi-
car da individualidade - pelo menos, parcial - em prol do coletivo [2].

Mas as colaboragdes ndo sio todas iguais. De facto, como o professor
e investigador Brent Wilson (2007) aponta, estas caracterizam-se por dife-
rentes dinamicas de poder, divisdo de trabalho e de conflito, podendo os-
cilar entre a coergdo extrema - em que uma parte exerce total poder sobre
aoutra -e a negociagdo equipardvel, em que as decisdes sdo tomadas de
uma forma democratica. Naturalmente, o alcance de equidade torna-se
mais dificil quando ha uma discrepancia acentuada de idades, de conhe-
cimentos e de experiéncias tdo notavel como se sucede na colaboragio
adulto-crianga. Neste sentido, o autor apela a necessidade de o adulto
moderar a sua participacdo, envolvendo-se nas dindmicas de uma forma
calma e equilibrada que nao constranja a expressao da crianca [2].

Neste Ambito, Brent Wilson (2007) cunha o termo “produgdes other
than” para se referir as produg¢des de natureza hibrida resultantes do
processo de colaboragao, caracterizadas pela mistura de linguagens e de
experiéncias dos diferentes intervenientes. No contexto desta investiga-
¢o, toma-se a produgdo other than como algo que “vai além da cultura
visual infantil, assim como além da cultura visual adulta” 5[2, p. 9].

Ainda que passivas - na medida, em que assentavam numa mera
apropriacao’ e inspira¢do nos grafismos da crianga - as primeiras cola-
borag¢des adulto-crianca podem ser datadas ao final do século XIX, em
que a complexa e variada imagética da altura “had come to strain mind’s
power of visual discrimination and organization to the limit” [8, p.15].
Como tal, e de modo a inovar num contexto de saturagdo e a romper com
atradi¢do, muitos artistas viram-se obrigados a procurar novos modelos
e inspiragdes, voltando-se para o desenho infantil. No livro The Innocent
Eye (1997), Jonathan Fineberg aprofunda este fascinio, promovendo uma
reflexdo acerca dos diferentes motivos que levaram artistas como Matisse
(1869-1954), Picasso (1881-1973) e Pollock (1912-1956) a interessarem-se
pela produgio infantil, assim como das diferentes influéncias e apropria-
¢des que cada um fez da mesma.

A primeira colaboragdo adulto-crianga so tera sido publicamente as-
sumida anos depois pelo coletivo de artistas vanguardistas CoBrA, focado
na criacdo de pegas colaborativas, assentes na espontaneidade e na expe-
rimentagdo. Através das suas obras, o coletivo procurava aproximar-se do
inconsciente, desconstruindo as convengdes transmitidas pela academia

4 Tradugdo livre (inglés): “Collaboration is a process of mutual transformation in which the collaborators,
and thus their common work, are in some way changed” (Kelly, 1995, p. 140 as cited in Wilson, 2007, p. 9).

5 Tradugdo livre (inglés): “it would be other than child visual culture and other than adult visual culture” [2: p.9].

6 Tome-se a apropriagdo como um acrescento da contribui¢do de um artista atual, sobre o material pre-
cedente existente, produzido por outros artistas (Midlej, 2018). Esta investigagdo segue o pensamento de
Midlej (2018), considerando a apropriacio de imagética como um exercicio colaborativo entre artistas,
desde que haja o devido reconhecimento da autoria da obra base.
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de modo a evocar a sua crianga interior [9]. Como tal, estes apropriaram-
-se da linguagem primitiva da arte infantil, misturando-a com elementos
de arte tribal e da folk art. Para além disso, o coletivo ficou conhecido por
pintar com criangas sobre uma mesma tela, de uma forma em que produ-
¢Oes infantis e adultas partilhavam o mesmo status [2].

Ja dentro do campo da animacg8o, as colaboragdes adulto-crianca
identificadas tendem a ser integralmente constituidas pelos grafismos das
criangas. De facto, como podemos observar em filmes de projetos como
a Camera etc. ou o Criangas Primeir®, o papel do adulto tende a limitar-se
a funcio de orientador técnico e de facilitador de aprendizagens, sendo
o seu contributo grafico reduzido ou até nulo. Naturalmente, tal decisdo
encontra-se em muito ligada aos objetivos e visdes dos proprios projetos,
neste caso, focados em promover a realizagdo de aprendizagens mais
significativas através do uso da didatica animada [10]. As técnicas de stop
motion de recortes e de pixilizagdo’ adquirem aqui um lugar privilegiado
pela praticidade e facilidade de envolvéncia que promovem quando com-
paradas com meios tradicionais de animagao. Ainda assim, existem casos
de colaboragdo como a curta-metragem Metamorfosis (2015), de Concha
Garcia, em que uma turma de criangas do 5° ano ¢ orientada na realizagdo
de pequenas animagdes frame a frame para ilustrar um conjunto de meta-
morfoses e, consequentemente, explorar o conceito de identidade.

Noutro exemplo de colaborag¢io, destacamos o trabalho da Pinac
(Pinacoteca Internazionale dell’eta evolutiva Aldo Clbaldi) - um museu dedi-
cado a colecionar, estudar e promover a expressividade da crianga - e mais
especificamente o seu projeto “Disegni Animati”, como um bom exemplo
daquilo que pode ser a transmediac¢do do desenho infantil para animagao.
Ao recorrer aos motion graphics, a animadora Irene Tedeschi foi capaz ndo
so de dar vida as representagGes da crianga, como de construir todo um
universo e uma narrativa a volta das mesmas. Ficamos assim mais eluci-
dados sobre a forma como o artista adulto pode apropriar-se do trabalho
da crianga, validando os registos, expandindo-os e transformando-os pela
adi¢do de novos significados sem, porém, por em causa a linguagem e
expressividade presentes na sua origem.

A partir destes exemplos, podemos afirmar que com o projeto “Sdo
“s6” Rabiscos” ndo procuramos a homogeneidade visual mas antes o
alcance de composi¢des harmoniosas caracterizadas pela diversidade
de expressdes e pela mistura de estéticas adultas e infantis. Reiteramos
também a decisdo de ndo envolver as criangas no moroso processo de
animacdo, como uma oportunidade de criar animag¢des mais complexas,
capazes de tirar um maior partido daquilo que € a voz e contributos das
mesmas. Por outro lado, e dadas as limitacoes de tempo subjacentes ao
trabalho com publicos escolares, esta op¢ao permite-nos explorar o dese-
nho e a expressdo mais calmamente no contexto de sala de aula.

7 Tome-se a pixilagdo como uma técnica do cinema de animacdo que utiliza a capta¢do sequencial de
fotografias de uma pessoa em diferentes posi¢des para criar a ilusao de movimento.
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3. As Oficinas

3.1. Caracterizacao do Grupo

O vigente projeto estd a ser desenvolvido com quatro turmas de trés
escolas diferentes do distrito de Viseu: uma turma do Jardim de Infancia
de Cruz, uma turma do Jardim de Infincia de Pedrosas e duas turmas
mistas (19/22 ano e 39/42 ano) da Escola Bésica de 1° Ciclo de Tondelinha.
No total, conta com as pinturas e desenhos de 60 criangas: 23 delas entre
08 3-§ anos, 18 entre 0s 6-7 anos, 19 entre os 8-9 anos. A escolha deste
publico-alvo adveio de uma vontade em trabalhar a partir de desenhos
mais espontaneos e abstratos, menos condicionados pelas convengdes
da representagio e pelo receio de desenhar mal. Ja a escolha da regido,
deveu-se a naturalidade geografica da investigadora.

3.2. Descricao das Oficinas

Muito variadas ndo s6 em idade, mas em dimensao das turmas, a sele¢do
deste conjunto exigiu um planeamento cuidado das atividades, tendo em
conta as diferentes capacidades e necessidades de cada grupo. Especial-
mente, nos grupos do pré-escolar - em que as produgdes graficas variam
entre garatujas nio figurativas e os primeiros desenhos ideograficos- foi
importante pensar em atividades capazes ndo s6 de dar espago a voz e
expressdo de cada um, mas de garantir a minima autonomia de todos os
participantes. Neste sentido, procuraram-se definir diferentes objeti-

vos para cada grupo e sessao, tendo em vista uma primeira recolha de
grafismos, historias e personagens. Como tal, as oficinas dos mais novos
possuiam um caracter mais livre e experimental - assentes na exploragio
de diferentes materiais e técnicas, de modo a obter manchas e textu-

ras - enquanto as sessdes do primeiro ciclo incidiam na construgio de
personagens e narrativas, fazendo um maior recurso a materiais riscado-
res, pela precisao do trago que estes promovem. De modo a obter material
facilmente conjugado, as criangas foram incentivadas a pensar e desenhar
coisas pertencentes a universos imaginarios.

De duragio de 1h/1h30, as sessdes dividiram-se em dois momentos:
um jogo de aquecimento e uma atividade principal. O jogo de aquecimento,
caracterizava-se por uma atividade simples, individual ou em grupo, através
da qual se procurou estabelecer um ambiente confortavel, marcado pela
partilha e descontragdo. Os resultados graficos, aqui, eram secundarios. Ja
a atividade principal, caracterizava-se por uma atividade mais estruturada,
geralmente desenvolvida em grupo, marcada por uma maior interagao e
dialogo entre as criangas e a investigadora. O resultado final surge, assim,
como algo minimamente orientado, tendo havido uma preocupagdo em
mediar a ocupagio do espago e a evitar sobreposi¢des graficas dos dese-
nhos. A atividade era interrompida, antes da tela ficar cheia demais.

A preferéncia pelas atividades em grupo e pelos desenhos colaborati-
vos, derivou de um desejo de potenciar a comunica¢io entre pares e 0 en-
volvimento em pedagogicas e enriquecedoras dinamicas de graphic play®.

8 Tome-se o graphic play como um igualitério e democratico jogo de improviso gréfico, em que “os joga-
dores respondem espontaneamente as situagdes e sugestoes dos outros, assim como as suas proprias. Se
houver regras, elas tendem a ser formadas no local e mudam continuamente.” [2,p. 15]
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Dado que “os niveis mais altos de comunicagdo ocorrem quando a narrati-
va € construida com base na criatividade colaborativa e no pensamento
narrativo partilhado” [11, p.41], acreditamos que o recurso a estes jogos
possa enriquecer os processos de criagdo, resultando em produtos finais
mais inventivos do que aqueles provenientes de uma autoria individual.
Como Wilson reitera,

“Innovation abounds because individuals in their responses to others’
graphic situations, cues, and challenges produce things that they
would not have produced by themselves. (...)the more skilled drawers
present graphic models for the less skilled to emulate. Just as impor-
tantly, the more imaginative players stimulate the less imaginative
ones” [2, p.15]

Tal decisdo vem a ser reforcada quando consideramos a interatividade e
a autoria coletiva como caracteristicas fulcrais da cultura de infancia e,
consequentemente, do desenho infantil. Afinal de contas, “a criagdo plés-
tica infantil vive da transag¢@o das formas, o plagio ndo € proibido, antes
tolerado e cultivado (...) e a criagdo colectiva (...) muito comum.” [3, p.16].

Por fim, e tendo em conta os contributos de Wilson (2007) anterior-
mente referidos, como investigadores procuramos adotar uma postura de
observadores participantes, interagindo e desenhando moderadamente
com as criangas, instigando a criagdo sem, porém, condicionar/ influen-
ciar o potencial de cada um.

3.3. Resultados e Observacoes
A primeira sessio de cada turma contou com uma breve introdugéo do
projeto e da sua metodologia de trabalho, acompanhado de alguns exem-
plos de desenhos infantis animados, previamente desenvolvidos para o
efeito. Com esta exposi¢do, pretendia-se enfatizar a forma como, através
desta colaboragdo, os seus desenhos e historias poderiam entrar em movi-
mento - 0 que gerou entusiasmo entre as criangas. Por conseguinte, todos
os grupos se revelaram bastante empenhados nas atividades pedidas.
Como ja foi referido, os momentos de oficina foram pensados de
modo a potenciar a criagdo colaborativa e a envolvéncia em dindmicas
de graphic play. Neste sentido, foi interessante perceber como face a
um mesmo exercicio coletivo, observamos dinamicas de trabalho tdo
diferentes dentro de uma mesma turma. Especialmente no caso da turma
do 19/20 ano, foi curioso observar como num exercicio em que 08 grupos
eram desafiados a encontrar imagens num conjunto de manchas colori-
das, tanto tivemos abordagens mais partilhadas - em que a folha rodava
pelos membros de uma forma calma e ordeira, sendo cada representacao
pensada e discutida - como abordagens assentes na lei do “este canto é
meu”, que contribuiram para que a folha ficasse rapidamente seccionada
em diferentes zonas tematicas. Ou seja, apesar da evidente cumplicidade
e interesse pelo trabalho do outro, grande parte das criangas do primeiro
ciclo preferiu focar-se na criagdo propria, nio tirando verdadeiro proveito
da possibilidade de cocriacao.
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Por conseguinte, em atividades de aquecimento mais especificas,
em que tinham de desenhar obrigatoriamente sobre o desenho do outro,
foi-nos possivel observar uma certa reticéncia da parte de alguns alunos
em envolverem-se em processos de partilha e de cessdo da sua criagao,
ora com medo de que os outros a julgassem, ora com medo que a estra-
gassem. Este ultimo ponto foi especialmente notavel num dos grupos em
que o mergulhar descontrolado de uma da crianga em processos indivi-
duais de graphic play, fez com que os seus contributos se tornassem cada
vez mais evasivos para os outros, desmotivando-os a desenhar por se
sentirem desrespeitados. Em oposi¢ao, os grupos do pré-escolar - pouco
ou nada preocupados com a obteng¢do de um resultado final - demons-
traram-se bastante descomplexados em ceder as suas criagdes pessoais,
tendo-se envolvido frequentemente em dindmi-
cas de graphic play para criar novos universos e
partilhar ideias de histdrias. “O vulcdo explodiu
e atingiu o teu dinossauro!”, verbalizou uma
crianga de quatro anos enquanto riscava a ver-
melho todos os desenhos nas imediag¢des do vul-
cdo do amigo (Fig.1). Entendemos assim como o
desenho colaborativo, ainda que pertencente a R, 1
todos, possui uma componente inerentemente
individual: um legado que deve ser continua-

do e respeitado. Consequentemente, a mesma dindmica de grupo que Fig.10 “explodir
potenciou a criatividade de uns, veio a limitar a expressdo, a criatividadee  do vulcdo” durante o
o desempenho de outros. graphic play

A diversidade de idades também nos permitiu observar diferentes
respostas e atitudes as imposi¢des de um dado exercicio. Retomando a
atividade das manchas, por exemplo, enquanto as criancas mais velhas (5,
6 e 7 anos) foram capazes de aceitar o desafio de tornar as manchas em algo
concreto - muitas vezes através do contorno da figura ou da sua humani-
zagdo, por via de um acrescento de um sorriso e olhos - as mais novas (3,

4 anos) mostraram-se “resistentes”, refugiando-se nos espagos vazios nas
bordas das folhas para desenhar o que lhes apetecesse: a familia, animais,
coragdes, casas ou sO linhas e pontos. A nosso ver, esta rea¢do deveu-se a
dificuldade da crianga pequena em pensar, desde logo, no concreto. Como
tal, tomdmos esta “resisténcia” como um sinal de que a nossa proposta
erainadequada a faixa etaria. Também a forma como as criangas partiam
da mancha para a imagem era muito distinta de acordo com as idades,
sendo que so os mais velhos foram capazes de fazer uma extrapolag¢io da
mancha, partindo da mesma para pensar num todo na qual ela fazia uma
pequena parte. “Podia ser um olho estranho, mas acho que é a carapaga de
um caracol”, afirmou uma crianca, enquanto desenhava o resto do animal.
Torna-se, desta forma, evidente o pensamento de Susan Wright quando
esta defende que a riqueza narrativa dos desenhos da crianga so pode ser
captada na totalidade se houver uma observagao sobre os processos de
criagdo e verbalizagdes feitas no momento. Por outras palavras,

“Synopsis versions of children’s drawing - stories are what many adul-

ts hear when they ask children to talk about their work. Such post-doc
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tellings generally do not contain the richness of content nor capture

the depth and type of participation that actually occurs during the

child’s enactment” [12, p.10]
No seu artigo, Kangas, Kultima e Ruokano (2011), referem a forma como
varios estudiosos estabeleceram uma liga¢do entre a brincadeira e a
criatividade, defendendo a primeira como um meio para estabelecer um
ambiente de criagdo descontraido, onde as criangas se sintam a vontade
para refletir e criar sem amarras ou contengdes [13]. Tal conceito, foi es-
pecialmente visivel numa das atividades em que foi proposto que os par-
ticipantes - neste caso, as duas turmas do pré-escolar - desenhassem com
giz e outros materiais riscadores sobre uma tela preta. Enquanto num dos
grupos se apresentou este exercicio de uma forma mais direta, mostrando
as criangas como ao riscar, estas estariam a “fazer luz no escuro”, no outro
optou-se por uma estratégia mais playful, apresentando o negro do papel
de cenério como o escuro interior de uma caverna. “E o que € que vamos
encontrar 1a?” perguntamos. Entusiasmadas, as criangas comegaram a
enumerar variadas coisas, de ursos e ledes, a monstros e pedras preciosas.
Compreende-se assim como uma simples alteracao no discurso, ajudou
as criangas a entrar na atividade, criando um conjunto de desenhos mais
direcionados para a tematica pretendida.

Para terminar, ¢ de referir a forma como, ao dirigir um conjunto

de oficinas de natureza livre, € importante que nos, como mediadores
adultos, estejamos abertos 8 mudanga e & imprevisibilidade, ndo s6 sendo
capazes de adaptar o planeado se o ritmo do grupo assim o exigir, mas de
seguir as dicas e os contributos dados pelos mesmos. Num dos grupos, por
exemplo, o cansago da turma fez com que fosse necessario encurtar um
dos desafios colocados, substituindo-se o ultimo desafio planeado pela
realizagdo de desenhos livres. Esta opgdo veio a satisfazé-los muito mais,
e no fim do dia, a revelar um pouco mais da sua expressao, gostos e inte-
resses tematicos - coisa que nao se obteria se tivéssemos continuado com
o guido. Ja noutro grupo, a dificuldade em controlar tintas mais aguadas,
exigiu uma transi¢do para a utilizagdo de materiais riscadores e posterior
exploracdo do desenho sobre superficies de cartdo - uma atividade que
muitos nunca tinham experimentado. As atividades adquirem assim um
caracter flexivel, devendo ser moldadas as especificidades de cada grupo.

04. Do coletivo para a montagem:

Da imagem para a animacao

Realizadas as primeiras sessOes, procuramos debrugar-nos sobre o
material obtido de modo a ndo s6 encontrar possiveis ligacdes graficas e
temadticas, mas a fazer um primeiro levantamento do material a utilizar.
Sendo este um trabalho autoral, o critério de selegdo foi assumidamente
subjetivo, encontrando-se em muito ligado ndo so6 a riqueza grafica ou
narrativa dos desenhos, mas as preferéncias estéticas da investigadora.
Regra geral, selecionaram-se aquelas produgdes que despertavam interes-
se, organizando-as num moodboard (Fig.2). Esta tarefa foi especialmente
desafiante no caso dos desenhos colaborativos em grande formato que,
ao serem criados simultaneamente a partir de diferentes pontos em redor
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da folha, possuiam variadas dire¢des de leitura. Com efeito, uma mesma
figura pode revelar inumeras leituras, dependendo da perspectiva eleita.

Através do material grafico recolhido temos acesso aos temas de
interesse da crianga, aos elementos que estas imaginam e inventam, mas
também as tendéncias estéticas que definem os seus trabalhos: desde
as pinturas rabiscadas, aos pesados contorno a marcador, ao recorrente
aparecimento de simbolos como coragdes, pontos e espirais (em mui-
to ligados a ansia da crian¢a em preencher a folha). Genericamente,
encontramos o desenho infantil nas formas minimais, na simplificacao
das perspetivas, nas representacdes distorcidas e desproporcionais, mas
também nas cores vibrantes e ndo opacas e na exploracdo e mistura de
materiais,tanto nos detalhes excessivos, como no esquecimento e omis-
sdo. Identificamos, assim, a esséncia e a espontaneidade da infincia no
abragar da imperfeigao.

De modo a incluir de uma forma coerente estas variagdes graficas e até
a dar-lhes sentido, definiu-se desde inicio que a curta-metragem seria uma
representacio fantasiosa do que acontece na nossa cabeca a data dos pro-
cessos criativos: ilustrando como as ideias nascem, evoluem, se constroem
e, por vezes, se descartam através de um trabalho de imersdo da parte do
artista. Pretendemos assim, explorar os contrastes expressivos existentes
entre a representacao da crianga pequena, da crianga mais velha e de uma
pessoa adulta, para representar as diferentes fases do processo criativo.
Dito isto, contemplamos que as produgdes graficas dos mais velhos, ja em-
penhados na busca do realismo, nos ajudam a representar o inicio do pro-
cesso criativo: a fase em que as ideias estdo 14, mas a rigidez com que saem,
fruto da atengao ao detalhe e ao perfecionismo, nos impedem de crescer
artisticamente e de ver além do Obvio. Dai partiremos para um momento de
desconstrugdo, e de um retornar as origens, sustentado pelos grafismos das
criangas mais pequenas, para construir um momento de explosio e de efer-
vescéncia, marcado pela intensa evolugio e transformagio dos elementos.
Afinal de contas, o processo das criangas era muito assim: num momento
estavam orgulhosas da sua figura, no momento seguinte, riscavam-na,

Fig.2 Moodboard com
uma selegdo dos produ-

tos das oficinas
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criando outra coisa. Ja numa fase final, intenta-se que os grafismos ganhem
formas mais concretas, refletindo o estilo grafico pessoal da investigadora.

Ainda que os poucos exemplos encontrados a nivel de animacio se
cinjam a animacao das construgdes graficas da crianga por via das técnicas
de stop motion ou motion graphics, os exemplos de colaboragio identificados
anivel da imagem estatica vém despoletar um novo olhar sobre a possibi-
lidade de colaboragdo com criangas em animagao. Neste sentido, ndo s6
podemos animar os desenhos como sio, como, por exemplo, adicionar
novos grafismos que contextualizam e completem a imagem. No caso dos
desenhos mais abstratos, em que ndo hd registos da sua interpretacio, esta
apropriacdo e inspira¢do pode consistir numa constru¢do de novos signi-
ficados- dando-lhes forma, de acordo com o que suscitam. Caso se tenha
acesso a interpretacdo da crianga, pode-se ainda explorar a metamorfose
entre o grafismo obtido e uma representagdo mais identificavel do mesmo.
De modo a tornar estas no¢Oes mais claras, recomendamos a visualizag¢do
dos testes experimentais criados pela investigadora para introduzir o proje-
to as criangas e professoras®.

Para além das imagens estaticas, consideramos a observagio dos
processos de graphic play como um elemento que, por si 86, ird inspirar a
construgdo de narrativas animadas pela descomplexada forma com que
as criangas transformavam imagens e re-construiam significados (Fig. 3
e 4). Este processo revelou-se especialmente dinamico em atividades em
que fizemos o uso de tintas, permitindo as criangas facilmente cobrir o
desenho do outro, e comegar do zero, se assim o desejassem.

A data da escrita deste artigo, e tendo um conjunto tio variado de
grafismos e expressoes, encontramo-nos na fase de experimentagdes gra-
ficas para a defini¢do de uma estética transversal as diferentes narrativas
da curta de metragem de animagao, procurando perceber como podemos
alternar/conjugar elementos da linguagem adulta e infantil de uma forma
equilibrada e visualmente interessantes. A partir dai, intenta-se definir

9 Playlist disponivel em : https://youtube.com/playlist?list=PLMOkvdhwpROP8GKYRtN7EDDKmpNIsFotT
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aquilo que sera o seguimento da agdo, construindo um storyboard para
cada micronarrativa de modo a dar inicio ao processo de transmediagdo.

04. Consideracoes Finais

Ainda numa fase primaria do seu desenvolvimento estético, o projeto
“Sa0 “sd” rabiscos” tem-nos permitido refletir acerca da complexidade
grafica e ideografica do desenho infantil, desafiando-nos a questionar as
convencionalidades da representagdo, e a descobrir universos e intencio-
nalidades por tras de aglomerados de rabiscos. Conscientes da possibi-
lidade de desenvolver este projeto unicamente a partir de arquivos de
desenho infantil, com este artigo pretendemos apresentar o contacto e

o dialogo com a crianga como uma parte imprescindivel deste processo
de colaboragio. Mais que um mero recolher de desenhos e interpreta-
¢Oes, as oficinas possibilitaram a troca de ideias e grafismos e posterior
co-construgdo de narrativas graficas. Noutra nota, e ainda que desafiante
pelo planeamento que implicou - acreditamos que a diversidade etaria
do grupo selecionado se tenha revelado uma mais valia para o projeto,
pela forma como potenciou a exploracao de diferentes complexidades de
exercicios de desbloqueio grafico, assim como uma observagdo compara-
tiva mais rica daquilo que sdo os processos criativos nas diferentes fases
de desenvolvimento do desenho infantil.

Em suma, consideramos o trabalho realizado nestas sessGes como
uma experiéncia benéfica para ambas as partes, tendo oferecido as crian-
¢as 0 acesso a momentos de expressdo livre e de experimentagao grafica
- muitas vezes desvalorizados no contexto escolar - a0 mesmo tempo que
nos permitiu obter o material grafico, narrativo e epistemoldgico neces-
sario a realizagdo deste projeto. Com isto, iremos continuar o processo de
exploragdo grafica e narrativa essencial & preparacdo da transmediacdo
para, posteriormente, devolver as narrativas animadas as criangas e pro-
ceder a alteragdes com base no seu feedback.
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Ahstract

Tendo como objetivo a compreensao dos desdobramentos metalinguisticos
da curta-metragem Betty (2020), de Will Anderson, consideramos neste
artigo o modo como o cinema de animagdo representa os seus processos de
criagdo e de que maneira a sua linguagem pode ultrapassar os seus proprios
limites. A utiliza¢do de metalinguagem no cinema de animagio remonta ao
seu inicio: tanto em Humorous Phases of Funny Faces (1906), de Blackton, e
em Fantasmagorie (1908), de Emile Cohl - considerados os primeiros filmes
de animagao - existe uma encenagao do processo de cria¢do. Este recurso, a
que Donald Crafton chamou “the hand of the artist”, foi muito utilizado nos
primordios do cinema de animagio como meio de destacar o papel do reali-
zador enquanto magico/técnico. Com o tempo, este recurso acabou por cair
em desuso para que as personagens animadas alcancassem a ilusdo de vida.
No filme Betty, este recurso retorna com uma maior complexidade diante do
contexto contemporéneo do cinema de animagao

1. Introducao

Neste trabalho questionaremos de que modo o cinema de animagao se
autorrepresenta através do recurso a meta-animagdes. Para tal, dividire-
mos o trabalho em duas partes distintas: a primeira parte contextualiza
historicamente a utiliza¢do de autorreferéncias no cinema de animagéo e

a segunda parte concentra-se na analise do filme Betty, de Will Anderson.

Num primeiro momento, abordaremos os primordios do cinema de ani-
magdio através do artificio “hand of the artist”, o desaparecimento deste
tema e a consequente ocultac¢ao da figura do animador para privilegiar a
ilusdo de vida autonoma das personagens animadas. Consequentemente,
a posicao ambivalente da figura do animador sera problematizada, uma
vez que o animador passa a ser considerado como um criador “todo-po-
deroso” e, a0 mesmo tempo, € ocultado perante a técnica da animagéo.
Na segunda parte do artigo, analisaremos a curta-metragem Betty, com
o intuito de interrogar as maneiras pelas quais o autor rompe com as con-
vengdes anteriores de autorrepresentagdo e quais possibilidades surgem
através de uma nova compreensio da ideia de meta-animacao.

1 Universidade Catolica Portuguesa, Escola das Artes, Rua Diogo Botelho, 1327, 4169-005 Porto,
Portugal. Instituto Politécnico do Cavado e Ave, Escola Superior de Design, Vila Frescainha S. Martinho,
4750-810, Barcelos.
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O cinema de animagao permite uma grande liberdade na sua expres-
sd0, como afirma Pierre Hébert, a animagdo é a “coreografia de todos os
corpos, de todas as coisas, de todo o espacgo, fora de qualquer constrangi-
mento”2[1]. Da infinitude de possibilidades que se abrem a esta arte, nio é
de estranhar que existam obras como Duck Amuck (1953), de Chuck Jones,
La Linea (1971), de Osvaldo Cavandoli, ou mais recentemente, Eizoken ni wa
Te 0 Dasu na! (2020), de Masaaki Yuasa, que se debrugam sobre o proprio
processo de criagdo da animacdo. Este género de obras, a que podemos
designar por meta-animagdes - do prefixo meta- “atividade que se centra
sobre simesma” [2] -, ddo-nos a conhecer um parecer dos animadores,
realizadores e argumentistas sobre o proprio meio no qual trabalham, per-
mitindo-nos conhecer o estatuto do realizador ao longo dos tempos.

2. Meta-Animacao e Hand of the Artist

A metalinguagem é uma nogao frequentemente associada ao cinema
contemporaneo. No dmbito especifico do cinema de animacao, este é um
recurso tao antigo quanto o meio em si. Em Humorous Phases of Funny
Faces (1906), de James Stuart Blackton, a primeira animag¢ao gravada em
suporte fotogrifico, e em Fantasmagorie (1908), de Emile Cohl, o primeiro
filme de animagdo projetado, os filmes iniciam com os realizadores-ani-
madores a darem vida aos seus personagens. Este tipo de dispositivo
narrativo, a que Donald Crafton[3] nomeia “Hand of the artist”, marcou o
periodo inicial do cinema de animag@o e teve uma grande expressividade
nos lightning sketches dos espetaculos de Vaudeville: um género de espe-
taculo que agrupava, sem relagdo entre si, atos de variadas artes, desde

o circo, a musica, ao cinemal[4]. No filme realizado por Walter Booth
(1906), The Hand of the artist, o realizador da vida a uma pintura com duas
personagens que, apds um curto periodo, sdo destruidas pelo seu criador,
que amassa o papel onde as havia desenhado. Crafton reconhece neste
filme um modelo com trés caracteristicas principais que serdo transversais
amaioria das animag¢des no seu periodo inicial:

1. Um Artista. Ele ¢é o protagonista ostensivo do filme e pode ser apre-
sentado de corpo inteiro, em close-up ou representado sinedoqueca-
mente apenas pela sua mio ou por um pincel em movimento.

2. Uma superficie de desenho. Independente do que seja, um quadro
negro, um bloco de desenho ou uma tela, aparece sempre inicialmente
em branco.

3. Os desenhos. Podemos vé-los a tornarem-se visiveis (rendered) com
os utensilios adequados, tais como canetas, pincéis e giz [ 5]

Crafton defende que esta formula apresenta o artista como um ser
privilegiado, capaz de dar vida aos seus desenhos, um mediador entre o
mundo dos humanos e o mundo da animagéo. Este tipo de representa¢io
do animador esta de acordo com a ldgica dos “espetaculos de Vaudeville”:
o animador, a imagem dos acrobatas, musicos e atletas, € apresentado

2 A tradugdo dos textos originalmente escritos em francés e inglés é da responsabilidade do autor.
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como alguém diferenciado por possuir uma habilidade incomum. Apesar
do lugar de destaque do animador permanecer em todos os espetaculos
de Vaudeville, o papel que este desempenha muda ao longo do tempo,
sendo apresentado inicialmente como um magico, e posteriormente,
como um técnico, capaz de executar um processo imensamente complica-
do[6]. Uma das animagdes mais iconicas presentes num ato de Vaudeville
¢ a animacdo Gertie the Dinosaur (1914). Neste ato, Winsor McCay, vestido
de smoking e de chicote na méo, interagia em palco, através de uma
sincronizac¢ao de movimentos coreografados com a projeg¢do da animagao
(este espetaculo antecipa, de certo modo, a animag¢do expandida contem-
porénea). Esta ilusdo de interagdo entre o animado e o animador tinha o
seu ponto mais alto quando Winsor McCay ap0s sair do palco aparecia

na proje¢do de video. Depois de ser elevado no ar pelo dinossauro Gertie,
partia para um passeio, saindo os dois em conjunto do ecra.

Com a mudanga da logica da exibi¢do dos filmes (deixando de fazer
parte dos atos de Vaudeville, para passar a integrar sessoes de cinema),
McCay adaptou a obra e acrescentou ao filme um prefacio em imagem
real. O filme comega com a visita forcada de um grupo de pessoas, devido
aum furo no pneu de um carro, ao Museu de Historia Natural de Nova
York. Apos verem o esqueleto de um dinossauro, McCay aposta um jantar
com os demais membros do grupo que consegue dar vida a um dinossau-
ro. Na cena seguinte, seis meses depois, vemos McCay a acabar o ultimo
desenho da animagdo, rodeado de pilhas de papéis. Um ajudante deixa
cair uma resma de desenhos no chdo e McCay explica o processo de
criagdo da animagdo ao cartunista McManus, afirmando que a animagéo
¢é composta por 10.000 desenhos: cada um ligeiramente diferente do
anterior. Na ultima cena do filme, Winsor McCay apresenta a sua cria¢do
com todos os recursos indicados pela “hand of artist”, comeg¢ando por
desenhar rapidamente num bloco branco e posteriormente num cenario,
culminando na animagao do dinossauro a ganhar vida.

2.1. Dissolucao e Desaparecimento

Apds um curto periodo inicial o recurso a “hand of the artist” cai em desu-
s0. As curtas-metragens passam a focar-se mais na presenca da “criagéo”
do que na figura do “criador”. Era necessério que a animagdo se libertasse
da sua relagdo com o animador para alcancar a ilusdo de vida, a persona-
gem precisava parecer ser capaz de tomar as suas decisdes: “A magia ja
ndo era o ilusionismo do palco, mas a da cAmara de filmar”[7]. Ao desa-
parecer o palco, o ecra torna-se uma janela para uma outra realidade, sem
a partilha e a coexisténcia espaciotemporal com a audiéncia.

Uma das principais caracteristicas do cinema de animagao (e de outras
artes como marionetas e mascaras) ¢ de representar o corpo humano
através de uma outra coisa. Pierre Hébert chama a este tipo de recurso
de dramaturgie simulacre: “a questdo ‘porqué criar esta ou aquela repre-
sentagdo grafica do corpo?’ sofre um deslizamento em diregéo ao porqué
representar corpos em movimento por outra coisa que nio corpos, ou seja,
por objetos ou desenhos inertes, postos em movimento com a ajuda de téc-
nicas apropriadas, objetos inertes a que eu chamo simulacros. Eu chamo de
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dramaturgia dos simulacros a esse género de representagio dramatica.”[8].
Esta procura pela ocultagdo da figura do criador ndo € uma caracteristica
exclusiva do cinema de animagdo e das tecnologias modernas.

Este processo pode ser igualmente relacionado ao teatro de marionetas,
e de certo modo, as mascaras ritualisticas. H4d uma partilha intensa entre
animacao e as marionetas que nos pode ajudar a clarificar a questdo da
dissimulagdo no cinema de animagao. Tanto a animag¢ao como o teatro de
marionetas sdo dramaturgias-simulacros, ambas representam o movimento
do corpo humano através de um outro corpo. Ambas manipulam objetos ani-
mados escondidos da audiéncia e ambas sofrem com o mesmo equivocado
pressuposto: de serem artes para criangas. Todavia, € através das diferengas
entre as duas formas artisticas que podemos ter uma visdo mais clara do ci-
nema de animagao. No teatro de marionetas existe um esfor¢o para esconder
o manipulador que ndo se verifica no cinema de animagao. A relagdo entre
os dois modos artisticos encontra ainda uma outra diferenga: apesar da exi-
géncia em manter o ator oculto, a relagdo entre a marioneta e o marionetista
mudou no teatro contemporaneo, € agora comum manipular a marioneta em
palco a vista, o marionetista contracena com a marioneta como um duplo,
criando um contraste entre a qualidade de ambos os movimentos.[9]

A dificuldade em realizar algo semelhante no cinema de animagao
torna obvia a dissimulagdo do animador que a técnica implica O apaga-
mento da presen¢a do animador € proprio do aparato técnico da animagdo
e esta ¢ uma das defini¢des fundamentais do cinema de animagéo:

(...) ainterferéncia, o apagamento, o extravio do corpo provocado
pelas tecnologias modernas - dai o cinema de animago - é irredu-
tivel, ndo apenas devido a um dispositivo técnico particular, mas
igualmente devido a uma vontade de dissimulagdo, procurada todo o
tempo com o objetivo de provocar uma apari¢do “madgica” davidae
do movimento. Foi e sera uma parte do brago de ferro entre o artista
como corpo/sujeito e a tecnologia com todos os seus condicionamen-
tos (estéticos, técnicos, industriais, comerciais, financeiros) [10].

Sera possivel ultrapassar estas imposi¢cdes? Neste sentido, Hébert ques-
tiona: “Como direcionar a dramaturgia fundada sobre a dissimulagio do
corpo em beneficio de um sujeito corpo/espirito que procura falar no lugar
do seu proprio desaparecimento? [11], ou ainda: “A questio ‘O que é o ci-
nema de animagdo?’ ‘O que é o cinema?’ surgiu apenas com o nascimento
das condi¢des técnicas do cinema e do aparelho industrial que o sustenta
e ird desaparecer com elas”[12]. As consequéncias da dissimulagdo man-
tém-se até hoje, basta notar a falta de reconhecimento dos animadores 3D
durante o processo de motion-capture[13], ou mesmo, a atengao despro-
porcional que ¢ dada aos atores de vozes face aos animadores.

2.2. A Encenacao da

Omnipoténcia do Animador

Arelagdo entre o “animador” e o “animado” estd envolta numa certa
tensao. Apesar do animador ter uma possibilidade criativa quase ilimitada
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¢, como ja vimos, condenado pela especificidade técnica da animagdo a
sua propria ocultagdo. A concecdo do ato de animar como dar vida a algo
parece considerar a anima¢do como um processo unidirecional, no qual o
animador da a vida e o animado recebe-a, ignorando a relagio complexa
entre os intervenientes.

No inicio da animagdo Duck Amuck (1953), de Chuck Jones, Duffy
Duck vestido de mosqueteiro avanga com a espada em riste até chegar
aum cenario vazio (em branco). Ao aperceber-se da falta de elementos
cenograficos, Duffy Duck quebra a “quarta parede”, a separagio entre o
publico e o espectador, ao questionar: “quem quer que esteja no coman-
do aqui, um cenario, onde estd o cendrio?”. Com esta fala, Chuck Jones
estabelece que o lugar de poder pertence ao animador. Logo a seguir,
vemos uma sequéncia de interveng¢des do animador para dificultar a vida
da personagem Duffy Duck, a recriagdo do seu corpo, a troca de um para-
-quedas por um peso, entre outras. Nesta curta-metragem, a semelhanca
dos filmes do periodo inicial do cinema de animagao, o lugar de poder e
de destaque é o do animador. A figura do animador é apresentada como
um deus enganador, um trickster, que utiliza o seu poder de um modo
sadico para fazer sofrer as personagens.

Em The Writer’s Journey, Christopher Vogler descreve o arquétipo
Trickster como “o arquétipo da corpo as energias da confusio e desejo de
mudanga (...) A versdo moderna do coelho trickster é obviamente o Bugs
Bunny. Os animadores da Warner Brothers utilizaram os contos populares
para opor o Bugs contra cagadores e predadores que nao tinham chance
contra a sua astucia” [14]. No final da curta-metragem Duck Amuck,
quando a personagem Dufty Duck se rebela contra o animador, ao dizer:
“Tudo bem, ja chega. Esta é a iltima gota! Quem € o responsavel por isto?
Eu ordeno que aparegas! Quem és tu?”, Jones faz uma ultima gag ao reve-
lar que o animador era o Bugs Bunny, e este afirma: “Sou horrivel, nio?”.
Ha neste tipo de narrativa uma importante diferenca face as primeiras
animagOes. Apesar da aparente omnipoténcia do animador, a personagem
ganha vida propria, consegue pensar autonomamente, rebelar-se contra o
animador e torna-se, de certa maneira, o proprio criador.

3. Betty: Outros desdobramentos
da meta-animacao
A curta-metragem Betty (2020), de Will Anderson, destaca-se na catego-
ria das meta-animagdes por apresentar uma complexa rede de desdobra-
mentos concetuais. Nesta animacao, o realizador Will Anderson (respon-
savel pela animacdo e também pela voz das personagens) inicia o filme
com a sua apresentagdo: “Ola a todos! Eu sou o Will, sou o realizador. Este
¢é o comentario do realizador. Eundo sei se ja viram isto, se quiserem po-
dem desligar-me”. A partir desta afirmagdo, introduz-se a possibilidade
de estarmos a assistir o cometario do realizador ao invés do proprio filme.
Ao afirmar que o espectador pode desligar o comentario, Anderson
reenvia-nos a um tipo de possibilidade associada aos filmes exibidos num
suporte digital especifico, como um video de internet, um Dvd ou Bluray,
por exemplo. No caso de o filme estar a ser assistido num dispositivo
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eletrdnico, podemos considerar que ocorreu um erro por parte de quem

o escolheu. A reacdo do espetador ao comentario sobre a interrupgéo

do filme fica condicionada ao tipo de suporte no qual a animagio estd a
ser visionada. Se o filme estiver a ser assistido no cinema, o espectador
ndo tem o controlo sobre a projecao e o erro teria sido criado por uma
terceira pessoa (ao projetar o comentario do filme e ndo o filme emssi), e
nds enquanto publico, somos alertados para a nossa falta de possibilidade
de agdo. Mas se ndo ¢ este o caso (e ndo houve engano na proje¢do ou

na escolha do material), estamos perante um filme que quebra a “quarta
parede” e nos mente deliberadamente.

Contudo, o que ocorre na curta-metragem Betty ndo se trata de um
engano na projecao do filme, nem na escolha do suporte de exibi¢do, este
¢ de facto o filme, estamos diante de um jogo de encenagdo no qual ¢ dada
uma falsa possibilidade de agdo ao espectador. Desta maneira, Anderson
introduz a possibilidade de erro como parte integrante do filme e cria uma
fissura na linguagem comum do cinema de animagao.

Apesar de todo processo de criagao implicar erros e mudancas face
ao planeado ou imaginado inicialmente, o tempo da criag¢do é sempre di-
ferente do tempo da exibi¢do. Existe uma forma de seguranga no cinema,
na medida em que nio existe uma performance diferente daquela que foi
dada como finalizada pelo animador, os erros presentes num filme de ani-
macao sdo erros que foram aceites e enquadrados numa obra finalizada.
O erro ndo participa da linguagem do cinema de animagdo, uma vez que o
processo de criagdo de uma animacgdo é, por norma, de natureza determi-
nista. A imprevisibilidade enquanto recurso estilistico, a que Pedro Bar-
bosa chama “erro estético”, participa da linguagem de artes com abertura
ao futuro, como a danga e o teatro: “De facto, a assungdo do ‘erro’ como
potencialidade estilistica é recurso especifico do teatro que diretamente
se enraiza na sua abertura ao imprevisto: qualquer erro no cinema surge
sempre como falso, ou como artificio gratuito, pois o realizador poderia
té-lo evitado, cortando a cena e rondando-a de novo”[15].

A curta-metragem Betty ndo remete o erro para a criagdo (da qual o
realizador teria o controlo e poderia evita-lo), tdo pouco para o momento
de exibi¢do (no qual o espectador participa), a unica possibilidade que
nos surge enquanto assistimos as primeiras cenas ¢ para um erro ocorrido
num momento intermédio, ou seja, se ocorreu hipoteticamente um erro,
este estaria localizado entre a distribuicdo e a sele¢do do filme. Nao existe
como é 6bvio qualquer erro. Estamos perante um “comentario de reali-
zador” encenado que assume, a semelhanga da curta-metragem Duck
Amuck, o papel de trickster e mente deliberadamente, com uma diferenca
fundamental, o realizador ndo esta a enganar e a controlar uma persona-
gem, mas a propria audiéncia.

Se, como nos diz Pedro Barbosa, a diferenca da experiéncia teatral
e da experiéncia cinematografica é baseada na imprevisibilidade, esta
especificidade € problematizada a partir do artificio de Anderson. Por um
lado, assistimos ao questionamento: “Porventura todos teremos conheci-
do a emogdo peculiar que de nos se apodera quando nos sentamos numa
sala de teatro antes do comeco do espetaculo. E o mesmo tipo de emogao
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ndo nos invade quando vamos ao cinema. Porqué? Precisamente porque
o espetaculo de teatro se abre perante o imprevisto: antes de comegar, o
espectador nunca sabe aquilo que podera acontecer”[16]. Por outro, ao
introduzir a duvida, a inseguranca e a possibilidade de erro no cinema,
Anderson quebra um dos limites da linguagem cinematografica. O espec-
tador fica, a semelhanga da experiéncia teatral, num territorio inseguro,
frente a um possivel imprevisto ou a um jogo de controlo do realizador.

Apesar do filme ndo manter a duvida inicial por muito tempo e assumir
a sua dissimulag¢do, a sensagdo de inseguran¢a mantém-se até ao final do
filme. Anderson cria empatia com o espectador ao dizer: “Eu ndo gosto des-
tas coisas. Acho sempre que sio autoindulgentes”, demonstrando partilhar
com a audiéncia o sentimento de desconforto. Na cena seguinte, apos o
surgimento do titulo do filme, a linguagem cinematografica muda e apro-
xima-se do que seria o esperado, nio um comentario de realizador, mas
um making of ao vivo. A linguagem do filme imita a navegabilidade de um
programa de animagdo: a cimara utiliza pans e zooms rapidos como se es-
tivessem a ser controlados pelo scroll do rato, em termos sonoros ouvimos
som dos clicks do teclado ou do rato. Apesar de parecer que estamos diante
de um software de animagao, toda esta interface é uma encenagdo. Como
Anderson expde num webinar realizado para o software Moho [17] a curta
foi feita através do software Adobe’s Illustrator para a criagio das persona-
gens e para animacao do software de animagio por recortes Moho.

Os controladores da personagem (rig) que vemos na curta-metragem
nao sao os do Moho, mas um objeto animado que representa a interface.
Esta escolha criativa aproxima-se do teatro de marionetas contempora-
neo, ao mostrar algo que ¢ normalmente escondido, com a diferenga que
em Betty tudo é encenado. Nos planos seguintes, somos introduzidos as
personagens do filme - Bobby e Betty, e a animagao desdobra-se em duas
narrativas simultneas. A primeira € o inicio da rela¢do de Bobby e de Betty
e a segunda é o comentario e making of no qual Anderson mostra os contro-
ladores das personagens (Rig), enquanto explica o processo da curta-metra-
gem e faz alguns ajustes na animago: “Estes sdo os rigs, sdo uma espécie de
controladores, é como fazemos mover as personagens.” Ao mesmo tempo
que nos é dado a ver uma narrativa emocional, sio-nos apresentados os
controladores que supostamente determinam as agdes das personagens.

Fig.1 Frame do filme
Betty de Will Anderson
onde podemos ver

os controladores das

personagens.
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Apos nove meses, Bobby, ao procurar a manteiga apercebe-se que
Betty desapareceu. Durante o filme Bobby repete vérias vezes “Onde estd
amanteiga, Betty?” alterando depois para “Onde estd a Betty, Manteiga?”.
A manteiga ¢ o duplo de Betty, assim como o Bobby € o duplo do narrador,
assim como este ¢ o duplo de Will Anderson. Neste momento, compreen-
demos como a curta-metragem assinala um jogo de duplos e de meta-nar-
rativa. Este simulacro dramaturgico esta presente na curta-metragem nas
personagens de Betty e de Bobby, contudo, quando Anderson encena o pro-
cesso de animagdo, encena também a dissimulagio do animador. Podemos
ouvir a sua voz e ver a sua manifestacao através da criagdo da animacio de
Bobby, mas o seu corpo permanece oculto. A presenca de Anderson da-se
através da figura de narrador, do lugar da propria ocultagio, fazendo com
que possamos intuir a sua presenca através do seu desaparecimento.

As duas narrativas juntam-se quando Anderson interrompe a anima-
¢do e revela que o seu objetivo era ultrapassar o final de uma relagio: “Nio,
nope. Eunao consigo fazer isto. Nao consigo fazer mais esta coisa patética,
manipulativa e sem sentido. Crias uma historinha estupida para sair de
uma relagdo sem sentido, porque sou um control freak.” A representagdo
do realizador transforma-se, o animador deixa de estar na posi¢ao de con-
trolo. Esta passagem ¢é pontuada pelo sound design com o inicio de alguns
problemas no som, com a sobreposi¢do das personagens e com a perda de
controlo do narrador. A empatia que tinhamos pela tristeza de Bobby passa
para Anderson nas suas trés dimensdes: Bobby, Narrador e Realizador.

Anderson prossegue com uma aproximagao destas trés dimensdes ao
afirmar “eles parecem palhagos, era suposto serem pombos. Eles parecem
palhagos, como eu. Um palhago estipido.”. Depois de exposto todo o proces-
so criativo e a manipula¢io através da animagdo, a constatacio de Anderson
“Esta coisa toda ndo é real, ¢ como olhar para algo que néo estd realmente
ali” é tida como um desdobramento, como uma dupla negagéo. Este estado
é consolidado quando o narrador diz “é obvio que qualquer ilusdo que tenha
existido foi estilhacada”, a dor da separagdo aparece como real.

O final da curta-metagem volta a narrativa da histéria de Bobby e
Betty através da narragdo de Anderson: “A Betty esta numa festa e repara
que a manteiga desaparece, ela fica a pensar nisso. Depois cortamos para
a cozinha Iluminada pela luz do frigorifico onde o Bobby se apercebe que
amanteiga aparece, ele aproxima-se, leva-a lentamente para o frigorifico
aberto e fecha a porta e pela primeira vez diz: adeus Betty”. O artificio
meta-narrativo nio fica condicionado nas visualizagGes posteriores do
filme, pois sabermo-nos manipulados desde o inicio e mantem-se o sen-
timento de honestidade ao ser revelado que o filme € intensionalmente
controlador. Ao expor o caracter manipulativo do processo de criagdo,

o filme consegue criar empatia e encerra como uma confidéncia forte e
emotiva, conferindo uma maior complexidade e novos desdobramentos
ao conceito de meta-animacao.

4. Conclusao
A metalinguagem coexistiu desde inicio com o cinema de animagao.
Através da encenacdo do processo criativo é possivel acompanhar o modo
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como eram vistos e apresentados os realizadores e animadores. Numa
fase inicial eram vistos como tendo habilidades especiais, como magicos
ou como técnicos capazes de realizar tarefas extremamente complexas.
Posteriormente, verificamos uma ocultag¢do da sua presenga para que o
objeto animado alcangasse a plena ilusao de vida. Mantiveram-se algu-
mas representacdes esporadicas dos animadores que face as suas criagdes
se assemelhavam a deuses enganadores ou tricksters, ao importunar a vida
das suas criagdes. No entanto, a animagao Betty convoca um outro modo
de compreensio da meta-animag¢io como uma ferramenta que permite
ultrapassar o que ¢ tido como limite do cinema de animagao. A encenagdo
do processo de animag@o cria um jogo de espelhos no qual o que vemos é
uma visdo singular dos papéis desempenhados pelo realizador-animador
e do proprio processo de animagdo, ha uma multiplicagdo e uma con-
fluéncia destes papéis, criando um alargamento dos limites dos elementos
narrativos e cinematograficos do cinema de animagao.
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Abstract

Hybrid animations are on the rise in the animation industry. There are
many new projects made using two techniques, such as “Spider-Man:
Into the Spider-Verse” (2018) in which combined traditional hand-drawn
animation techniques with computer-generated animation, or “Arcane”
(2021) TV series that combines computer-generated 3D animation with
hand-drawn and other techniques, such as motion capture and VFX.

The benefits of using both mediums are lucrative, however, to use both
techniques, especially if one is analogical and the other digital, the results
can feel a bit off. The following paper investigates the benefits of using
secondary action and motion to bring both techniques together more
seamlessly and the ways of producing more coherent hybrid animation.
Furthermore, to speed up the process using different plugins and pro-
grams that are already developed and can give the production a more real-
istic feel. When combining a 2D character with a 3D stop-motion set into
hybrid animation, there are many creative ways to incorporate secondary
action and motion to enhance the overall look and feel of the animation.
Moreover, it can be considered as “a glue” between the two techniques to
tie both styles together more seamlessly.

01. Hybrid Animation

Hybrid animation is the combination of two-dimensional (2D) and three-
dimensional (3D) animation media [1]. In the case of combining a 2D
character with a 3D stop-motion set, the result can be a visually stunning
and creative animation that blends the best of both worlds. There are
many reasons to use both mediums instead of only one.

“If all you know is 2D, you are missing out on the efficiencies that can
be won by incorporating 3D into your pipeline. If all you know is 3D,
you miss out on great traditional animation style and the speed that
can come from 2D animation.” [1]

However, to use the two methods, the animator needs to be knowledge-
able in both, otherwise, the whole production falls short. Using a stop-
motion analogical set can give wider diversity in textures and materials,

1& 2 Polytechnic Institute of Cavado and Ave, School of Design, Master in Illustration and Animation,
Barcelos, Portugal

2 Institute for Research in Design, Media and Culture ID+, Barcelos, Portugal
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moreover, it is also considered a traditional animation technique as is 2D
frame-by-frame character animation, which leaves a lot of space for the
animator to experiment and create more imaginative visuals. As noted

by Fleming: “The problem with technology is it can greatly simplify some
tasks while greatly complicating others. In 2D, the animator simply draws
the body perfectly and doesn’t have to worry about the technology getting
in the way of falling short. Being a digital animator means also being a
technical engineer and in many cases a programmer” [2].

To create a hybrid animation the animator would start by choosing
which technique to start with. Depending on which element “leads the
movement” in each shot, the 3D element will have to be drawn first or the
2D element will have to be drawn first [1]. If hybrid animation is completely
digital the options to choose from are bigger, however, with the analogical
stop-motion set, there are limitations. The set must be built around the fig-
ures.. [3]. Itis difficult to imagine all the possibilities of character interaction
with an analogical set when it has not been pre-produced, built, and shot
beforehand. Moreover, it is beneficial to constantly test, after animating the
rough construction of a character and comparing it inside the stop-motion
set. It is more time-consuming to make changes in stop-motion animation
compared with digital frame-by-frame animation. Therefore, the anima-
tor would firstly create a 3D stop-motion set using materials such as clay,
paper, felt, or other physical objects. This set would be carefully crafted
and designed to fit the world of the 2D character, with attention paid to the
lighting, perspective, and overall atmosphere of the scene. By carefully
following the animatic, the moving objects on the set need to be animated
in stop-motion. Next, the character would be designed and animated in
atraditional 2D style, with all of its movements and expressions carefully
crafted to fit the intended narrative in 2D animation software, such as
Procreate or Photoshop. Finally, the animator would combine the 2D char-
acter with the 3D stop-motion set using compositing software such as After
Effects. If the character’s rough construction matches the already shot set
animation the animator can finalize the poses visually. The result is a hybrid
animation that combines the charm and expressiveness of 2D animation
with the tactile and immersive qualities of 3D stop-motion.

On the other hand, we would now have an animation that is
clearly and visually made using two different techniques, for example,
the lighting in a 3D stop-motion set does not match the 2D character,
or perhaps the object interaction does not deliver the plot in the best
possible way. To combine both worlds into fully functioning coherent
animation we should now put a big emphasis on secondary action and
motion in both techniques.

2. Secondary Action vs. Motion
From 12 principles of animation by Thomas and Johnston (1995), the number
eight is secondary action.

“When this extra business supports the main action, it is called a Sec-
ondary Action and is always kept subordinate to the primary action. If
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it conflicts or becomes more interesting or dominating in any wayj, it is
either the wrong choice or is staged improperly.” [4]

More specifically, in the field of animation, a secondary action is an addi-
tional movement that occurs simultaneously with the primary action of a
character or set. For example, if a character is walking, a secondary action
could be the swinging of their arms or dragging a feet to show tired or a
sad character. These secondary actions help to make the movement look
more natural, dramatic and add to the overall believability of the anima-
tion. Secondary actions can also be used to convey emotion or personality
traits of a character.

Secondary action should be specific to that particular character,
in that particular context. It’s hard to design good secondary action
into your shots if you’re vague about who your character is, or what
situation and context they’re in, and how they’re feeling about what
is happening around them [5]. For instance, a character who is nerv-
ous might fidget with their hands as a secondary action, while a con-
fident character might stand with their hands on their hips. Props are
great shortcuts, but you can add secondary action just by having your
character tug nervously at an ear, touch their lip, bite a nail, scratch
an itch, and so on [5].

Lim (2019) argues that Secondary Action is closer to a narrative ex-
pression rather than a technical method [11]. I find that it can be consid-
ered both, especially if the animation is hybrid. In general, secondary ac-
tions are a key component of creating dynamic and engaging animations.
Below are some examples to consider when creating secondary action for
a hybrid animation:

1. Exaggeration: To create a more dramatic effect on character or objects
in set design. For example exaggerated face and body expressions or
bouncy movements of objects. If a character was to be sad, make him
sadder; bright, make him brighter; worried, more worried; wild, make
him wilder [4].

2. Building block technique: First he animated the most important move,
making sure that it worked the way he wanted, communicating his
thoughts in the strongest way. Then he went through the scene a second
time animating the Secondary Action, and even once more if necessary,
to make the rest of the drawing relate to those two actions [4].

3. Set dressing: Adding props to the set design to create more depth and
make the set feel more lived-in with its characteristic important to the
storytelling.

4. Moving background: For example clouds, rivers, birds flying by, to add
more variety of movement in the background.

5. Secondary arc: Follow a curved or arcing path, rather than a straight
line, to add more dynamic and unexpected movement for the charac-
ter and set. Drawings made as straight inbetweens completely kill the
essence of the action [4].



SECONDARY ACTION AND MOTION FOR HYBRID ANIMATION
Kristi Luht and Jorge Brand@o Pereira = kristiluht@gmail.com; jmpereira@ipca.pt

6. Object Interaction: Adding objects for the character to interact with
can make the scene more immersive. “Secondary action is not “sec-
ondary animation” or “secondary motion”. The latter two terms are
synonyms and have no connection to secondary action [5].

Secondary motion is a term used in animation and computer graphics to
describe the additional movement that occurs as a result of the primary
motion of an object or character. It refers to the natural and realistic
movements that occur in response to the primary motion. Secondary
animation/motion is a movement that is dependent upon some other,
active movement [5]. A powerful way to give more movement, depth and
realism to the whole production making it more believable and engaging.
In particular, a critical aspect of creating expressive animated characters
is the presence of secondary motion, the small movements of parts like
hair, clothing, tails, and fur that complement and emphasize the primary
motion of the character [6]. One must keep in mind the external forces,
such as wind, elasticity, particles and gravity. For example, when animat-
ing a character walking, the primary motion would be the movement of
their legs and feet, while the secondary motion could be the movement of
their hair and clothing. Secondary motion can also be used to emphasize
the weight and physics of an object. Below are some examples to consider
when creating a hybrid animation with secondary motion:

1. Lights and shadow: Since stop-motion sets are physical and often have
real-life lighting, adding lighting and shadow effects to the 2D charac-
ter can make it look more integrated into the scene.

2. Depth of field: Using depth of field can help create a sense of depth and
focus within the scene. This can be done by blurring the background
and foreground elements, while keeping the main character in focus.

3. Drag: This involves adding a secondary motion that lags behind
the primary motion, such as a character’s clothing or hair following
behind them as they walk.

4. Particles: Adding particle effects like smoke, dust, or other atmospher-
ic elements can make the scene look more dynamic and alive.

5. Wind and weather: Making objects in the set move around dynami-
cally in the same direction as characters’ hair for example. Making the
scene look coherent in terms of nature.

6. Weight and gravity: This involves adding a secondary motion that lags
behind the primary motion, also can be achieved by using follow-
through and overlapping action where certain objects bounce differ-
ently according to their weight.

Overall, secondary motion and action are important tools in the anima-
tor’s toolkit, helping to enhance the realism and depth of an animation,
creating a more dynamic, lifelike and engaging visual experience for the
viewer. Especially if working with two different techniques to create visu-
ally coherent scenes.
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03. Programs and Plug-ins

Adding secondary motion or action can be a time-consuming process
when doing everything frame-by-frame. There are thankfully many
programs and plug-ins an animator can benefit from to make this process
faster and results can be visually more realistic. Although, the charm of
hand drawn will be then sacrificed. In the case of light and shadow, After
Effects has 3D light with many different properties to choose from, such as
Parallel, Spot, Point, and Ambient.

“After Effects version of 3D is not really 3D as you might think of it in
the terms of a Pixar movie or a video game. It’s really 2.5D — made up of
objects that have height and width but not any depth although you can
stack them on top of each other and create an illusion of depth.” [7]

After Effects also has presets for many particle systems, including
“CC particle world” - in a 3D system and can be used together with the
camera, “CC particle system II” - same as previous, except it’s not in 3D,
“Particle playground” - in 2D but allows animator to control how particles
react to one another [7]. Using these systems, animator can create effects
such as snow or rainfall, or create a new particle effect from scratch. Apart
from the After Effects, there are a number of pug-ins that also generate a
variety of effects needed for believable secondary motion or action. For
fire, dust, smoke, sand, magic, energy, etc. there is a free plug-in for After
Effects called “Particle Builder” that lets animators choose from their
library of effects a suitable one and then also control the color, amount,
direction, and speed [8]. “Newton 3” is a plug-in used to create realistic
physics simulations, such as objects that bounce, collide, and deform re-
alistically. It can be used to generate secondary motion effects for objects
that are affected by the physics simulation [9].

These are just a few examples of the many secondary motion plug-ins
that are available for various animation software. They can save animators
alot of time by automating some of the more complex aspects of anima-
tion. To create secondary action or motion in analogical stop-motion space,
the animator still needs to spend a lot of time creating any of these effects
mentioned above frame-by-frame. One technique that is commonly used to
create secondary motion in stop motion animation is called “replacement
animation”. This technique has been around since the very beginning of
the stop-motion medium..[10]. This technique involves creating multiple
versions of a character or object, each with small variations in their shape or
position, and then swapping them out frame-by-frame to create the illusion
of movement. Another technique used to create secondary motion in stop
motion animation is called “staggering”. This involves slightly offsetting the
timing of movements of different parts of the character or object to create
amore natural and fluid motion. Overall, creating convincing second-
ary motion in stop motion animation requires a lot of attention to detail,
careful planning, and patience. Animators need to carefully consider how
different parts of the character or environment will move and interact with
each other, and use various techniques to bring those movements to life.
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However, there are some more simple and faster ways in analogical 3D
stop-motion space that an animator can use. For example depth of field
that is established with creative camera use, to blur out things either in the
foreground or background. Also set dressing and moving backgrounds are
simple ways to create dynamic secondary action in stop-motion.

04. Case-study’s: “Island” (2017)

and “Lucy & the Limbs” (2014)

Island (2017), by Max Mortl and Robert Lobel, is an interesting example
of secondary motion and action in an animated short. It’s an animated
hybrid about different creatures who live together on an island. Animated
in both 3D stop-motion and 2D. Most of the moving objects and characters
have both stop-motion and frame-by-frame techniques used simulta-
neously, depending on which method delivers the story more beneficially.
Moreover, the use of different materials in stop-motion plays with 3D and
2D within the set design. In the examples below the bushes are made with
paper that allows to create a deeper bend when animating wind move-
ment interaction within the set. For the volcano eruption the technique of ~ Fig.1Set design

“replacement animation” is used in stop-motion for the mountain, while from “Island” (2017).
the lava is animated in the 2D frame-by-frame technique. Credits: Max Mortl and
In terms of character animation, both techniques are used as well. Exagger- ~ Robert Lobel.

ation for the sheep in “replacement animation” of a soft material to repre-
sent the fur mixed with 2D for mouth, eyes, and legs. Same for the tiny blue
ball character, except its primary action is used as claymation. For the horse
on the image on the right side, the movement of legs and ears is created in
2D, while the body is animated in claymation. Using parts of the body in 2D
to create more imaginative and expressive movements that perhaps can not
be done in stop-motion adds much more characteristics to each character.
Moreover, there are also 2D elements used in the set dressing together with
physical objects for a more coherent set design.

While the 3D and 2D animation is not completely seamless, which
might be stylistically the goal, this adds much more visual interest to the
whole production. The whole animation feels coherent, because of the
creative use of different materials, and secondary action and motion cre-
ated with both 3D and 2D techniques.

In comparison with “Lucy & the Limbs” (2014) by Edlyn Capulong,
which is also a hybrid animation of 3D stop motion physical set design and
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Fig. 2 Frames from “Is-
land” (2017). Credits:
Max Mortl and Robert
Laobel.

Fig. 3 Frames from
“Lucy & the Limbs”
(2014). Credits: Edlyn
Capulong.
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2D character animation. It is an animated short about a girl who becomes
a friend with limbs and in the end helps a fellow person in his loneli-
ness. Capulong has animated only 2D characters and elements. There is
a clear separation between 3D and 2D in terms of motion. For example,
on the set only moving objects are some plants and water movements in
2D, while all the characters are solely in 2D. There are creative solutions
for secondary motion in terms of shadows that blend in both worlds
together and water movements around the character. The protagonist
bouncy hair movements are adding more believability in terms of gravity
and influences of external forces. Moreover, depth of field and creative
camera angles make the space where the action happens more immersive.
Secondary action in terms of all the characters is well made and adds
characteristics and believability to each. For example, the continuous
liquid effects of limbs in constant motion and the facial expressions of
the protagonist are visually appealing. However, it is lacking the mixture
of both styles simultaneously like in “Island” (2017) and therefore it can
be said, we see a hybrid animation, that has clear style and technique
differences in terms of set and characters, one is 3D and the other 2D.
The production is still hybrid, but the separation of these two techniques
makes the viewing experience not coherent.
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When comparing the abovementioned two animations to each other, the
common positive traits are the visual opportunities the 3D physical set
gives in terms of textures, lighting, and camera angles. 2D animation can
be blended into this world of 3D with the use of common color, light, and
shadow. In terms of “Island” (2017) the secondary action and motion used
in both techniques give the hybrid a bigger effect of coherency that “Lucy
& the Limbs” (2014) did not achieve, because of the decision to animate
only in one technique.

5. Conclusion
In conclusion, hybrid animation gives a great opportunity for animators
to experiment and use the skills of both 3D and 2D techniques to bring
out the most important parts of the narrative in a visually interesting way.
Moreover, careful planning in the pre-production phase is a must in any
hybrid project and sometimes requires adjustments and revisions along
the way to ensure seamless integration of primary and secondary mo-
tion and action. This involves meticulous consideration of the intended
motions, timing, exaggeration, or subtlety. Additionally, adjustments
throughout the production process are necessary to ensure a harmonious
integration of both techniques, one should not overtake the other. The
number of plug-ins and programs available in the animator tool kit help to
make the process easier and save time in production and post-production.

Adapting into the pipeline of production secondary action and mo-
tion gives a wide range of possibilities to create a more coherent anima-
tion to draw the audience’s attention to certain parts of the storyline and
unite the two styles together into a more seamless animation. Secondary
action and motion play a crucial role in the success of any animation, and
when it comes to hybrid animation, they work as a “glue” the best when
used in both techniques simultaneously. One can add more believability
and cohesiveness to the entire hybrid production. This integration effec-
tively blurs the lines between the various animation techniques employed,
resulting in a more seamless and immersive animation. The inclusion
of secondary action and motion in hybrid animation adds an extra layer
of realism and contributes to the overall authenticity of the characters,
objects, and backgrounds, ultimately enchanting the overall quality and
impact of the hybrid animation.

To sum up, hybrid animation is best executed when both 3D and 2D
motion is represented throughout the whole production with the addition-
al secondary action and motion as well in both techniques intertwined.
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The aim of this article is to address issues related to the use and represen-
tation of morbid in literature and, consequently, in children’s illustration,
having as object of study the children’s book Der Struwwelpeter, written
and illustrated by Heinrich Hoffmann. The main objective is to raise ques-
tions related to the use of frightening images, as a form of teaching, and
its relationship with children’s perception when confronted with records
of this kind, always having the aforementioned book as a basis, in an at-
tempt to establish a deeper notion of'its function and respective meaning.
This article emerged as a starting point for the master’s project, which
aims to contemplate a deeper study on the theme of the morbid present in
children’s illustration and picturebooks on the market.

1. Introduction

It is necessary, before anything else, to understand the definition of what
morbid is, properly speaking. According to the dictionary we then have
the following explanation:

Morbid
Adjective

1. pertaining to disease, pathological; unhealthy

2. languid

3. that shows interest in subjects generally considered macabre or horrific
4. (arts) is said of a delicate painting or sculpture

(from Latin morbidu-, “idem”)

Porto Editora - morbido no Dicionario infopédia da Lingua Portuguesa [online]. Porto:
Porto Editora. [consult. 2023-03-11 14:51:59]. Available athttps://www.infopedia.pt/
dicionarios/lingua-portuguesa/morbido.

We can then say that morbid is everything that escapes in some way from
what we consider to be normal/natural, it has a negative connotation,
something with which we do not want to have contact.

1 & 2 Polytechnic Institute of Cavado and Ave, School of Design, Master in Illustration and Animation,
Barcelos, Portugal.

2 Institute for Research in Design, Media and Culture ID+, Barcelos, Portugal
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The morbid appears, in this article, as a way of portraying and defin-
ing picturebooks that deal with themes that are difficult to process, that
are not usual, considering the fact that we are talking about books for a
children’s audience. The themes that can be included are death, abuse
(psychological and /or physical), pain, illness or even physical punishment
as a consequence of disobedience.

In the context of the master’s project, we intend to search for, consult
and analyse the range of picturebooks on the market that fit into the afore-
mentioned theme. The aim of this survey and study is to try to understand
how they appear and how they are presented to children, more specifically
in terms of images, graphic representation, colours, among others.

When we think of children’s illustration, and picturebooks them-
selves, we immediately imagine a universe filled with colourful, eye-
catching, pleasing and above all innocent drawings.

We all grew up listening to the most fantastical stories and fairy
tales, either through reading a book or directly from the memory of the
person who was telling them. Fairy tales are part of our childhood and we
believe that stories and picturebooks contribute to a good development
of children’s imagination, as illustration is the oldest way to represent and
explain something to the reader/observer.

But not all books, or fairy tales, were pleasant and visually innocent,
some carry with them a set of texts and illustrations capable of terrifying
little readers (or listeners).

The doubts about what is correct or not for children change with the
times; what is considered inadequate today was once considered normal.
We can detect the morbid, in a more marked and systematic way, in the
well-known fairy tales (in their original versions), which first circulated by
word of mouth as a way to entertain children and adults alike.

These tales, which were passed down from generation to generation,
were eventually immortalised on paper by Giambattista Basile (1566-
1632), Charles Perrault (1628-1703), the Brothers Jacob and Wilhelm
Grimm (1785-1863 and 1786-1859, respectively) and lastly by Hans Chris-
tian Andersen (1805-1875). Each of the aforementioned writers was a
collector of tales, they collected the stories from village to village, altered
them to taste and passed them on to paper. This phenomenon was one
of the main vehicles for the emergence (and todays recognition) of the
morbid thematic present in each of the tales.

These fairy tales were very unsuitable for children, as they por-
trayed very aggressive and violent stories, where brutality and abuse
were constant situations.

Der Struwwelpeter, a work created by Heinrich Hoffmann, appeared
many years after the Brothers Grimm and is certainly not the first book
with morbid characteristics to appear on the market, but according to
Martin Salisbury it is considered by several authors to be a milestone and
a direct influence on the new era of modern books for children.

2. Heinrich Hoffmann and his Work
Dr. Heinrich Hoffmann was born in 1809 in Frankfurt am Main, the city
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which welcomed him until his death in 1894. Hoffmann worked for many
years as a general practitioner, eventually becoming interested in the field
of psychiatry when he took up a position as director of the city’s asylum.
In his spare time, he enjoyed writing poems and short stories, Der Struw-
welpeter being his best known work to this day.

Although he is especially known for this specific work, Heinrich
Hoffmann used, according to himself, to write and illustrate short verses
for his younger, hospitalised patients. Hoffmann and his family lived
and dealt daily with the patients of the asylum, most of them diagnosed
with schizophrenia. The doctor was known to be a very patient person,
with a big heart for his patients and he managed the recovery of many
over the years.

Hoffmann wrote and illustrated the book Der Struwwelpeter, oder
lustige Geschichten und drollige Bilder (in English: Der Struwwelpeter - Merry
Stories and Funny Pictures) in 1844, as a Christmas present for his 3-year-
old son Carl, as he considered that there were no interesting and adequate
books for children on the market at the time. For him the existing books
were too moralistic and didactic, and the illustrations too realistic and not
interesting for small children.

Der Struwwelpeter is one of the first examples of an illustrated album of
this kind in Germany, with a format and purpose similar to that which cur-
rently exists for this type of book. Up to this point there was not yet much
relation between the text and the illustration itself, much due to technical
difficulties at the printing level, but according to Sophie Van der Linden, in
her book To read the illustrated book, “(...) Heinrich Hoffmann promoted an
admirable dialogue between the verbal narrative and the drawings”.

First published in 1843, it consists of ten stories in verse about chil-
dren, with a strong moral inherent in the consequences associated with
bad behaviour in children and using strong, frightening and even gro-
tesque illustrations, but with a very satirical and ironic intent. The target
audience for the book was between the ages of three and six.

. Der Struwwelpeter Fig. 1. Main illustra-
g has become a classic of tion of “Der Struw-

children’s literature in welpeter”, used on the
Germany, with over 600 cover and the inside of

L editions, multiple paro- the book. On the left

‘ dies and tributes. It is the - original illustration
second most translated from the first edition;
book in German of all On the right - illustra-
time, second only to the tion in later editions.
fairy tales of the Brothers
Grimm.

The interest in the book arose and was maintained very much by the
combination of unusual image and text, more specifically short horror
stories with morbid illustrations. This combination generated doubt as to
whether the book was a twisted and repressive pedagogical way of teach-
ing and educating children or a very alternative format of satire.

We can say with certainty that it was thanks to this combination that
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Der Struwwelpeter gained its reputation and outlived many other children’s
books of the 19th century.

3. Historical and Cultural Involvement

Before we attempt to understand, in a more in-depth way, Heinrich Hoff-
mann’s book, or raise questions about it, it is necessary to try to establish a
contextualisation of the century in which it appeared.

In concrete and historical terms, we can say that the structural forma-
tion of Germany, as we know it today, began a few years before the crea-
tion of Der Struwwelpeter. After the fall of Napoleon Bonaparte and the
meeting of the Congress of Vienna (in 1814) the German Confederation
was founded, i.e., the union of sovereign states.

During this time, many Germans were stirred by the ideals of the
French Revolution and nationalism became more significant, especially
among young intellectuals. For the first time, black, red and gold were
chosen to represent the movement, later becoming the colours of the Ger-
man flag. In other words, despite having a country undergoing renewal,
the ideals of the general population were still backward, especially when
it came to children. Children were a duty of marriage and their main role
was to be successors to the family and there was no possibility of them be-
ing children, in the true meaning of the word, but rather small adults.

This thinking was reflected in the children’s books of the time (not
only in Germany), where the main purpose of these was to educate chil-
dren, usually on the basis of fear and repression.

In this historical framework we must also include as a reference the
Romantic period, the artistic, political and philosophical movement that
emerged in the last decades of the 18th century in Europe and that was
marked by a great intellectual rebellion, where artists completely rejected
rules and portrayed the human drama and engaged in escapism as a way
of breaking free from the unpleasant aspects of daily life. Romanticism is
the art of dreams and fantasy.

4. Morhid Precedents

The allusion to the macabre, the frightening and the morbid in children’s
stories is not, as noted above, a recent development, on the contrary,
before Heinrich Hoffmann and other authors of the genre, the Brothers
Grimm also did so in all their tales.

In the old days fairy tales had very extreme narratives and endings,
which depicted cannibalism, murder, torture and sex. Nowadays the
opposite happens, children’s tales end in “they lived happily ever after”,
endings that are considered more appropriate for children’s audiences.
This change was owed much to Disney, who realised that it was necessary
to create versions that were more adjusted and softer for the target audi-
ence in question.

It is necessary to understand the motives and origins of these ancient
stories, which derive from traditional tales, told by word of mouth, from
village to village, mainly in the areas of Germany and France. The moral
of these stories derives from the tellers’ desire to instil education, and
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above all obedience, in the little ones and still entertain the adults.

Besides these factors, it is also necessary to bear in mind that chil-
dren in the past were exposed to much more real and macabre dangers
than those of today, which is why it is so normal, for example, for stories
to talk about wild animals eating children (as in the story of Little Red
Riding Hood), because they were plausible situations that could happen,
in order to scare the little ones and protect them from possible risks.

Nowadays this type of logic would no longer influence children in the
same way, because they are more educated and have more real notions of
what surrounds them. The environment in which they live today makes
the initial intention of most of these stories obsolete.

As Bergson says in his book Matter and memory: essay on the relation
between body and spirit: “(...) the totality of the images of the material world
together with the totality of its inner elements.”, that is to say, perception itself
isinfluenced by our memories and that they always depend on past experi-
ences and knowledge, displacing our real and current perception. Children’s
own perception has become more refined and trained, thanks to everything
that surrounds them, especially security, in comparison with past centuries.

But how do we know whether it is inappropriate or not? Martin Salis-
bury tells us that the perception of what is appropriate or not has varied
greatly over recent years and that the acceptance of these types of books
varies from culture to culture. Salisbury goes on to say that:

“While difficult subjects, such as death, illness, abuse and racism
have been tackled in children’ s literature over the past 50 years, many
commentators - particularly in the West - have increasingly come to
believe that young children must be protected from all things unpleasant
and dangerous, in both life and literature.”

5. Der Struwwelpeter

Heinrich Hoffmann’s book could be considered another one of those
books, which tries to impose obedience by fear, but won’t it have some-
thing special?

Elisabeth Wesseling, researcher and scholar of Der Struwwelpeter,
tells us that the book is much more than a twisted way of teaching chil-
dren. Wesseling says that throughout her research she has come to the
conclusion that the combination of text and images is a way of evoking the
importance of children, of showing that often the fault for their mistakes
lies with their parents, that animals are more important than human be-
ings and that children have to be a little rebellious.

Wesseling’s conclusions are related to the elaborate study between
text and images, where children, even badly behaved ones, appear repre-
sented on pedestals as heroes, the visual metaphors transcend the logical,
thus showing the impossible, i.e., that the mentioned punishments do not
happen, and that the representation of good and evil can be misunder-
stood at first sight.

But regardless of these conclusions, the author also mentions that the
first impression of the book is true and should not be dismissed complete-
ly, i.e.: bad behaviour is punished and reproved:
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“At first glance, the subsequent stories seem to meet these expecta-
tions. They all demonstrate how childish peccadilloes such as sucking
one’s thumb, playing with matches, or refusing nourishment have grave
consequences that seriously endanger, mutilate and sometimes even kill
the youthful transgressor.”.

Elizabeth Wesseling also tells us that one of the most important theo-
ries of the book is that wickedness punishes itself through cause-effect,
that is, wickedness is punished by something bad as well.

So, at this point we can say that Hoffmann’s book is, on first analysis,
amacabre and frightening book, but on second sight it has a lot of morals
and a huge recourse to irony and sarcasm.

According to Wesseling, Heinrich

Hoffmann did not draw elements or stories
from reality, but from the world of art,

and everything was invented and exagger-
ated for the purpose. This conclusion was
derived from the fact that most of the illus-
trations are surrounded by artistic frames
and that many of them have triptych and

Fig. 2. Part of the

illustration of the story
“Die Geschichte vom
Daumenlutscher” (in
English “The Story of
Little Suck-a-Thumb”).

Fig. 3. Illustration

of the story “Die gar
traurige Geschichte mit
dem Feuerzeug” (in
English: “The Dreadful
Story About Harriet
And The Matches”).

stained-glass compositions:

“Thus, the framing of the page may open our eyes to another type of
recurrent motif in Der Struwwelpeter, namely the metafictional or ‘metapi-
ctorial’ allusions to its own status as an artifact.”.

Furthermore, it is important to mention the exaggerations of the
stories themselves, as for example in “The Story of Augustus Who Would
Not Have Any Soup”, which portrays the refusal to eat, and where Augus-
tus goes from a plump child to skin and bone in only 4 days without eating
soup and dies as a result of this very short time without vegetables.

Or in the tale “The Story of Flying Robert”, which portrays the pun-
ishment the child received for not staying at home during a storm. In the
gale Robert was blown up into the sky, with no way back. The event itself
is illustrated through framed paintings.

Thus, we can conclude that at first sight Der Struwwelpeter seems to
be a book filled with aggressive pedagogy, where children are instilled to
be educated through fear and punishment. But according to Wesseling,
the book seeks exactly the opposite, that is, the main role of the book is to
show children’s mischief, something natural in their existence. Further-
more, the author says that the book is much more than a typical children’s
book, that it has a didactic purpose and that it teaches children the power
of imagination.

Wesseling also mentions that Hoffmann intends to teach certain life
lessons to young readers, as he tells us in the conclusion of his article:

“If one tried to paraphrase the ‘moral’ of these stories, one could
come up with lessons such as the following: ‘Growing up involves many
risks, but it is possible to escape unscathed’; ‘Don’t take the verbal Threats
of adult authorities too literally’; “Try to transform your fears through your
imagination: give them form, exaggerate them, blow them out of propor-
tion, laugh at them’; ‘It is possible to transcend the daily grind through the
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i power of art’. In other words, one could regard
Der Struwwelpeter as a form of aesthetic educa-
tion, which gives children an idea of sublimation,
i) \ &2 which is something entirely different from repres-
? sion. It is pedagogical, for, sure, but its pedagogy

is of the ‘white’ rather than the ‘black’ variety.”

The author places great importance on the
fact that Hoffmann encouraged art and on the
fact that his illustrations have a very rich and
pedagogical component, full of second meanings
and visual metaphors. Juan Musquera tells us
that “Art offers the possibility of transcending the
limits of everyday events, allowing the individual
an extension of their experience in real life and
opening new visions towards fantasy and creativ-
ity.” We can then also say that art opens doors to
children’s perception and imagination, increasing
their evolution and autonomy.

6. Conclusion

In conclusion we can say that Der Struwwelpeter is a book with a much
deeper meaning and intention than what it appears to be at first analysis
and that Heinrich Hoffmann had the intention of creating an educational
book, but with a very satirical and ironic tone and not a book about child
submission.

Hoffmann made an almost theatrical representation of his characters
and stories, as if there were several acts, where each child performed his
mischief and was punished in some way. Besides this, he has placed the
children on pedestals and the adults appear little or not at all (and when
they are present, their role is reduced), as if he wanted to give all the
prominence and value to his younger characters. The animals themselves
are given a higher prominence than the adults.

It is essential to mention that it is important to see beyond the first
idea, as Berger says in his book Ways of Seeing: “Looking is an act of
choice. What we see is brought within the scope of our reach”, because
often the true intention is covered up by appearance, by what we know or
what we believe we know about that certain thing and we tend to only see
what we want to see. Furthermore, we must also remember that we never
look at a thing just for the sake of seeing it, for we are always looking for
relations between things and ourselves.

Despite everything it should be noted that at a visual level there is
indeed a recourse to morbid, where children die and are mutilated, but
instead of having a negative context it is intended to broaden children’s
horizons and show that there are difficulties in life that can be overcome
and that good behaviour pays off in a big way.

This kind of approach is no longer common nowadays, but for the tar-

get audience of the time they were meaningful illustrations, which fitted
in with the thoughts of the time.
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Fig. 4 and 5. (top)
illustration of the story
“Die Geschichte vom
Suppen-Kaspar”. (bot-
tom) Illustration of the
story “Die Geschichte
vom fliegenden Rob-
ert” (in English: “The
Story Of Augustus Who
Would Not Have Any
Soup” and “The Story
Of Flying Robert”,

respectively).
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Fig. 6. Images of the

museum dedicated
solely to the work
“Der Struwwelpeter” in
Frankfurt am Main.
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Bruno Bettelheim, tells us in the book Psychoanalysis of Fairy Tales,
that fairy tales (because it is the type of literature in which this type of
subject arises most) are the best way of teaching children to understand
the world, to understand that there are good and bad things, and that with
courage we can solve all our problems:

“This is exactly the message that fairy tales convey to the child in
multiple ways: that a struggle against serious difficulties in life is inevita-
ble, it is an intrinsic part of human existence - but that if one does not shy
away but stands firmly against unexpected and often unjust oppressions,
one will master all obstacles and, in the end, emerge victorious.”

Bettelheim also believes that
modern stories hide the problems
of life from children, that is, they
are not honest about basic human
behaviour. In other words, it is not
easy to understand whether this
kind of literature, and its illustra-
tion, is adequate or not, but it ex-
ists and continues to be published
by publishers all over the world.

Today Heinrich Hoffmann’s Der Struwwelpeter is a cult book, especially
in Germany, where it is part of the cultural tradition and lives on the shelves
of bookstores, in children’s libraries and in the museum solely dedicated to
the author and this very distinctive work.

It was also, without a doubt, an excellent book to start the study
of the morbid and as future objectives, for the master’s project, it is in-
tended, after all the survey and respective theoretical research, to be able
to draw more comprehensive conclusions on the theme. Furthermore, the
practical project also involves creating a picturebook, using a traditional
story with the theme of the morbid and making the respective field study
with the chosen target audience. The Struwwelpeter will certainly be a
source of inspiration.
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Away from pre-defined models or the more common ways of designing an
object-book, a significant part of children’s literature has been enjoying
intense material freedom. Part of this offer has been focusing on alternati-
ves to classic tales, not only as a reflection of the unforgettable and fruitful
nature of their (re)reading and early contact with the literary memory of a
collective unconscious, but also showing new ways of reading and contact
with the book. This brief study aims to make known the main discoursive
singularities and reading potentialities, emphasizing graphic-pictorial
care, of a restricted corpus, designed from the Christmas tale by the Ger-
man writer Ernst Theodor Amadeus Hoffmann (1776-1822), The Nutcra-
cker and the Mouse King (NufSknacker und Mausekonig), published in 1816.

1. Introducao
Objeto organico e multiforme, o livro de potencial rece¢do infantil osten-
ta, hoje, um experimentalismo e uma ousadia material e arquitetonica que
surpreende e desafia os diversos ramos do saber académico que sobre ele
vém refletindo. Alheio a modelos pré-definidos ou a modos mais comuns
de concecao de um objeto-livro, uma parte significativa e crescente da
edigdo para a infincia vem auferindo de uma intensa liberdade material,
pensada, de antemao, para potenciar uma relagdo de maior intimidade e
iminentemente multissensorial com o destinatario extratextual. Trata-se
de artefactos deliberadamente abertos a uma explorag¢io fisica ou corpo-
rea (para além das dimensdes intelectual e estética naturais), manifesta
nas aplicagdes ou incursdes tridimensionais, tateis, olfativas, sonoras, isto
¢é, nos diversos acréscimos menos comuns, descortinaveis nestas obras
concebidas para uma leitura atenta a todos os sentidos [26, 38].

Na realidade, como nos recordam Susan Doyle, Jaleen Grove e Whit-
ney Sherman, em History of Illustration [11], os movimentos modernista e
pos-moderno suscitaram notorias transformacdes tematicas e de perspe-
tiva das proprias ilustragdes nos picturebooks de potencial rece¢do infantil
que, consequentemente, fomentaram formas alternativas de ler uma
pagina, bem como a aposta em formatos menos comuns do livro enquan-
to artefacto, sendo de sublinhar que “in the later twentieth century, post-
modernism was making its presence felt in children’s publishing as it was

1 Instituto Politécnico do Cavado e do Ave, Escola Superior de Design, Campus do IPCA - Barcelos,
Portugal; CIEC - Universidade do Minho, Campus de Gualtar - Braga, Portugal

2 Universidade do Minho, Instituto de Educagdo, Campus de Gualtar - Braga, Portugal
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in fine art. Nonlinear or ambiguous approaches to the form of the book,
and the construct of the viewer/book relationship were explored”[11].
Esta representa uma tendéncia crescente na contemporaneidade, suges-
tiva, a nosso ver e em parte, de uma ateng¢ao crescente as caracteristicas
e especificidades do sujeito infantil, em especial na primeira infincia,
pois “desde cedo, a estimulagio do bebé alia o toque, a cor 0 movimento
ao som, com verbalizagdes dos pais a organizar as rotinas dodiaadiae a
dar sentido as tentativas de vocalizagio das criangas” [40]. Esta apos-
ta no potencial narrativo da materialidade reflete, também, uma visdo
divergente da leitura, que, desta feita, se subentende como um exercicio
auténomo, participativo e divergente concretizado por meio do contacto
com o objeto-livro. O convivio com livros experimentais, de natureza plu-
ral, potencia uma notdria apreensao afetiva, intima, destas publicagdes,
num movimento similar, em certos momentos, a relagdo entre crianca e
brinquedo. Brincar com o livro, desde bebé, pode, na verdade, ser uma
das portas de entrada da palavra literaria, mas também do sonho, do pen-
samento e da imagina¢ao, na vida dos mais pequenos [26].

Nos primeiros anos de vida, a crianga esta intensamente motivada
para explorar os objetos, sendo esta uma das formas mais importantes
de aprendizagem, uma aprendizagem sensorial, verdadeiramente pela
descoberta. Gosta de imitar agdes, de fingir, de manipular, de transformar
e de misturar materiais, exercitando, deste modo, a sua capacidade de
representar e de interpretar o mundo [13, 37]. A inteligéncia pratica de que
dispde centra-se, sobretudo, no seu proprio ponto de vista. Desta forma,
“a concepgdo de espago e tempo da crianga € egocéntrica, isto €, ndo é
objetiva, pelo que a sua compreensio da causalidade e da medida nio
pode assemelhar-se a do adulto” [19]. As experiéncias de contacto com o
livro e com a leitura podem, portanto, iniciar-se partindo dessa dimensao
concreta (focada no eu infantil, com propostas centradas na descoberta
das rotinas do dia a dia como o vestir, o banho, o comer...) para a abstrata,
de uma abordagem simples para uma mais complexa e de uma ficcio-
nalizagdo centrada no aqui e no agora, ou seja, em comportamentos do
real quotidiano ou das rotinas escolar e familiar, por exemplo, evoluindo
no sentido de um tempo e de um espago mediatos [19]. Ndo podemos,
portanto, deixar de sublinhar o poder exploratorio e hermenéutico que
o olhar do bebé sobre a realidade que lhe é proxima possui, também, no
dominio do contacto com o livro e com as primeiras leituras, tal como
perspetiva Maria Emilia Lopez [22]. Essa intensa apropriagio sensorial
e visual, carateristica da primeira infancia, reclama do mediador e dos
autores de livros para bebés e criangas pequenas, nos dias de hoje e de um
modo crescente, uma valorizagdo da a¢do ludica e do gesto sobre o livro,
capazes de potenciar um olhar contemplativo, o avanco de associagdes
imaginativas e o facultar de novas associagdes ou combinagdes. Nesta
imersdo inaugural e, muitas vezes, descomprometida, ndo ¢ inocua a
selecdo da componente formal destas primeiras obras, no que respeita
as potencialidades atinentes a sedugéo do leitor, sendo cada vez mais
reconhecida a sua pertinéncia no que a iniciagio a leitura diz respeito [17,
25, 30]. Assim, importa lembrar que “por mais poderosa que a ilustragdo
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seja como forma de comunicagdo, sem o design grafico, ela teria que lutar
para continuar existindo. O design grafico comunica, convence, informa e
educa” [42].

A superficie plastica destas publicagdes comunica por via da natureza
tatil e fisica, pelo que a linguagem do design ndo pode ser negligenciada
em favor da supremacia do texto, dado que também o design pode ser um
instrumento propicio a formagao de um leitor critico e a frui¢do estética,
podendo despertar o interesse e a atengdo das criangas. Como tal, além
de uma imersio no universo dos livros incentivada pela voz? do mediador
adulto, estratégia que se reveste de elevada importéncia na promogao do
gosto pelo livro e pela leitura, a dimensao material destes livros-objeto
pode/deve motivar, seduzir, desafiar e dirigir a atengao dos potenciais
leitores, bem como aumentar a curiosidade para com a obra a ser lida
através de um envolvimento singular (que se enseja emocionalmente
significativo) e, gradativamente, autonomo. Este exercicio instintivo e
especial, quase magico, em alguns casos, reflete uma clara atengdo, da
parte do mercado editorial, relativamente as necessidades de movimento,
de apreensdo sensorial, de contacto tatil, de vinculagdo méie-bebé, num
primeiro momento, mas também de aproximagdo aos interesses dos
pequenos leitores, como avang¢ado anteriormente, e a uma gramatica da
infancia, composta, designadamente, pela interatividade, pela ludicidade,
pela fantasia ou pela mentalidade magica da crianca e pelo seu gosto pela
repeticao [36, 37]. Como contraponto de uma visao coerciva ou impositiva
da aprendizagem da leitura e de contacto com o universo literario, que,
por vezes, se observa e que, naturalmente, afasta o destinatario extratex-
tual da dimensio prazerosa e satisfatoria da leitura, os artefactos a que
nos referimos propdem um caminho visual e sensorialmente sedutor,
marcado pelo encanto, pela criatividade e pela atracdo das suas formas,
valorizando-se o contacto preferencialmente livre e direto da crianga, a
luz do paradigma da crianga como ator social de pleno direito e de uma
visao educativa centrada no sujeito infantil e na sua livre expressao.

O design diferenciado e sedutor destas manifestagGes estéticas pode
ser entendido como uma energia proficua no ambito do cunho experi-
mental e criativo do livro enquanto objeto artistico e como importante
meio de aproximagao a leitura. Deve, portanto, ser encarado como um
modo gratuito ou menos impositivo, ja que, s6 com afeto, prazer, liber-
dade e respeito pela curiosidade e pela cultura ludica (pela capacidade
da crianca de brincar e de transformar a realidade), propria do sujeito
infantil, se pode celebrar o livro e a transmissao cultural de uma memo-
ria imaterial, desde o ber¢o [17, 30, 26]. Deste modo, ilustragdo e design
cumprem, ao nivel da educagio estética e no dominio da aproximagdo
precoce aos classicos nos dias de hoje, acrescente-se, como procuraremos
demonstrar, um papel igualmente substancial e, em certos casos, até
mesmo antecipatdrio, como nos recorda Teresa Duran: “la ilustracion

3 Recordem-se as primeiras melodias e as entoagdes, por exemplo, entre uma mie e um filho, ou entre
um adulto de referéncia afetiva para a crian¢a, a musicalidade e o ritmo dessa voz entoada ( (...) accen-
tuation de la part intonative et registre plus élevé”) [31] que funciona como uma comunicagdo exordial da
linguagem e do patriménio cultural.



242

CONFIA - 10th International Conference on lllustration & Animation
Caldas da Rainha - Portugal - July 2023 - ISBN: 978-389-54339-9-9

no es solo un dibujo que endulza el esfuerzo de leer, sino que es, en si
misma, lectura, comunicacion. De todas las funciones que desde los afios
setenta los expertos em semiotica (Todorov, Eco, Barthes...) se esfuerzan
em divulgar acerca del lector modelo, la que considero que los ilustrado-
res han resuelto mejor es la funcion anticipativa. De la misma forma en
que un buen narrador oral demora el relato em los puntos mas algidos,
logrando que el corazon de los oyentes palpite de angustia por aquello que
va a ocurrir si un prodigio no acude a tiempo para evitarlo, el ilustrador se
concentra em recrear esos momentos de tension” [12].

Parte desta oferta, manifestamente singular e atrativa, comummente
designada como livro-objeto, tem deixado transparecer uma valorizagao
dos contos classicos, ndo sé como reflexo da natureza inolvidavel e fecun-
da da sua (re)leitura, “(...) como primeiro encontro com o mundo” [7] e
com a memoria literaria coletiva, mas também como mostra de novos e
alternativos modos de rececio (literaria) e de contacto com o livro, como
diziamos. Estas publicag¢des alicercadas nos classicos sio um relevante,
aprazivel e alternativo veiculo de aquisi¢do de competéncias atinentes ao
comportamento leitor, além de que se revelam, em certos casos, impor-
tantes artefactos de estimulo a imaginagao#, ao dialogo geracional, advin-
do de uma apreensio compartilhada (entre mediador adulto, frequente-
mente, iniciado pelos pais e crianca) e a reflexao.

Entre as narrativas classicas recentemente revisitadas e que, em nos-
so entender, tém permanecido acordadas na memoria literaria coletiva,
por outras palavras, tém “sobrevivido”, ao longo do tempo, e continuando
a ser reconhecidas como textos que importa ler, reler e dar a ler, encon-
tramos o conto de natal do escritor alemio Ernst Theodor Amadeus
Hoffmann (1776-1822), O Quebra-nozes (NufSknacker und Mausekinig),
vindo a lume em 1816, € “(...) cuja fantasia mais poética, e as vezes até
delirante, introduz-nos no mundo fabuloso de fic¢oes que nunca tinham
sido imaginadas no mundo do Iluminismo” [6].

Das varias retextualizagdes contemporaneas desta narrativa, salien-
tamos, desde ja, uma que se distingue das restantes selecionadas para
integrarem o nosso corpus, um exemplar no qual os elementos sonoros
visam o fomento de uma experiéncia esteticamente memoravel e apela-
tiva de contacto com o livro e com o universo cultural relativo ao bailado
com musica do compositor russo Piotr Ilyich Tchaikovski (1840-1893) e
coreografia de Marius Petipa (1818-1910) e Lev Ivanov (1834-1901). Este
género de livros, livros sonoros ou com sons, situam-se numa categoria
de livros-objeto nos quais se observa a adi¢do de pequenos dispositivos
eletronicos, dispostos numa das margens do livro ou, em certos casos, in-
seridos na propria pagina, em locais devidamente assinalados, que podem
ser acionados por via do toque e que dotam estas publicagdes de elemen-
tos sonoros (melodias, sons de animais, outros sons onomatopaicos, etc.).

4 O discurso pictdrico, enunciado vital na maioria dos livros-objeto, ocupa a este nivel um lugar especial
jd que “sdo as ilustragdes que capturam a ima ina¢do, que permanecem com o espectador e que
conectam ao presente os momentos de nossa historia pessoal. Desde o instante em que as criangas sdo
apresentadas aos livros ilustrados, passando por sua admiragdo das capas de discos e CDs na adolescén-
c1a aos vinte e]poucos, as ilustragdes tém o papel de definir momentos e periodos importantes ao longo

5

do tempo” [42
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O contacto com estas obras, proximas, ndo raras vezes, do dominio do
entretenimento, sugerindo iniciativas esponténeas de revisitagdo, encerra
igualmente relevantes potencialidades educativas, por exemplo, no que
toca a familiarizagdo da crianga com a estrutura narrativa e a coeréncia
discursiva; o auxilio na conquista dos mecanismos de nomeagao do mun-
do; o favorecimento do contacto com a lingua escrita, a sua sintaxe e vo-
cabulario e a promogao da aprendizagem da relagdo causa-efeito. Note-se
que o leitor pode repetir esse gesto de provocar o som o numero de vezes
que desejar, apreendendo, assim, ludicamente os sons do meio circun-
dante (dos animais, dos elementos naturais, dos veiculos, entre outros),
frequente em vérios livros pertencentes a esta subcategoria, potenciando
uma mais facil memoriza¢ao, mas também parte do reportdrio musical
classico, no caso das obras que serdo alvo da nossa revisitagdo. Deste
modo, o efeito encantatdrio e de surpresa que estas pequenas melodias
revelam, enquanto estratégia editorial potenciadora do imaginario e da
criagdo de universos oniricos, coaduna-se sincronicamente com a teatrali-
dade e o encantamento que distinguem o conto classico em estudo.

Alias, como mencionado num outro lugar [24], a musica e a literatura
para a infincia partilham claras afinidades, nos primeiros anos de vida da
crianga, dado que a aprendizagem da escrita e da leitura se desenvolve
de um modo analogo ao da aprendizagem musical. Em ambos os casos,
¢é imprescindivel uma exposi¢éo precoce a linguagem oral e a uma expe-
riéncia auditiva/musical do meio circundante. As cangdes de embalar, por
exemplo, contribuem, através do contacto continuado com determinadas
estruturas sonoras, para a aquisi¢do da linguagem oral e, posteriormen-
te, para a aquisi¢do da linguagem escrita. Estas formas poético-liricas
expdem os mais novos a um ambiente linguistico que o vai familiarizando
com a lingua materna [9] e com a linguagem literaria. Nestas formas mu-
sicais, imperam a tranquilidade, enfatizada pelo repouso das frases finais,
a simplicidade da linha melddica, a repeticdo e a acentuagio de deter-
minadas silabas [9]. A crianga é, portanto, desde cedo, sensivel aos sons.
Com efeito, “gragas a audigdo, a crianga localiza a origem dos sons, avalia
as distancias, familiariza-se com o som ambiente, o que lhe proporciona
um sentimento de seguranga. Percebe igualmente a tonalidade afetiva de
uma mensagem, e desenvolve interesse pelas palavras e vozes que ouve”
[13], mostrando um especial interesse por padrdes sonoros e sendo atraida
por jogos verbais predominantemente fonologicos. No periodo pré-ope-
ratorio, no qual se ressalta o caracter ludico do pensamento simbolico,
as criancas divertem-se, por conseguinte, a imitar sons e a experimentar
dizer palavras diferentes. Mas importa sublinhar que, logo nos primei-
ros meses, “no momento em que a méie, o ser em quem a crianga confia
totalmente, lhe devolve, como que por um espelho, as suas vocaliza-
¢Oes, a troca produz-se no respeito da sua criatividade e no contexto de
um jogo sonoro e musical, muito antes da aquisi¢do da linguagem” [9].
Trata-se de uma comunicagao pré-verbal, de acordo com Verdeau-Pailles,
sustentada por trocas afetuosas entre bebé e mie, isto ¢, de “verdadeiros
dialogos sonoros e musicais pré-verbais” [9], que, numa primeira fase,
passam pela imita¢do de vocalizagGes bilaterais e por retornos prazerosos
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intercalados. A sonoridade ¢ imperativa, nestes primeiros jogos musicais,
comparativamente com a relatividade da decifragdo do conteudo da parte
do bebé destas interagdes inaugurais realizadas, frequentemente, pela
figura maternas. Como tal, “nos 6 primeiros meses, no momento em que a
crianga de peito vocaliza, quando a mie também vocaliza em recompen-
sa ou com ele, modulando a sua voz, tornando mais lento ou acelerando

o tempo, o bebé ndo compreende as palavras que ela pronuncia sobre
amusica. Mas € sensivel a mensagem sonora, a0 mesmo tempo que a
melodia, as inflexdes e timbre da sua voz, a esta mensagem portadora de
afeto num contexto ludico” [9]. Nos meses seguintes, aproximadamente
até aos nove meses, estes didlogos passam a assentar “(...) em situagdes
de pergunta-resposta e vao permitir o desenvolvimento das inovagoes
criativas da crianga” [9].

O ambiente familiar e/ou situagdes mais informais revestem-se, por
conseguinte, de uma grande relevancia precisamente pela componente
interativa e afetuosa que distingue estes contextos sociais, sobretudo, nos
primeiros meses de vida, mesmo quando o bebé ainda ndo sabe falar. Ao
adulto cumpre o papel vital de proporcionar um ambiente favorecedor do
amor ao livro (de acesso facil e de contacto direto) e propicio ao brincar com
alinguagem verbal e grafico-imagética, em qualquer ocasido. Na verdade,
as criangas gostam de ouvir, de repetir e de experimentar palavras novas,
cantilenas ou rimas, mesmo que as ndo compreendam [17, 41]. A presenca
assidua de livros, de forma(to)s diversa(o)s, como estimulo a curiosidade e
avontade de a eles aceder, leva-nos a concordar com aqueles que susten-
tam a tese de que ndo € obrigatdrio que o bebé entenda tudo o que se lhe
1é e 0 que vé num livro [16, 40]. Na relagdo celebrada entre o mediador de
leitura (o adulto) e o bebé, o livro representa um recurso manifestamente
fulcral, uma vez que os lagos emotivos que se estabelecem durante essa
atividade sdo basilares para formar a visdo que o bebé tera sobre a leitura e
os livros, além de que pode ser um delicioso reduto de encontro entre pais
e filhos, por exemplo. O sincero envolvimento cultural, estético (verbo-pic-
tdricas, sublinhe-se) e ético por parte do mediador, por exemplo, por meio
do (re)conto de narrativas diversas (contos, fabulas, lendas, entre outras) a
crianga, funciona como um modelo positivo e cativante que os leitores mais
pequenos poderdo interpretar como estimulo a oralidade e como indutor de
descobertas mediadas também pelo objeto-livro.

2. Algumas notas para o estudo d’'0 Quebra-Nozes

Continua e ininterruptamente traduzidos, revisitados, reescritos e/ou
adaptados, os contos maravilhosos distinguem-se pelo potencial meta-
forico, por um simbolismo e por uma complexidade discursiva e estética

5.“Essa carga que a linguagem tem ¢ aquilo que o bebé sente como significado, mesmo que ele nao de-
cifre as palavras, e essa primeira relagdo emotiva e musical ¢ constitutiva dos vinculos de afeto. O afeto
num begé é reforcado quando ha essas mediagdes de linguagem que sdo fundamentais, tdo importantes
quanto o tato [35].

6 Efetivamente, também a visdo cuidada do ilustrador adiciona profundidade e significados ao livro uma
vez que “ilustragdes ruins sio apenas um “enchimento” para as paginas. Podem ser bonitas, mas néo con-
seguem transmitir qualquer conhecimento sobre o assunto que ilustram. Boas ilustragdes, por outro lado,
incentivam o espectador a pensar, a tirar mais do texto do que a mensagem que salta a vista e a alcangar um
entendimento maior e mais profundo do assunto. Grandes ilustrag¢des sao como grandes histérias e narrati-
vas - exigem que o espectador se envolva ativamente para que possa compreendé-las plenamente”[42].
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particulares e indispensaveis, no longo e desafiante processo de educagio
literdria, dado que “(...) lo maravilloso de los cuentos les sirve para cons-
truir, pedazo a pedazo, la diferencia entre lo posible y lo imposible, entre
lo auténtico y lo inventado” [33]. A inexisténcia destas obras com forte
potencial criativo e/ou estético e, por extensdo, educativo, no quotidiano
da crianga, podera resultar, de acordo com Gianni Rodari, em Escuela de
fantasia - Reflexiones sobre educacion para profesores, padres y nifios [33],
num inegavel prejuizo e empobrecimento. Este é notorio quer no que
concerne ao fomento da imaginagdo, quer ao nivel do contacto ficcional
com os medos, as angustias e/ou os obstaculos da vida real, assim ao nivel
daludicidade, pois “los cuentos tienen un pie plantado firmemente en el
mundo del juego” [33]. Entendemos, pois, estes enredos magicos como
uma importante e vital matriz editorial, materializada num significativo
numero de livros-objeto que tém vindo a lume, nos dias de hoje.

Ora, sdo precisamente a valorizagdo da imaginacdo e da percegao da
crianga, bem como a intricada distingdo entre realidade e fantasia,
algumas das principais singularidades do conto O Quebra-Nozes. Original-
mente inscrito naquela que ¢ considerada a primeira colegdo de contos de
fadas infantis romanticos, na Alemanha, intitulada Kinder-Mdrchen,
em 1816, onde constam contos de outros autores, este texto de Ernst
Theodor Wilhelm (1776-1822), mais conhecido por Ernest Theodor
Amadeus Hoffmann, em homenagem ao compositor Wolfgang Amadeus
Mozart (1756-1791), provocou, aquando da sua reedi¢do na cole¢do Die
Serapions Briider (Contos dos Irmdos Serapido), publicada entre 1819 e 1821,
um debate em torno da escrita para a infancia [8]. Importa talvez lembrar
que sera apenas a partir do século XX, sobretudo aquando das primeiras
edigbes ilustradas, que esta narrativa passara a gozar do devido reco-
nhecimento literario [32]. Ainda que o autor alemio tenha conjeturado a
priori ter por destinatario extratextual” a crianga, na realidade, a natureza
ambigua, utdpica, fantasiosa e absurda desta obra, marcada por “um jogo
de relagdes entre geragdes diferentes” [32], bem como a subvaloriza¢do

e o desmerecimento da escrita para a infAncia da ocasifo, na Alemanbha,
explicam grande parte desta desconsideragdo. Na verdade, o particular
interesse pela monstruosidade nos mais variados e inusitados moldes e
modos de combinagdo, “il y a la monstruosité physique et la monstruosité
morale. Certains personnages combinent les deux aspects” [2], corres-
ponde a uma das principais singularidades discursivas dos contos de
Hoffmann. Particularmente atento & dualidade da natureza humana, em
especial, ao lado oculto ou obscuro, este artista aleméo confronta o leitor
com uma realidade plural, perturbadora e desconcertante, como nos
lembra Aline Le Berre: “Hoffmann varie 4 I'infini sa galerie de portraits
... Il veut le confronter a ses propres abimes intérieurs, a 'étrangeté, a des
vérités inquiétantes qu'il s’efforce d’occulter, et qui existent en lui comme
hors de lui: menace de la folie, existence de forces incontrdlables, capa-
bles d’entrainer ’humanité sur des chemins dangereux” [2].

7 Sobre a op¢do por esta expressdo, retome-se Aguiar e Silva, V. (1981). Nétula Sobre o Conceito de
Literatura Infantil In Domingos Guimardes de Sa. A Literatura Infantil em Portugal. Braga: Editorial
Franciscana, 11-1§
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A estranheza, a ambiguidade e a inquieta¢do desta narrativa, “(...) um tex-
to que condena a natureza sufocante vivida na infincia da Alemanha do
século XIX, e [que] podemos considerar que relata a luta de uma crianga
pela sua liberdade” [32], legitimam a perenidade e a constante transmu-
tacdo desta diegese, que, sublinhe-se, vem sendo alvo de significativas
revisitacdes cinematograficas, entre outras, de natureza igualmente
artistica, mas também comercial. Refiram-se, a titulo exemplificativo, os
filmes Fantasia (Disney, 1940), Barbie e o Quebra-Nozes (Mattel, 2001);
Quebra-Nozes e os Quatro Reinos (Disney, 2018). Goza, hoje, portanto, de
uma intemporalidade sustentada por uma disseminagdo em multiplos
media, pelo que parte da versdo matriz se foi esmorecendo, a0 mesmo
tempo que foram sendo adicionados ou reconstruidos novos significa-
dos. Contudo, para Maria Ribeiro, “(...) hé dois aspectos que sobrevivem
desde a sua origem, e que sdo comuns em todas as suas transformagoes:
a questdo da festividade e da tradi¢do do Natal incutida pelo seu autor
original, e depois a questdo da dicotomia entre o sonho e realidade, e o
mundo da fantasia, que lhe conferem o maravilhamento tio caracteristico
desta historia” [32].

Trata-se, por conseguinte, de um classico, pois, como lembra Italo Cal-
vino, “os cldssicos sdo livros que exercem uma influéncia especial, tanto
quando se impdem como inesqueciveis, como quando se ocultam nas
pregas da memoria mimetizando-se de inconsciente coletivo ou indivi-
dual” [7]. A natureza enigmatica e ambigua deste conto motivou outras
e, na atualidade, igualmente populares, versoes, como a obra francesa de
Alexandre Dumas, intitulada L’histoire d’'un Casse-Noisette.

Em 18 de dezembro de 1892, no Teatro Mariinski, em Sdo Petersburgo,
estreia o universalmente conhecido e inscrito na tradigio natalicia,

mas, inicialmente, de rece¢do conturbada ou adversa (a semelhanga do
sucedido com a versdo alem, alias), o bailado russo, dirigido por Ivan
Alexander Vsevolozhsky. Este tera sido arquitetado a partir desta versdo
francesa e contou com a coreografia de Marius Petipa (1818-1910), com a
composi¢ao musical de Piotr Ilyich Tchaikovsky (1840-1893), bem como,
posteriormente, com o contributo do coreografo Lev Ivanov (1834-1901).
As tribulagdes de uma infincia vivida sobretudo aos cuidados de um tio
materno Otto-Wilhelm Doerffer e de uma avo de saude fragil, motivada
pelo divorcio dos pais e por uma mie retratada como histérica, cré-se te-
rem inspirado o criador alem3o, “un artiste & multiples facettes, oscillant
entre grotesque et tragique” [2] a escrever O Quebra-Nozes ¢ o Rei Rato,
num periodo da sua vida marcado pela influéncia do grupo literario Sera-
pion Brotherhood, formado pelo proprio, em Berlim, em 1814. Aquando da
sua formagdo académica em Direito e no decurso de uma mudanga neces-
saria para a conclusdo desses estudos para a referida cidade, Hoffmann,
que havia recebido do tio (figura que inspirara a personagem ambigua,
algo sinistra e nebulosa e, simultaneamente, encantadora e divertida, do
padrinho Drosselmeir do conto d’O Quebra-Nozes) uma influente instru-
¢80 musical, acaba por abragar uma carreira neste dominio artistico. Além
das suas obras musicais e do seu contributo como fundador da orquestra
de Varsovia, Hoffmann avan¢ou com um novo paradigma que ficou regis-
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tado no seu Serapion Principle, que, de acordo com Maria Ribeiro, numa
tese de mestrado intitulada A Actualidade d’O Quebra-Nozes e o Rei Rato,
de E. T. A. Hoffmann: Andlise em torno da perenidade da obra através da sua
contemporaneidade [32], “(...) se traduz num plano para viver de forma
plena o mundo das artes, baseando-se no principio de uma visdo ideal que
tem como objectivo ligar o aspecto interno - uma fantasia, humor - com
um aspecto externo - narrativa” [32]. Essa sua visdo inovadora refletia-

-se num genuino interesse e respeito pela visdo animista e fantasiosa do
sujeito infantil, que se repercutiu numa escrita sustentada pelo mistério

e por uma certa excentricidade que, na verdade, distinguia a propria per-
sonalidade do escritor alemao, na ocasido, destacado pelos seus excessos
alcodlicos, pelo que “embora alguns criticos literarios admitissem que as
ideias e o estilo de Hoffmann fossem brilhantes, alegavam que o seu com-
portamento e habitos estranhos ndo o deixavam ser o representante do
romantismo literario alemao” [32]. Deste modo, esta dimens&o utdpica e
esta exploragdo da surpresa e do universo fantasioso, num relato recheado
de elementos sobrenaturais, de magia e de horror, transportam o leitor
para uma realidade interna e onirica que pode ser lida como “(...) uma luta
de uma crianga que, ao estar a crescer, quer sentir-se ouvida, uma crianga
que vé a sua mente coibida e desvalorizada por parte dos que lhe sdo mais
proximos. Aqui encontramos a critica de Hoffmann a educag¢io infantil

da época” [32]. Trata-se, com efeito, tal como afirma Ana Garralén, em
Historia portatil de la literatura infantil y juvenil (2017), de uma interpreta-
¢do percursora de estudos cientificos posteriores, no dominio da psicolo-
gia e do desenvolvimento infantil, designadamente “(...) la dificultad de
los nifos para diferenciar entre lo fisico y lo psiquico, entre la realidad y

la fantasia. Aunque en su momento este cuento no tuvo gran difusion, es
considerado en la actualidad por los historiadores de literatura infantil
alemanes como un clésico, prototipo de las historias fantasticas para nifios
[15], avangados por autores como o sui¢o Jean Piaget (1896-1980)%.

3. Contributos para uma leitura do corpus textual
Avangamos, agora, para uma proposta de leitura, que se centrara essen-
cialmente na dimensao grafico-pictorica de um corpus muito restrito (que
pretendemos exemplificativo), designadamente El Cascanueces (2017, 3.2
ed.) [14], de Katy Flint e Jessica Courtney-Tickle (ilustradora) e The Nut-
cracker - A Papercut Pop-up Book (2017) [28], de Shobhna Patel. Trata-se
de dois exemplars com uma forte componente artistica, além de uma
elegante intencionalidade ludica.

Dado a estampa em 2017, El Cascanueces [14], com texto de Katy
Flint e ilustra¢des de Jessica Courtney-Tickle, conta ja com uma
terceira edigdo, no ano de 2021, e inscreve-se numa cole¢ao da Editorial
Bruflo, que contém os seguintes titulos, traduzidos para lingua espanhola,
Las Cuatro Estaciones en un Dia (2016), El Lago de los Cisnes (2019) e La Be-
lla Durmiente (2020), El Carnaval de los Animales (2021) e La Flauta Mdgica

8 Recorde-se que Piaget ¢ o autor da conhecida Teoria Cognitiva, na qual propde a existéncia de quatro
estagios de desenvolvimento cognitivo no ser humano: inteligéncia sensorio-motora; pré-operatorio;
operatorio concreto; e operatorio formal ou abstrato.
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(2022). Trata-se de uma publicagio que visa a promog¢do de uma expe-
riéncia eminentemente musical, construida a partir da obra de Tchaiko-
vsky. Esta componente musical ¢ deixada transparecer, desde logo, pela
inclusdo de notas peritextuais relativas a terminologia desta area artistica,
bem como pela constante presenca de pequenos circulos coloridos, onde
se inscrevem uma nota musical e a indicag¢do “Pulsa aqui”, que assinala,

a cada dupla pagina, um botdo. Este mecanismo, uma vez pressionado,
anima toda a narrativa. Esta obra €, portanto, arquitetada em torno de um
total de dez melodias, respeitantes aos diversos atos do conhecido bailado
russo, designadamente “Obertura,”, “Marcha”, “Danza del abuelo”, “El
suefio de Clara”, “Vals de los copos de nieve”, “Danza Rusa”, Danza de los
mirlitones”, “Vals de las flores”, “Danza del Hada de Azuicar” e “Final”.
Ja na ultima pagina desta publicag@o, sdo compilados todos os trechos
musicais, juntamente com uma breve caracterizagio que tenta chamar a
atencdo dos leitores para determinadas propriedades sonoras, a0 mesmo
tempo que se interpela diretamente o receptor, convidando a descobrir

a que momento concreto desta diegese corresponde cada uma das me-
lodias. Trata-se, na verdade, de uma forma de, tal como avangado numa
pequena nota de cariz biografico relativa ao compositor russo, convocar
uma experiéncia de leitura singular, na medida em que “la musica de
Chaikovski nos ayuda a entender qué estan pensando y sintiendo los bai-
larines sobre el escenario... ésin usar palabras!, y también dibuja escenas
en nuestra mente incluso antes de ver ese escenario” [14]. Profusamente
ilustrada, esta obra de disposi¢ao horizontal (opgao grafica que se presta
mais facilmente a criagdo de cenarios visualmente aprimorados) da conta
de uma versio simplificada e edulcorada do hipotexto alemao, perce-
tivel na sele¢do cromatica predominante, composta por cores quentes.
Efetivamente, a escrita de indole bizarra e ambigua é aqui preterida em
favor de um relato condensado e menos aberto. Esta reescrita concen-
tra-se, essencialmente, na viagem pelo universo fantasiado, num gesto

de agradecimento da parte do principe e na dimensdo performativa das
a¢des dos “adogados” bailarinos e da propria Clara, protagonista desta
versao. Note-se, igualmente, o cuidado em sublinhar o papel decisivo
desta personagem feminina na resolucdo da batalha e, deste modo, no
quebrar do feitico a que o principe, na condi¢do de Quebra-nozes, estava
syjeito. Contudo, no epilogo, apods o despertar de Clara, o principe volta a
sua condi¢do de brinquedo.

O segundo volume selecionado ¢ uma versdo em lingua inglesa The
Nutcracker - A Papercut Pop-up Book (2017) [28], de Shobhna Patel,
publicada pela Thames & Hudson. Também de disposi¢ao horizontal,
apresenta uma revisitagao cuidadosamente ilustrada através da técnica
do recorte, inspirada diretamente na pega de Tchaikovsky. Assim, em
vez de uma imersao nesta conhecida diegese mediada pela componente
sonora, como se observa no exemplar anterior, agora, estamos perante
uma transposi¢do para um discurso pictorico composto por quatro cena-
rios meticulosamente construidos por via de delicadas incisdes em papéis
coloridos (dentro de uma paleta contida que se cinge as cores azul, ao ver-
melho e dourado). Esses quatro momentos nucleares do conto em estudo,
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recriados por Shobhna Patel em cada capitulo, contam com a agao fisica
do leitor, dado que ¢ apenas por via do gesto de abertura entre recortes
que um pequeno cenario ou personagem, dobrados em V, adquirem tridi-
mensionalidade. O livro, a primeira vista, proximo do tradicional formato
de cddex, surpreende o destinatario extratextual que se vé perante um
relato ilustrado pop-up, estratégia grafica que acentua o dramatismo e
encanto proprio de uma leitura mediada. A fragilidade destes cortantes,
ouse ja, dos elementos recortados ou perfurados, requerem uma media-
¢do proxima. No entanto, a beleza destas ilustragGes, passiveis de serem
projetadas sobre uma parede, por exemplo, com recurso a uma lanterna,
encantam e assombram leitores de diferentes latitudes. Com efeito, o
poder encantatorio e provocativo da ilustra¢do presente nos livros para
criangas cumpre um papel fundamental de estimulo a imaginagdo, ja que
“children’s picture books, whether fiction or non-fiction, feed us attitudes
and information and help to develop our visual senses and intellect. The
creative possibilities of illustration are limitless. Away from a contextual
need for literal truth, illustration becomes unfettered by reality, and one’s
imagination ir free to create images and conjure up atmospheres” [23].

Consideracoes finais

A adigdo de “qualquer coisa mais” ao livro, a transfigurago laborato-
rial deste artefacto, jogando com e contra a tradi¢do, ou seja, inovando
e contribuindo simultaneamente para a sua pervivénciag, desafiando

os limites da defini¢do deste objeto cultural, em parte também como
resposta ao desejo e a curiosidade por outros produtos do dominio do
entretenimento, esta adi¢do, diziamos, deve ser vista, em alguns casos,
como uma for¢a motriz [21]. Diluidas, em certos casos, as fronteiras
entre ficgdo e realidade, o leitor acaba imerso em experiéncias de leitura
plurais (estimuladas a priori por um conjunto singular de estratégias
graficas) com as quais se potenciam perceg¢des sensoriais tateis, sonoras,
motoras (apertar, rodar, puxar) e, até mesmo, gustativas (morder), se
pensarmos especialmente na leitura feita pelos bebés [31]. Este despren-
dido, voluntario, agradavel e intimo contacto com o livro, material e
anatomicamente multiforme, na primeira infancia, deve integrar o dia-
-a-dia da crianca, desde cedo, dentro de um processo lato de interagao
com o adulto, ou seja, de uma leitura partilhada, afetuosa e genuina-
mente interessada da parte deste ultimo agente, ja que a expressdo da
sua voz, a par das componentes visual e grafica, constituem formas de
envolver a crianga ndo leitora no confronto com a linguagem escrita [17,
31, 40]. A aproximacao ao livro deve gozar, desde o primeiro momento
(e, mesmo, apds a entrada na escola), de liberdade e flexibilidade de
escolha, de tempo e de proximidade com o adulto com o qual o bebé
comeca a aprender a ler o mundo. Importa, pois, que lhes seja facilitada
e estimulada a exploragdo ativa, a tomada de decisGes, a procura de

9 Note-se que, em latim, o verbo “pervivere”, um verbo intransitivo, significa continuar a viver. O preﬁxo
“per” introduz, neste caso, a ideia de por meio de ou através de. Assim, viver por meio de ou através

de, ou seja, ¢ uma vivéncia que continua ou permanece independentemente do tempo, da passagem do
tempo.
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respostas e a realizagdo de inferéncias com base em pistas contextuais
para a apreensdo dos significados de palavras e imagens ndo conheci-
das da linguagem escrita e imagética e das sinergias entre ambas. Essa
aproximacao sensorial ou fisica, numa fase em que a crianga dispoe de
um pensamento intuitivo ou pré-1dgico, aos poucos, vai dando lugar

a imitagdo dos gestos do adulto, isto €, a outros modos de utiliza¢do/
apreensdo deste artefacto, quando realizadas por um mediador deveras
enamorado pelos livros que funcione como ponte ou elo de liga¢do entre
a crianca e o livro ou a sua a¢do leitora [40].

A mediac¢io do adulto, numa fase precoce, deve passar, portanto, pela
preocupagao com a criacao de rotinas que estimulem o interesse gratifican-
te pelo livro, tendo como desejo maior permitir a crianga o acesso ao prazer
suscitado por este objeto e fazendo deste um companheiro de todas as ho-
ras, dando-o a conhecer num clima de cumplicidade e brincadeira, ndo no
sentido utilitario ou de mera distragdo, ou de “utensilio de adormecimen-
to”, a que, por vezes, é reduzido, mas enquanto objeto de enriquecimento
daimaginagdo, de resisténcia, como alimento do espirito, como artificio
de transformagio dos nossos principios de perceg¢io, do gosto pelo saber e
pelo dialogo com o outro/distinto através das expressdes verbal e imagética.
Assim, estamos de acordo com Teresa Duran, estudiosa para quem “deter-
minadas adaptaciones, sean orales, textuales o graficas, son tan ricas, que
motivan una considerable pregnancia entre los oyentes y lectores, convir-
tiéndose, a la larga, en referentes culturales. Y en tanto tales, son tomadas
como si tuviesen un sello de autenticidad (...)” [12].

Em suma, os bebés precisam de brincar com o livro. Necessitam de
livros para morder e de livros que os “mordam”, ou seja, que lhes sejam
proximos e estimulantes, porque comungamos da visdo de Joaquin Rodri-
guez, em La furia de la lectura - Por qué seguir leyendo en el siglo XXI, de que
¢ fundamental “leer la palabra y leer el mundo como ejercicios simulté-
neos e inherentes” [34].

Os livros que aqui brevemente revisitamos potenciam um primei-
ro contacto emotivo e sensorial (ou, até mesmo, em certos casos, um
reencontro) com o conto O Quebra-Nozes e o Rei Rato, obra que ocupa, sem
davida, um lugar especial na galeria dos classicos da Histdria de literatura
para a infincia. Trata-se, nos dois volumes em causa, de um encontro que
reconhece a unidade baseada entre o discurso ilustrativo e a narrativa
verbal e que potencia uma aproximagio afetiva a um referente coletivo,
pois, tal como nos indica Angelo Nobile, a ilustragdo “favorece ademds
la memorizacion y fijacion en el recuerdo de pasajes, episodios y perso-
najes de la vivencia, refine y educa la sensibilidad estética o pre-estética
del nifio, habla a la emotividad y a la afectividad, evoca sentimientos,
estimula la inteligencia y la fantasia, incentiva la creatividad y el espiritu
de observacion y favorece la comparacion, en una prueba visual, entre la
imagen elaborada por el receptor en su interior, después de la audicion o
de la lectura autéonoma, y el dibujo reproducido en la pagina surgido de
la invencion creadora del artista; siempre que responda a los canones del
arte y de la estética infantil, es fuente de alegria, de gratificacion interior y
quizd de recreacion estética” [27].
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Motivado por um original elogio do mundo onirico e pela valorizagdo
inédita da voz da crianga, da sua vontade e pontos de vista, o conto clas-
sico que valorizamos neste trabalho, exemplo da resisténcia da literatura
a erosdo do tempo ou da sua pervivéncia, com frequéncia, materialmente
remodelado, permanece intemporal. Num periodo como o que hoje vive-
mos, o mundo interior da crianca e a interpretagdo que faz do mundo con-
tinuam a suscitar fascinio e também, de certa maneira, a transtornar, tal
como acontecia com a pequena Maria, personagem do texto classico aqui
evocado: “embora a Maria estivesse proibida de falar nas suas aventuras,
as imagens daquela terra maravilhosa de fadas pairavam a sua volta em
ondas que suavemente a assaltavam em sons graciosos e encantadores.
Olhava para tudo uma vez mais e tudo lhe surgia com nitidez. E assim,
em vez de brincar como habitualmente, ficava sentada, calada e imodvel,
profundamente absorvida. Por isso toda a gente a criticava por ser uma
pequena «sonhadora»” [18].

Referéncias

1. Azevedo, F.: Cléssicos da Literatura Infantil e Juvenil e a Educag¢do Literaria. Opera
Omnia: Braga (2013).

2. Berre, A.: Altérité et Monstruosité - Les Figures hors Normes dans les Contes d’E. T. A.
Hoffmann. L'Harmattan: Paris (2021).

3. Bettelheim, B.: Psicanélise dos Contos de Fadas. Bertrand Editora: Lisboa (2011).

4. Bonnafé, M. et al.: Premiers Récits Premiéres Conquétes une Littérature au berceau.
ACCES: Paris (2007)

5. Bonnafé, M.: Los libros, eso es bueno para los bebés. Océano: Paris (2008).

6. Bravo-Villasante, C.: Historia da Literatura Infantil Universal (Vol. I). Veja: Lisboa
(1977).

7. Calvino, L.: Porqué Ler os Classicos?. Publica¢des Dom Quixote: Alfragide (2015).

8. Carpenter, H. & Prichard, M.: The Oxford Companion to Children’s Literature. Oxford
University Press: Oxford (2005).

9. Castro, M.: Cantar aos bebés. Das Praticas de Cantar durante a Presta¢do de Cuidados
e dos Efeitos de uma Cang¢do de Embalar no Sono dos Bebés. Mestrado na Faculdade de
Psicologia e Ciéncias de Educagio - FPCE/Universidade do Porto, Porto (2003).

10. Costa, M.: Um Continente Poético Esquecido: As Rimas Infantis. Porto Editora: Porto
(1992).

11. Doyle, S.; Grove, Ja. & Sherman, W.: History of Illustration. Fairchild Books: New York
(2019).

12. Duran, T.: La ilustracion de los cuentos populares. In: Lluch, G. (Coord.) (2007). Inven-
cion de una tradicion literaria: de la narrative oral a la literatura para nifios. pp. 131-160.
Ediciones de la Universidad de Castilla-La Mancha: Cuenca (2007).

13. Ferland, F.: O Desenvolvimento da crianga no dia-a-dia: do Bergo até a Escola Prima-
ria. Climepsi: Lisboa (2006).

14. Flint, K.: El Cascanueces. Grupo Editorial Brufio: Madrid (2017).

15. Garraldn, Ana. Historia Portatil de la Literatura Infantil y Juvenil. Prensas de la Univer-
sidade de Zaragoza: Zaragoza (2017).

16. Goldman, ].: éBebés Lectores?. In: Guadarrama, L. (Coord.) (2010). Nuevos Rumbos
en la Critica de la Literatura Infantil y Juvenil. pp. 211-231. Universidad Iberoamericana:

México (2010).



252

CONFIA - 10th International Conference on lllustration & Animation
Caldas da Rainha - Portugal - July 2023 - ISBN: 978-389-54339-9-9

17. Gomes, J.: Crescer a Ler: uma Reflexdo sobre o Papel da Familia. In: Vasconcelos, A.;
Rodriguez, M. & Silva, S. (Coord.) (2017). Primeiros Livros Primeiras Leituras. pp. 87-93.
Tropelias & Companhia: Porto (2017).

18. Hoffmann, E.: O Quebra-Nozes e o Rei Rato. Vega: Pontinha (2008).

19. Hohmann, M.; Banet, B. & Weikart, D. A Criang¢a em Acg¢do. Fundagido Calouste
Gulbenkian: Lisboa (1984).

20. Joosen, V.: Critical & Creative Perspectives on Fairy tales: an Intertextual Dialogue
between Fairy-tale Scholarship and Postmodern Retellings. Wayne State University Press:
Michigan (2011).

21. Lipovetsky, G.: Agradar e tocar: ensaios sobre a sociedade da sedugdo. Edigdes 70:
Lisboa (2019).

22. Lopez, M.: Un Mundo Abierto - Cultura y Primera Infancia. CERLALC: Bogota. Edi¢ao
do Kindle. (2016).

23. Male, A. Illustration: a theoretical & contextual perspective. Bloomsbury Visual Arts,
New York (2020).

24. Martins, D. & Silva , S.: Histérias “de ouvido”: Contributos para uma Caracterizagdo
do Livro com som. In: Carvalho, G.; Dionisio, M. (Org.) (2017). Encontro Nacional de Jo-
vens Investigadores em Educagéo Livro de Resumos. pp. 215-220. Centro de Investiga¢do
em Educagdo e Centro de Investigagdo em Estudos da Crianga: Braga (2017).

25. Martins, D. & Silva, S.: Algumas notas sobre os livros infantis na hipermodernidade: O
Polegarzinho ou As Botas de Sete Léguas numa selegdo de livros-objeto para a infincia.
In: Acta Scientiarum. Language and Culture 42 (2), p. €54198, https://www.redalyc.org/
journal/3074/307466046009/html.

26. Martins, D. O Lugar do Livro-brinquedo na Infincia e na Literatura: Arquitetura,
(Inter)texturas e outros Desafios. Centro de investigagdo em Estudos da Crianga: Braga
(2021).

27. Nobile, A.: Literatura infantil y juvenil: la infincia y sus libros em la civilizacién tecno-
légica. Ediciones Morata: Madrid (2007).

28. Patel, S.:. The Nutcracker: a Papercut Pop-up Book. Thames & Hudson: Londres
(2017).

29. Pocinho, M.: A Musica na Relagao Mae-filho. Instituto Piaget: Lisboa (2011).

30. Ramos, A. & Silva, S.: Leitura do Bergo ao Recreio: Estratégias de Promogao da
Leitura com Bebés. In: Viana, F.; Ribeiro, I. & Baptista, A. (Coord.) (2014). Ler para Ser: os
Caminhos Antes, Durante e... Depois de Aprender a Ler. pp. 151-176). Edigdes Almedina:
Coimbra (2014).

31. Rateau, D. Lire des Livres a des Bébés. Editions Erés: Toulouse (1998).

32. Ribeiro, M.: A Actualidade d’O Quebra-Nozes e o Rei Rato, de E. T. A. Hoffmann:
Anilise em torno da perenidade da obra através da sua contemporaneidade. Mestrado em
Ciéncias da Comunicag¢do - Comunicagdo e Artes. Nova FCSH, Lisboa (2021).

33. Rodari, G.: Escuela de Fantasia - Reflexiones sobre Educacion para Professores,
Padres y Nifos. Blackie Books: Barcelona (2019).

34. Rodriguez, J.: La Furia de la Lectura: Por qué seguir leyendo en el siglo XXI. Editores
Tusquets: Barcelona (2021).

35. Sanjudn, B.; Lopez, M. & Barbieri, S.: A Voz, a Palavra e o Brincar na Primeira Infincia.
In: 1° Semindrio Internacional 2018 - Arte, Palavra e Leitura na Primeira Infincia. pp. 25-
48. Instituto Emilia: Sdo Paulo (2019).

36. Sarmento, M.: Leitura do Bergo ao Recreio: Estratégias de Promogao da Leitura com

Bebés. In: Sarmento, M.; Cerisara, A. (Org.) (2004). Criangas e Miudos. Perspectivas



A PERVIVENCIA DOS CLASSICOS EM FORMATO DE LIVRO-OBJETO: 0 CASO D'0 QUEBRA-NOZES 253
Diana Maria Martins and Sara Reis da Silva = dmmartins@ipca.pt; sara_silva@ie.uminho.pt

Socio-Pedagogicas da Infancia e Educagdo. pp. 9-34. Asa Editores: Porto (2004).
37.Serrano, P.: A Integragdo Sensorial no Desenvolvimento e Aprendizagem da Crianga.
Papa-letras: Lisboa (2016).

38. Silva, S. (Org.): Classicos da Literatura Infantojuvenil em Forma(to) de Livro-objeto.
Uminho Editora: Braga (2020).

39. Verdeau-Pailles, ].: Prefacio. In: Pocinho, M. (2011). A Musica na Relagdo Mae-filho.
pp. 9-13. Instituto Piaget: Lisboa (2011).

40. Viana, F. & Ribeiro, I.: Falar, Ler e Escrever: propostas integradoras para jardim de
infancia. Editora Lusoinfo Multimédia: Maia (2017).

41. Viana, F. & Teixeira, M.: Aprender a Ler da Aprendizagem Informal a Aprendizagem
Formal. Edi¢des Asa: Porto (2002).

42. Zeegen, L. & Crush.: Fundamentos de ilustra¢do. Bookman: Porto Alegre (2009).



254

Keywords
Grotesco; llustragao
Infantojuvenil; Cultura
Visual; Design Editorial.

Alice e o Grotesco na llustragao Infantojuvenil

Inés Gomes* and Eduardo Corte-Real?
inesfarahgomes@gmail.com; eduardo.corte-real@universidadeeuropeia.pt
[IMustragdo / Mlustration ]

Abstract

The Grotesque is an aesthetic category studied in numerous artistic
disciplines such as Architecture, Painting and Theater - areas of ancient
knowledge. This category was explored by many and by others simply
appreciated. However, when reflecting on this phenomenon in the creati-
ve areas aimed at younger people, there is no concrete data that identifies
its existence. This article is focused on the area of Tllustration and sought
to answer if there is a presence of grotesque aesthetics in this genre of
visual creation specially dedicated to children and teenagers. Therefore,
how can we identify its presence? Are the creators of visual storytelling
aware of it while producing their work? Are they trying to get closer

to that aesthetic, or do they prefer to move away from it? Considering
these issues, the work focused on the evolution of illustrations and film
representations of characters from Lewis Carroll’s books. It also intended
to understand the reason for these decisions about characteristics of Gro-
tesque and what impact they have on the final art of illustrators, creatives
and designers. It is a work that found interesting answers, opening the
possibility of starting a discussion with the intention of filling a field of
study in Visual Culture. A fruitful work is anticipated by continuing the
analysis and criticism of the Grotesque not only as an aesthetic in an adult
context as it has been up to now, but also to understand its evidence and
its reception by the younger ones.

Introduction

Esta largamente estabelecido que a leitura é um fator fundamental no
desenvolvimento e crescimento da crianga. E também constatdvel que,
nos dias de hoje, a imagem se vai tornando cada vez mais num aliado
principal da leitura ndo so para as faixas etarias mais graudas como espe-
cialmente também para o publico infantojuvenil. Tendo estes factos em
consideragio, € relevante relembrar que a literatura infantil atingiu a sua
grande dimens&o apds a Revolug¢do Industrial, ndo so através de escri-
tores, mas também por varios ilustradores como Beatrix Potter (1866-
1943), Edward Lear (1812-1888), Walter Crane (1845-1915), entre muitos
outros. E é a partir dessa altura que se tem vindo a ampliar ao ser recriada
pelas maos de profissionais de varias areas ligadas ao Design e as Artes
estimulando, assim, o conhecimento visual das criangas e dos jovens por

1 &2 IADE - Faculdade de Design, Tecnologia e Comunicagao, Universidade Europeia, Av. D. Carlos I 4,
1200-649, Portugal
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todo o mundo. Hoje, literatura infantil e ilustra¢@o estdo completamente
interligadas, sendo praticamente impossivel imaginar o género apenas
com texto corrido. Neste sentido, e visando um melhor conhecimento
dos ganhos de desenvolvimento pessoal, € possivel compreender-se que
existe uma reacao emocional das criangas perante os desenhos. Mas que
tipo de imagética acompanha as historias dos contos infantis? Que estilos
de desenho e que estéticas podemos observar nos picture books (de que se
falara mais adiante), por exemplo? Admitindo que existem varias aproxi-
mag0des estéticas distinguiveis, sera que o Grotesco ¢ uma estética presen-
te? Se sim, de que formas se podera manifestar? Como podem o designer,
o editor ou o ilustrador aproximar-se dessa estética ou afastar-se dela?
Estardo conscientes da sua presenc¢a ou da sua auséncia na ilustragdo e no
grafismo que criam? Quais os seus efeitos comunicacionais na arte final?

Tentando responder a estas questdes, o artigo explora a Ilustragdo Oci-
dental, a partir do século XIX, e pretende enquadrar as faixas etarias dos 8
aos 14 anos. Embora tenha Jean Piaget considerado a imagem, para a crian-
¢a, como um auxiliar para o raciocinio operatorio e ndo como um elemento
capaz de estrutura-lo [1], tem-se vindo a descobrir que a imagem ocupa um
lugar muito mais importante e crucial no desenvolvimento do raciocinio
das criangas e dos jovens; uma grande forma de comunicagdo com os mais
novos, como se pdde ver anteriormente, € através da Ilustrago.

A pesquisa para esta investiga¢do foi feita com base na analise
documental e na interpretacdo de texto referente a area em questao,
o Grotesco, e, em topicos mais a frente, uma pesquisa mais especifica
direcionada para o Grotesco nas Artes Visuais e para a Ilustragdo infanto-
juvenil. De seguida estdo apresentados 4 estudos de caso - John Tenniel
(1820-1914), Arthur Rackham (1867-1939), Walt Disney (1901-1966) e
Tim Burton (1958-) -, onde em cada um deles as ilustra¢des analisadas sdo
as respetivas interpretagdes dos contos Alice no Pais das Maravilhas (1865),
e Alice do Outro Lado do Espelho (1872), ambos pelo proprio Lewis Carroll
(1832-1898). A analise das ilustra¢des foi realizada através das metodo-
logias Good Eye: Looking at Pictures Using Compositional Interpretation
e Discourse Analysis I: Text, Intertextuality and Context respetivamente,
duas das varias que Gillian Rose (1947-1995) apresenta no seu livro Visual
Methodologies: An Introduction to Researching with Visual Materials [2].
Em cada um dos métodos retirou-se os parametros mais importantes,
de acordo com Rose, na analise de uma imagem, e, foram utilizados os
considerados mais essenciais em cada estudo de caso.

Da Gruta para a Pagina - Breve Exposicao sobre o Grotesco
O Grotesco trata-se de um fendmeno predominantemente visual e é nesse
ambito que padece de uma heterogeneidade, de um desequilibrio, de um
desalinhamento, algo que néo parece certo nem estatico [3]. Importante
sera também reforgar que o Grotesco ndo s6 ¢ um fenémeno visual como
também fisico. A sua existéncia remonta a antiguidade, sem data nem
periodo conhecido, mas é desde ai, que se tem vindo a recriar até aos
tempos que correm, sendo alvo de varias metamorfoses, que continuam

a acontecer época apds época. E algo que se objetiva nas diferencas
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de meio social para meio social, de cultura para cultura. O que pode
parecer grotesco para uns, pode néo o ser para outros. Ao comegar por
ser considerado como uma Arte Ornamental, a ‘descoberta’ do Grotesco
remonta ao ano 1480, no palacio romano A Casa Dourada de Nero. Foi
possivel constatar-se que nesse local existiam decoragdes florais, figuras
que se transformam em serpentes e criaturas mitologicas [4]. Além disso,
a propria palavra “grotesco”, em italiano grottesco, deriva do termo grotta,
proveniente dessa mesma lingua, que significa gruta ou cova [5].

Consequentemente, a ampliacdo dos conceitos estéticos comegou
por essa mesma altura, expandindo-se no tempo, através da rece¢ao de
diversas obras de arte e pelas observa¢des, nomeadamente, de Victor
Hugo (1802-1885). Acaba por ser s6 no século XIX que o Grotesco recebe
a atribui¢do de categoria estética [6]. Varios foram os estudiosos que se
empenharam em tentar compreender esta estética, e € certo que nao se
podera deixar de mencionar os dois autores considerados como os prin-
cipais percursores da investigacdo nesta area, Wolfgang Kayser (1906-
1960) e Mikhail Bakhtin (1895-1975).

E possivel compreender que, para Kayser, o Grotesco envolve trés
etapas: o processo criativo, a obra e a sua rece¢do por parte do publico [5].
De acordo com Rossi, Kayser acredita no Grotesco enquanto estrutura, na
qual o mundo é tornado estranho, principalmente o que € familiar e co-
nhecido ao olhar do espetador. Sendo que desta maneira o tedrico alemao
destaca o seu lado mais negativo, Bakhtin vé-o como alegre e triunfante,
onde “o imagindrio grotesco devaneia num mundo terreno e carnal (...) de
vida e de esperanga” [6]. E a partir do século XIX que o Grotesco deixa de
ser um fenomeno lateral nas artes visuais e que come¢a a desempenhar,
desde o Romantismo, um papel importante no mundo das artes, que se
estabelece como uma forma de expressao (quer visual, quer pensante,
quer como estilo de vida e de comportamento na cultura mainstream da
época moderna). O Grotesco comega por ser tornar proeminente em cor-
rentes artisticas como o Cubismo, o Dadaismo, o Abstracionismo e, muito
naturalmente, na Arte Bruta, correntes estas que desafiam o naturalismo e
0s canones greco-romanos que haviam ressurgido no Renascimento [7].

0 Grotesco nas Artes Visuais

Francis F. Connelly [7] define trés processos na criacdo da imagética gro-
tesca - imagens sob o conceito de grotesco que incluem elementos nor-
malmente desgostados por parte do publico, com o objetivo de desafiar as
normas e construir novas realidades; imagens cujo intuito segue a ideia
de deformagdo ou decomposi¢ao de elementos; e imagens que indultem
um carater metamorfico. O Grotesco passou a ser utilizado enquanto
adjetivo de gosto em geral, que agora se estendeu a compreensdo de
figuras da vida social, dos seus comportamentos, vestuario, entre tantos
outros topicos [8]. E, com o surgimento de varias correntes artisticas, o
Grotesco ganhou um maior espago para poder intervir, onde acabou por
se expandir e se recriar tanto no século XIX como no século XX. Como
escreveu Connelly, “Estes veiculos culturais para o Grotesco incluiam de-
senvolvimentos em vertentes como psicanalise, fotografia, mass media,
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ficcdo cientifica, etnografia, armas de grande destrui¢ao, globalizagdo e
realidade virtual. O Grotesco estava primeiramente conectado a nogao
de uma era de expressdo “primitiva”, com profundas repercussdes para a
arte e estética moderna (...)”3 [7].

Sdo varias as areas que beneficiaram com o contributo desta estética.
Como referido anteriormente, € a partir do Modernismo que se pode ver o
acentuar de tal acontecimento. Umberto Eco (1932-2016) refere que pinto-
res cubistas como Georges Braque (1882-1963) e Pablo Picasso (1881-1973)
procuravam inspiracdo na arte exterior a Europa como nas mascaras africa-
nas consideradas na altura para a cultura europeia como monstruosas. E de
seguida pelas méos do Dadaismo que a fealdade ganha um valor artistico
associado a contemporaneidade emergindo na utilizagdo da estética visual
grotesca [9]. Como noutros processos plasticos expressivos, com o surgi-
mento das vanguardas artisticas, o Grotesco ganhou novas formas.

“(...) as vanguardas histdricas ndo pretendiam realizar nenhuma Har-
monia e perseguiam exatamente a ruptura de todas as ordens e de todos
os esquemas perceptivos institucionalizados, a busca de novas formas de
conhecimentos capazes de penetrar tanto nos recessos do inconsciente
como nos da matéria em estado bruto, a dentncia da alienagio da socie-
dade contemporinea.” [9]

llustracao Infantojuvenil - Chapter e Picture Books
Existem varias perspetivas a olhar para uma mesma ilustragdo-a do
ilustrador e a do leitor sdo as principais, mas o inicio de um desenho tende
a ser igual tanto na crianga como no ilustrador, pois parte da imaginagdo
continua através dos rascunhos. Nos primeiros dez anos da crianga, ela
usa o desenho como forma de a¢io e ndo de inten¢do, s6 a0s poucos € que
vai atribuindo nomes e criando narrativas através da repeticao de varios
tragos. Ja os ilustradores vao ao encontro das suas vivéncias e memorias
para ilustrar e libertar a imaginagao. De acordo com Antdnio Marques, a
crianga € um homo imageticus desde muito cedo e, para elas, as imagens
tém um maior impacto que o texto, pois ilustram através de cores e for-
mas, sensagdes que contém uma carga afetiva muito maior que a presente
num texto [10]. Embora seja a imagem um fator importante na ilustragio
infantil, a sua presenca nos livros comega a diminuir quando se chega
aos livros para 0s 12 -14 e 14-16 anos. O referido autor acredita que esta
auséncia prejudique o interesse do jovem pela leitura, pois a presenca da
imagem também traz curiosidade e interesse ao leitor. A fung¢do paratex-
tual das ilustragdes ndo so enriquece a narrativa, como da ao leitor uma
possibilidade de representacdo de um determinado evento que possa
ocorrer ao longo do texto ou que seja uma extensao do mesmo.

E necessario ter em consideragdo todos os elementos graficos da
composi¢do de um livro infantojuvenil, desde a tipografia, ao layout e de-
sign da pagina [11]. Ndo s0 o leitor observa a imagem no livro, como tam-

3 Uma tradug@o portuguesa da seguinte frase: “These cultural vehicles for the grotesque included such
disparate developments as psychoanalysis, photography, mass media, science fiction, ethnography,
weapons of mass destruction, globalization, and v1rtuaf,reahty The grotesque was first linked to the
notion of “primitive” expression era, with profound repercussions for modern art and aesthetics.
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bém a tipografia que da vida ao texto. O design do livro além de explorar a
parte ilustrativa, procura investigar “(...) a dimenséo pictdrica e grafica do
texto (...)” [12]. E o tipdgrafo que cria toda a plasticidade necessaria para ir
de encontro ao que o autor pretende, toma a posi¢io de mediador entre o
leitor e o autor da obra. E nos livros infantis que muito desse trabalho tipo-
grafico € visto como arrojado, pois na literatura para os mais velhos o texto
¢ normalmente apresentado em tipografias simples, que permitem uma
leitura rapida e eficaz do texto. Ja nos livros para os mais jovens o texto,

¢ também ele, alvo de experiéncias visuais, algo que se pode constatar,
por exemplo, nos livros Geronimo Stilton, de Elisabetta Dami (1958-). E
certo que a ilustragao figurativa vincula no campo infantil desde os picture
books, onde a crianga, para aprender o que € o qué, recorre as ilustragdes
de animais, pessoas, objetos, para comegar a compreender que palavra
corresponde a que ilustragdo. Sonia Pascolati afirma mesmo “(...) que o
interesse principal nos picture books é explorar como € que a narragao ¢
construida através da imagética.” [11]

Para Molly Bang, no seu livro Picture This (2016), o que define a
Ilustrag@o € o contexto no qual ¢ inserida. A autora tenta criar uma nar-
rativa para o conto tradicional Capuchinho Vermelho através de formas
geomeétricas. Bang tem em aten¢do o modo como desenha as formas.
Comega por representar a personagem Capuchinho Vermelho como um
tridngulo vermelho, estando o vermelho a representar o seu capuz verme-
lho e a forma triangular o formato do capuz quando colocado na cabeca.
Mas Bang vai mais além, tenta compreender se arredondar as pontas
do tridangulo aproximara essa forma a ideia da Capuchinho Vermelho.

A autora, desta maneira, acaba por desafiar os limites da imaginagdo do
leitor, e prova como simples formas coloridas podem ilustrar uma figura
mais complexa, como, neste conto, o Lobo Mau ou o bosque. E possivel
concluir através do trabalho de Bang, que a associagio que o ser humano
faz da cor com elementos e sensagdes tem grande influéncia na maneira
como reagimos ao que esta representado [13]. O simbolismo conectado

a cada objeto também é um fator fundamental na criagio de ilustragdes
para as criangas e jovens, pois o ilustrador tem de ter nog¢do do que é que
pretende transmitir, a clareza com que o quer fazer, e se a mensagem é
corretamente lida. A arvore, por exemplo, € um dos elementos mais sim-
bolicos nos contos populares tradicionais e, principalmente, nos contos de
fadas [14]. A linha ¢ um outro fator fundamental no processo de criacdo,
amaneira como é trabalhada tende a influenciar decisivamente o aspeto
do trabalho final. O uso de uma linha mais carregada, dindmica e com
formatos mais angulares procede para a compreensdo de um desenho
zangado; linha mais suave, mas também quebrada, representa timidez ou
medo [14]. Como os leitores dos chapter books ja passaram pelas primeiras
impressdes de um livro e ja sabem identificar cada elemento ilustrativo
ao que cada um corresponde, comegam a ganhar um padrao de raciocinio
ao lerem as imagens. Estas caracteristicas formais das figuras estao na
base da nossa avaliag¢do do grotesco, ndo so pelo significado do que esta
representado mas, especialmente, pelas qualidades formais e expressivas
dos elementos graficos principais como a linha e a cor.
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0 Caso de Alice

Foi através das ilustrages de John Tenniel, um ilustrador ja conhecido
pelo seu trabalho na Punch Magazine, que os contos de Carroll se popula-
rizaram. Realizou 42 ilustragGes para Alice no Pais das Maravilhas e 50 ilus-
tragOes para Alice e 0 Outro Lado do Espelho. Em termos de conteudo [2]
percebe-se que Tenniel d4 uma maior énfase as personagens. A auséncia
de cor [2], faz com que o olhar se foque inteiramente no trago (este criado
alapis de graffite nos esbogos, e depois a tinta-da-china preta). Tanto nas
silhuetas das personagens como nas manchas que ddo a sensagao de som-
bra e de volume. Tenniel ndo exagera nas feicdes do Chapeleiro Louco,
dé-lhe ao invés um toque naturalista, realcando apenas o seu nariz, um
orgio bastante explorado no Grotesco, e o seu chapéu. Tendo em conta
alogica da figuragdo por Gillian Rose [2], as figuras principais também

se encontram bastante centralizadas na composig¢io visual. Na Festa

do Cha, Alice esta colocada mais perto da margem esquerda, estando a
Lebre de Mar¢o no centro, e o Chapeleiro Louco perto da margem direita.
Um outro aspeto que Rose diz ser relevante na analise da imagem [2] é a
atmosfera. Nestas ilustragdes torna-se um pouco rispida devido ao uso da
linha e da sua jun¢do que proporciona texturas, manchas e sombras, que
criam volume no desenho. Este aspeto pode também dar-se pelo facto de
as gravuras terem sido feitas sobre madeira, que acaba por ser uma matriz
rija, o que leva a tragos menos fluidos.

De acordo com Rose, percebe-se que a mensagem a ser passada
representa muito a Epoca Vitoriana. Uma menina, pequena, a receber
ordens de criaturas que nem conhece. Uma crianga que procura a sua
propria identidade, que percorre
um caminho confuso, desenhado
para a fazer questionar. Aqui, Alice
¢é novamente o elemento de fora,
que no meio das outras personagens
vive uma experiéncia solitaria. O
estilo de Tenniel, pelo uso da gravura
como método de impressdo e tam-
bém pelo uso apenas da linha preta,
remete para as primeiras ilustragoes
e iluminuras feitas anteriormente. Além da sua seriedade e do realismo
que incorpora nas suas figuras, ¢ no momento em que Alice aumenta e
diminui de tamanho, que se nota uma maior aproximagao ao Grotesco.

Além de Tenniel, um dos ilustradores mais conhecidos por ter feito
a sua interpreta¢do dos contos € Arthur Rackham (1867-1939), destacan-
do-se pelas suas ilustragdes inspiradas nos estilos folktales e fairytales. As
mudangas que ocorreram nas técnicas de impressao durante a altura da
sua carreira profissional, ajudaram a que o resultado dos seus trabalhos
fosse mais rico graficamente do que o de Tenniel. E possivel perceber
em termos de conteudo de imagem [2], que nas suas ilustragdes existem
muitos retratos de personagens, porém, o autor dos trabalhos também
fornece ao leitor um conjunto de fundos repletos de paisagens complexas
e cuidadosamente trabalhadas. Existe também um contraste notavel en-
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Fig. 1. Por John
Tenniel, ilustragdo im-
pressa em xilogravura,
1865.
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Fig. 2. Por Arthur
Rackham, ilustragao
a aguarela e caneta
grafica, 1907.
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tre luz e sombra. Assim, o leitor consegue sentir uma maior profundidade
no desenho, o que cria uma relagdo mais proxima entre leitor e imagem,
pois convida o leitor a entrar na propria narrativa. Todos os seus ele-
mentos sdo muito expressivos, potenciados pelas manchas criadas por Ra-
ckham para destacar as formas dos corpos, rostos e do proprio chdo. Mas
para dar um toque mais realista, o autor também cria pontos mais claros,
para dar a entender que sdo locais onde a “luz” incide, como nos bicos
das criaturas, por exemplo. Existe também um sentido de prudéncia e de
cuidado nas suas ilustra¢des. Rackham comecava por desenhar a lapis, e
quando sentisse que o desenho estaria concluido coloria com as aguare-
las, que, por sua vez, ddo um aspeto fantasioso e etéreo aos seus trabalhos,
como se parecessem pedacos de um sonho. E possivel compreender-se

0 qudo caricaturescas sdo as maos do Chapeleiro Louco e também quio
exagerado em tamanho esta o seu nariz; é nestes pequenos elementos que
Rackham rompe com o realismo e exagera certos elementos fisiondmicos.
Relativamente a logica da figura¢do, como ja mencionado anteriormen-
te, as personagens deslocam-se um pouco do centro da composicao,
enquadrando-se ligeiramente para os lados ou ligeiramente acima do
centro. Comparando a Lebre e o Chapeleiro com Alice notamos que esta
praticamente ndo tem contornos a preto, como se ndo pertencesse de
facto aquele mundo com regras e comportamentos tdo...grotescos.

Sendo Rackham considerado um dos maiores ilustradores vitorianos,
assim como Tenniel, também ele coloca Alice numa posi¢do de menina
que se aventura por um Pais cheio de regras. A historia criada por Carroll,
acarreta muitas criticas a sociedade vitoriana, e, tanto ele como Tenniel
e Rackham, tentaram destacar essa
ideia. Rackham utilizou tragos mais
delicados para desenhar Alice, e tor-
nou-a bastante simétrica e proporcio-
nal. Para contrastar, as restantes cria-
turas dos contos sdo mais exageradas
e com expressdes mais vincadas,
para que assim se note a diferenca
entre Alice e o Pais das Maravilhas;
Alice ndo pertence ali, ndo quer ficar
ali, mas pretende impor-se sobre as
regras da Rainha de Copas.

A Alice de Carrol ganhou
relevancia global através do filme de
longa-metragem de 1951 realizado
pelos estudios de Disney. Walt Disney
(1901-1966) comegou como dese-
nhador e animador, mas mais tarde
concentrou-se na produgdo e dire¢ao dos seus filmes. Compreende-se
assim, que muito do trabalho visual apresentado nos seus projetos nao foi
apenas realizado pelo proprio, como também por uma equipa de criativos
que se destaca pelo que realizou enquanto ilustracdo e animagio, e que
tanto contribuiu para a imagética mundialmente reconhecida dos seus Es-
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tudios, permanecendo viva até aos dias de hoje. No filme Alice no Pais das
Maravilhas foi Mary Blair (1911-1978), como conceptual artist, que serviu de
base para a realizagdo das ilustragdes finais do filme. O seu trabalho é rico
em cores vibrantes e puras, uma paleta de cores cheia de tons que podem
fazer parte do mesmo tipo de cor, mas que ao ser tdo abrangente cria uma
estética fantasiosa e alegre. Relativamente ao conteudo expressivo [2],
as suas figuras mais estilizadas também contribuem para uma imagética
e um mood mais ligados ao querido e adoravel. O espago no trabalho de
Blair ¢ bastante trabalhado. No caso de Tenniel, pdde observar-se que o
ilustrador trabalhara mais as personagens, sem dar tanta importédncia aos
fundos e restantes elementos decorativos; mas Blair explora as sombras e
silhuetas dos demais elementos graficos. Percebe-se que a ilustradora ndo
pormenoriza a pintura, focando-se principalmente no recorte das arvores,
das folhas, entre outros elementos. Disney destacava na narrativa dos seus
filmes os conceitos de “amor verdadeiro” e “amor a primeira vista”, em
vez de explorar as ideias tradicionais
de casamento e familia dos folktales
[15]. A concept art de Blair foi uma
influéncia tao grande, que varios
dos seus trabalhos foram introduzi-
dos nas animagdes finais do filme.
Existem também cenas no filme que
estdo pensadas de forma a serem
vistas pelo olhar curioso de Alice
[16], caracteristica que se insere
no pardmetro da mise-en-scéne no
método Good Eye de Rose [2]; consegue-se perceber que grande parte das
ilustra¢des nio tém contornos, desta forma € o contraste entre as cores que
perceciona os limites entre cada elemento grafico. A maioria das figuras
também esta desenhada de forma mais arredondada, assim como Alice
que esta desenhada sem linhas muito vincadas, os dedos, o vestido e o
cabelo terminam todos em tragos mais curvados. Também € caracteristico
nas animagoes de Disney os olhos grandes e redondos das personagens,
que transmitem uma seguranca e conforto ao olhar do espectador.

Relativamente a analise do discurso [2] nas ilustragdes de Disney,
¢é importante destacar o trabalho de Blair. Trouxe uma sensibilidade na
criacdo das ilustragdes, nomeadamente nas personagens, dando-lhes um
ar adoravel e convidativo, pelo uso das cores, pela auséncia de contornos
carregados e pelas formas mais arredondadas. Alice continua a transmitir
aideia de menina curiosa e perdida num mundo desconhecido. A versdo
de Disney explora a diversdo e o nonsense presente no Pais das Maravi-
lhas sem se focar propriamente nas lices de moral que o conto de Carroll
pretende passar. O Grotesco, neste caso aproxima-se da visao de Bakhtin,
também proximo de Tenniel e afastado das ameagas sombrias do estilo de
Rackham.

Apesar de o filme de Tim Burton (1958-) pertencer aos Estudios Dis-
ney, o estilo de Burton torna-o um exemplo isolado mas, claramente, mais
proximo de Rackham do que de Blair. Foi o diretor do primeiro filme Alice
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Fig. 3. Stillframe do
filme Alice in Won-
derland dos Estudios
Disney, 1951.
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Fig. 4. Stillframe do

filme Alice in Wonder-
land com produgao de
Tim Burton, 2010.
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1o Pais das Maravilhas de 2010, e o produtor do segundo filme Alice ¢ 0 Ou-
tro Lado do Espelho de 2016, sendo o diretor deste segundo James Bobin
(1972-). O estilo de Burton tem como uma das principais caracteristicas a
distor¢ao dos corpos, objetos e paisagens; a cor também acaba por ser dos
aspetos mais importantes a analisar no trabalho de Burton, pois faz muito
uso das cores fortes e vibrantes. No entanto, a sua imagética cria uma at-
mosfera [2] diferente da que se pode observar no trabalho de Disney. Sdo
varias as razdes pelas quais isso acontece, primeiro porque sio paletas de
cores diferentes, embora ambas saltem a vista, as de Burton sdo mais es-
curas e pesadas; existem mais tons cinza e azuis, que criam um ambiente
mistico e sombrio. As personagens em si remetem imenso para um estilo
grotesco, pois tém rostos e partes do corpo desequilibradas entre si, como
¢ o caso da Rainha de Copas. O que mais difere o filme de Disney e as
ilustragdes de Tenniel e Rackham, do filme de Burton, € o uso de técnicas
digitais mais recentes que criam efeitos especiais, nomeadamente CGI,
um tipo de grafismo 3D que gera imagens por computador. O realismo

no trabalho de Burton, devido ao CGI, coloca as suas ilustragdes num pa-
tamar diferente, pois o que ele criou ndo foram somente ilustragdes com
caneta, tinta ou aguarela, o seu filme
utilizou personagens interpretadas por
atores reais, misturou-as com persona-
gens criadas de forma completamente
digital, ferramentas que na altura

de Tenniel e Rackham ainda ndo se
encontravam desenvolvidas. O tipo de
técnica que cada artista usa e a técnica
em que o trabalho é posteriormente
impresso ou digitalizado, também tem
um evidente peso no resultado final da
arte que cada um acaba por criar.

E possivel indicar vérios aspetos no trabalho de Burton que remetem
para um visual grotesco, como € o caso de algumas personagens, os gé-
meos Tweedledee e Tweedledum, a Lagarta e o Gato Chesire. Além disso,
apaleta de cores cria uma atmosfera mais densa e misteriosa, aspetos
ligados ao Grotesco e ao Gdtico. Acima de tudo, sdo os cenarios que enri-
quecem o filme, ndo so pela quantidade de elementos graficos que neles
se inserem, como pela maneira com que estio trabalhados.

Conclusao

Pensar no ilustrador como um intérprete de uma historia escrita leva-nos
aum universo cheio de possibilidades graficas, onde o proprio texto é alvo
de experiéncias visuais. Tanto as técnicas utilizadas na conceg¢do da ilus-
tragdo como as técnicas com que € reproduzida tém grande influéncia so-
bre o resultado final. A tecnologia tem vindo a criar novas formas onde o
Grotesco se possa vir a moldar, e, com o uso dos meios tecnologicos a ser
cada vez mais frequente entre as criangas, € inevitavel que os ilustradores
se deparem com o Grotesco no estilo visual de ilustragdes em videojogos,
filmes e desenhos animados.
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Consegue-se compreender que os elementos fundamentais para
avalia¢do dos estilos graficos criados por cada ilustrador correspondem
ao tipo de trago, a escolha da paleta cromatica, a propor¢do entre formas,
ao contraste entre luz e sombra e a escolha dos materiais e dos meios para
criagdo das ilustracoes e animagoes.

Embora os ilustradores nao pensem necessariamente no Grotesco
enquanto objetivo ou finalidade estética, mas sim como uma conse-
quéncia das escolhas tomadas ao longo de cada processo de trabalho, é
importante pensar-se na Cultura Visual e que novas formas do Grotesco
se expressar possam ser trazidas até aos mais novos.
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Abstract

The Bats Pop-App is inter-disciplinary project developed by our research unit
(animazionedesign research laboratory, DADU, Universita di Sassari) in colla-
boration with the Porto Conte Regional Park, in Sardinia, Italy. As part of the
dissemination activities carried out at the Park’s Visitor Center our team was
asked to develop a system of experiences to support an educational endea-
vour on Chiroptera, the mammal order that embraces the many and different
variety of bats populating our planet. Intended to present to the Park’s visitors
- primarily second-grade kids lead by their teachers -our work took the form
of a multi-media informative artifact, an hybrid ‘system’ which combines
illustration, animation and augmented reality to engage the Parks visitors
presenting them what we have called a Pop-App booklet. A free illustrated
book that can be explored with an interactive app meant at creating an educa-
tional bridge between the contemporary dimensions of the material and the
immaterial by offering a playful and engaging educational experience.

1. Introduction

As part of an informative research project financed by ARGEA, Sardin-
ian’s Regional Agency for Agriculture and commissioned by the Porto
Conte Regional Natural Park, our team was asked to develop an educa-
tional package to disseminate key information about the Chiroptera order
of mammals (bats) to the park’s visitors, which is in large part composed
by second grade school kids aged 11-14.

Lead by their teachers, the class groups typically visit the Park in the
spring season for a program encompassing visits to the Natural Park’s
main building, which hosts various museums, and its natural surround-
ings. During the visit the class groups are often engaged in presentations
about the natural environmental and ecology, often combined with
hands-on activities lead by the Centre’s educators.

Our task was hence to ‘transform’ [1] the rather dense body of infor-
mation -in the form of a very extended PowerPoint presentation - usually
used as a general reference from the Park’s educators, in a sub-set of flex-
ible and possibly engaging informative modules.

Is it important to highlight how, as our Departmental unit oper-
ates within a research environment, many of the ‘production-related’

1,2 & 3 Universita degli Studi di Sassari, Dipartimento di Architettura, Design e Urbanistica di Alghero,
Italy
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decisions we take when we happen to embark in external projects are
triggered both by the desire of experimenting, as well as by the availability
of resources and opportunities. Following the lines of research work we
decided to take this opportunity to explore the interactions between the
realms of analogic and digital communication, developing a short illus-
trated book that the visitors could interact with in different ways as well as
take with them as a souvenir (fig.1).

The contents of the book embody the informative program that a typi- Fig. 1. Pop-App booklet
cal visitor experiences, articulating them in four short animated films about
various aspects of the life of bats, and in a hands-on activity enhanced by a
free app that allows interacting with the book contents via augmented real-
ity. In the following pages we wish to describe the creative process that led
to the articulation of a rather dense informative body into a comprehensive
system combining a variety of formats, languages and techniques.

Beyond being a reference of the visit’s key contents, in its combina-
tion with the hands-on activities and the interactive exploration via the
digital app, the booklet aims at being a personal diary/souvenir of the
visits as each visitor is asked to personalize his/her copy of the book by
cutting the shapes hosted in the last pages of the book itself and pasting
them in position in the central ‘centerfold’ pages of the booklet to create a
theatrical pop-up set to be hence explored, through the App we devel-
oped, through Augmented Reality technology.

2. Four animated shorts

The first part of the project consists in four animated short films that
present a series of key aspects of life of Chiroptera: their habitat and life-
cycle, their anatomy, their nutritional habits and information regarding the
species’ conservation. A key initial task was organizing, summarizing and
transforming the original scientific contents provided by the Park’s educa-
tors into a simple series of scripts that could provide a flexible starting point
for production. The original documentation’s contents had hence to be
re-defined into subtopics to shape the narrative base of four films.

Since at the time we were to start production, our laboratory was
hosting an intern, a student that had previously shown a particular interest
and talent in stop motion, we decided to involve her introducing in our
film’s scheme a subchapter, a short section (of which she would be entirely
responsible) to be developed in this distinctive format, within each of the
films. The inspiration came from the inserts, or informative “boxes”, that
can often be found in scientific schoolbooks whenever a specific topic needs
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Fig. 2. A frame from
the Bat’s Life Cycle
Box inside the Habitat
video.

Fig. 3. Storyboard, ani-
matic and final frames
were created by hand o
a digital tablet
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to be explored in particular detail. The solution allows the text’s regular
informative sequence to be preserved while presenting the detailed focus
that specific topics need to be fully presented. In the film presenting the
bat’s nutritional habits, a specifics stop-motion-like insert, or box, was cre-
ated to offer an in-depth explanation of the technique - known as ‘echoloca-
tion’ - exploited by bats either to orient themselves in space and to catch
their preys. Within our animation’s general visual style, a mix between 2D
hand drawn animation and an info-graphic style, to further convey the idea
of an autonomous and focused bit on information the sequences within
these informative boxes, was developed in a distinctive steam-punk ‘retro’
papercraft cut-out style reminding of Victorian paper toys (Fig. 2).

Once clarified how to shape our informative structure, the develop-
ment of our four animated clips was ready to be carried out along the
lines of a good teamwork structure. On the grounds of our re-edited text
script, an illustrator developed storyboards with rough pencil sketches,
sharing ideas with other members of the production team. The story-
board were hence passed to an animator to develop the clip’s animatics
in order to combine the informative and storytelling requirements with
an actual timeline (Fig. 3).
= Pa st din

| A it
== \ A

After the animatics enable the Park’s educators to check for the new

contents consistency, and having receive clearance to go on, a good deal,
of effort was at this point devoted to keep the films’s duration within the
required timing, start preparing the final drawings, in particular back-
grounds, props and other elements in the scenes.

For a selected section of sequences we decided to involve an experi-
enced animator to create specific scenes involving complex movement, such
as for the bat’s distinctive fling patterns, or character interactions. (Fig. 4).

Stylized figures, landscapes and backgrounds were created as il-
lustrations on an iPad to produce a crayons-like color drawing style. The
choice of'this artwork formula and a good collaboration between the illus-
trator and the animator cleared the path to a smooth production process.

As the animated sequences were carried out, a second team member
focused on creating the needed voiceover commentary (which was
provided by an external professional studio). The opening and closing
sections, as well as titles and credits where created in parallel. Finally,
the final editing combined all the different parts - the different animated
sequences, sounds and voiceover, in the final films.

Generally speaking, the four animated films follow a rather lin-
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“Phtxg

ear narrative scheme. On the grounds of a simple visual and animation
structure, always keeping an eye to the need to keep the process simple and
manage production costs, some narrative tricks were introduced to make
the films more engaging. In the film on the Chiroptera’s habitats and life
cycle, a classic narrative device was followed. As we present different loca-
tions in which a bat moves within a year, we show a moving bat as it flies in
the center of the frame (Fig. 5), while images evoking the four seasons are
displayed one next to the other in the sliding background. Here, the classic
technique of “panning” that by simply moving the background enhances
the idea of movement offered by the ‘cyclical’ sequence of the bat’s flight
[2], also evokes the passing of time within the seasons, in a way similar to
the scene in Disney’s “The Lion King” were the idea of the growth in time
of the main character Simba is recreated within only seconds during the
famous song “Hakuna Matata” (Allers R., Minkoff R.,1994).
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Fig. 4. Frames of a
flying bat, drawn by an
experienced animator.

Another challenge we faced was how to present clearly, and in a
memorable way, the meaning and structure of three complex scientific
terms. Instead of using simple captions, we decided to create the words
themselves by enhancing their role in the scene, turning part of the
textual representation as elements of the background. Taking inspiration
from another famous scene, the opening titles of the film “Monty Python’s
Life of Brian” (Jones T., 1979), where the credits become some kind of a
visual metaphorical landscape, we decided to contextualize some of the
letters that compose the text with the terms’ actual meaning, by means
of a strong visual stylization (Fig. 6). Beyond making more accessible the
actual, and slightly arcane, scientific terminology (Troglo-Fito-Antopo...)
the result is pleasing, more understandable and possibly, educational.

In the film dedicated to presenting the bat’s anatomy, the presenta-
tion of how in their evolution bats developed wings of very different sizes
-hence performing very different flight patterns - in connection with the
character of their respective habitats the scene we created evokes an 8-bit
videogame screen [3]. Here, too, resolving to a “panning” technique was

Fig. 5. Frames from
our ‘four seasons’ bat

scene.

Fig. 6. The three sci-
entific words Troglofili,
Fitofili and Antropofili,
respectively mean bats
living in caves, bats
living in forests and
bats living in human

settlements.
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Fig. 7. The different
three levels in the

videogame-like scene.

Fig. 8. Frames from
Echolocation Box and
Anatomy Box inside the
Anatomy video and the

Nutrition video.
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used in scene depicting a bat flying, through the imaginary different levels
of the game, switching between wings of different length in connection
with the change in the environment shown in the background (Fig. 7).

Similar tricks have been also exploited in the ‘box’ sequences at the
end of our films. Each of the four boxes presents a particular paper-craft
object to metaphorically embody a given scientific content. In one case
(Fig. 2) we created a fake rotating paper calendar to mark the bat’s life cycle;
whereas in a second presentation, a sort of card game, operated by a pre-
tend knob by a ‘pixillation-like” hand, is used to illustrate the bone structure
in bat’s wings. Similarly, in another sequence, an imaginary chessboard
helps to present in a fun way the basic concepts of echolocation (Fig. 8).

Interactions for bridging the virtual and physical realms
Despite having been available for some decades, and attracted consid-
erable interest in various domains (among which in sectors such as the
medical, military and training), augmented reality (AR) technology has a
relativity limited use in education. While several studies have shown its
potential as a tool in learning processes [4] and how its use can effectively
stimulate the interest of students by enriching learning and reducing the
cognitive load [5], often AR is seen primarily as just another technological
gadget. In fact, achieving particularly relevant results within this specific
area of research lies outside the scopes its the integration in our project,
that should be instead intended primarily as a playful integration meant
to create curiosity in our public. In this direction, the AR integration in
our Bat-App has some degree of connection with two projects. The first

is a book created, ten years ago, by Unit Experimental, a research unit
based at the Polytechnic of Valencia, in Spain [6]. The book was intended
as a portable multimedia extension of the exhibit Pensar con las manos.
Los cuadernos de Isidro Ferrer & Pep Carrio. [7] in which various short
animated clips were associated with the compositions of the two Spanish
graphic designers. The Uniform Harrow city map [8] a promotional pro-
ject developed in 2018 by Liverpool’s based studio Uniform “to communi-
cate the benefits of a big redevelopment of the area to local residents in an
engaging way’ is another interesting reference for our Bat Pop-App.
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The project is based on a foldable map depicting the area interested
by a large redevelopment plan in London, that was widely distributed
among the local public. An AR app allows users to hold their phone or
tablet over the map to explore 3D animations and various multimedia
integrations presenting the project. More a promotional device than an
actual informative tool the project is a brilliant example of how a smooth
integration between physical and virtual information can enhance partici-
pation and experience.

On the track of these two examples, the key idea behind our integra-
tion of AR in out project about Chiroptera is that new generations, which
are nowadays fully comfortable with integrating digital technology in
every aspect of their daily existence, may be intrigued by superimpos-
ing it over an ‘exotic’ medium such as a paper book. In our Bat Pop-App
‘system’ we decided to push this assumption one step further by present-
ing them with a series of cut out shapes, printed in the final pages of the
booklet itself, to be directly cut and pasted in the booklet’s central pages,
to give shape to a pop-up 3D-like scenario that can be explored within an
Augmented Reality session.

Three themes - echolocation, habitats, and nutrition - were devel-
oped for the augmented visit, in which simple animations, triggered by
the exploration, are aimed at integrating in an interactive way the inform-
ative set in the book and in the animated films we have already discussed.

From a technical standpoint of view, Augmented Reality relies on
recognizing and tracking the physical world around us to superimpose
and integrate it with additional information, virtual objects, and interac-
tive capabilities.

Two different approaches are followed to produce the matching
between such different realities. Marker-based solutions rely on position-
ing in space virtual components (Qr Codes, and the like) that have a set
of formal characteristics that the software can ‘see’ and interpret. On the
contrary, the marker-less formula implies that the elements needed for
locating and tracking a target are somehow embedded in the scene itself.
Horizontal surfaces can be arranged, by positioning three-dimensional
objects in space that can be in turn interpreted as ‘implicit, and therefore
invisible to the user, markers. For our project we resolved to this second
option, so that the infrastructure - the actual paper pop-up models that
the users are invited to assemble in the central pages of our booklet - that
allows the interaction between the physical and the virtual domains
remains not immediately evident to the users.

Developed within a cross-platform graphics engine developed by
Unity Technologies for creating video games and other interactive con-
tents in real time, our AR app used the entire illustrated page as its target
image. The key idea behind this choice was making it possible to interact
with the pop-up that each user assembles on its copy of the booklet over-
coming the potential problem created by the unavoidable imperfections
produced by home-made cut, paste and assembling.

A different design solution has been implements for each the three
AR scenes. In one scenario, the full-page illustration of a bat with its
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Fig. 9. (left) Full-page
illustration and AR

contents.

Fig. 10. (right) Work-
ing of augmented real-
ity in the echolocation
page.
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mouth open (the mouth being formed by two simple pop-up elements)
is surrounded, once framed with in the screen of the app, by four virtual
clouds (Fig.9). By tapping on each of the clouds the user can visualize an
animated insect, that shortly after flies right in the bat’s mouth.

Another scene presents a night vision of a 3D small house model
located in an open space (fig. 10). The AR interaction with this set up
produces a simulated emission of the waves used by bats to eco-locate
obstacles, when the waves emitted in the simulation by the bat hit the
model house, the waves appear to bounce back offering a practical simula-
tion of the actual process. As an actual invisible “3D trick model” of the
house with the same dimensions as the one in the paper pop-up model is
virtually superimposed with it the user can navigate, just as the bat would
do, the space on the booklet page. The third and last AR pop-up presents
three different scenes: once targeted within the app the central one, rep-
resenting a cave in the woods, activates an animation in which a flock of
bats leaves the cave flying towards the user.

Conclusions
The Bat Pop-App interactive booklet we created for the visitors of the
Porto Conte Regional Park has been an opportunity to explore ways in
which the superimposition of the digital and the analogic realms may
create an informative space capable of attracting school kids in order to
disseminate some key scientific facts about bats.

A design team of seven people, including one animator and one
intern-animator, one illustrator/animator, one expert in the creation
of paper pop-ups, one expert in Augmented Reality development, one
graphic designer, and a creative supervisor, worked for several months in
collaboration with the Park’s educators to bring to life a hybrid informa-
tive format that combines the languages of illustration, animation, and
interactive design, offering an innovative approach to the dissemination
of scientific content.
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Abstract

Visualization enhances the ability to absorb and memorize knowledge, es-
pecially in areas such as Biochemistry, the basis of all Biology and Medicine,
where the object of study is essentially invisible. A scientific illustration of
biomolecules is necessarily abstract and symbolic, bound by specific norms
meant to simplify the message in an attractive way that’s clear and suitable
to the knowledge level of the receiver, sparking interest and holding the
attention long enough for the subject to be understood and memorized,
without letting the student, in his enthusiasm, mistake the metaphorical
representation for reality. To achieve this, it’s necessary for both teachers
and creators of illustrations (or models, physical and virtual) used in tea-
ching to be aware of the dangers of oversimplification, and to continually
ensure that the student knows that every model is a metaphor and that
there are many visualization models (all scientifically accurate, but tailored
to different purposes and scales), while adapting the visual discourse to the
abstraction capacity of the age group it is meant for.

Contribuigoes dos autores

Fernando Correia conceptualizou o artigo. Claudia Barrocas elaborou a
versao inicial. Fernando Correia editou, reviu e expandiu a versao inicial.
Todos os autores leram e aprovaram o manuscrito final.

1. Introducao

A ilustragdo cientifica ¢ uma componente da Comunicagdo de Ciéncia
centrada na imaggética criada para veicular e facilitar a assimila¢do do
conhecimento cientifico. Enquanto discurso e narrativa estrategicamente
formatados num produto visual congrega diversas metodologias, métodos
e formas, mais ou menos padronizadas, de figura¢ao, com estatuto e valor
documental que lhes permitem a paridade com o discurso verbal que
ilustram. Estas imagens extrapolam a func¢do presentativa e assumem a
capacidade de re-"apresentar” o objeto de estudo cientifico, constituindo
um modelo (construgio que simula, sem ser idéntica) por vezes proposita-
damente redutor nas caracteristicas visuais, mas que continua identifica-
vel e correlacionavel com a origem.

1& 2 Laboratério de Ilustragio Cientifica, Aveiro, Portugal
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1.1. A llustracao Quimica e Bioquimica
— principios e fundamentos.
Representar macro-estruturas biologicas, principalmente organismos, ¢
um exercicio complexo mas que tem vindo a ser maturado, em métodos e
técnicas, desde os periodos pré-cientificos e muito mais até ao presente,
com a adog¢do de padrdes consistentes, especificos para cada area do saber
cientifico. Ja a representagdo do mundo invisivel so se tornou possivel
quando surgiu o microscopio otico, e foi R. Hooke quem o trouxe para as
ciéncias naturais, usando-o para criar rigorosas ilustragdes de um mundo
desconhecido, na sua obra pioneira “Micrographia”, editada no século
XVII. Quando a tecnologia so-
freu nova revolugdo, passando
de lentes de vidro, para lentes
eletromagnéticas, um salto di-
mensional foi dado com incur-
(P AT, sdo no mundo onde a Biologia
§ y -‘, 27 & ;/ se funde com a Quimica.
w‘ [ r—— Veja-se, como exemplo,
as fotografias de microscopio
eletronico de varrimento onde se conseguem observar bactérias na sua
forma tridimensional, ou o microscopio eletronico de transmissdo que
nos permite ver diminutos virus, ou conjuntos de macromoléculas que
se coordenam para criarem membranas celulares, poros, filamentos do
citoesqueleto, etc.

ESTRUTURAS CELULARES. POLIMEROS

|7 e
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1.2. Literacia Visual

As visualizagdes (termo hoje aplicado a todo o produto imagético que me-
lhora a imaginagdo e experiéncia visual) podem ampliar a memoria visual
e, consequentemente, as fungdes cognitivas. Em Quimica/Bioquimica, as
imagens sdo usadas para transmitir eventos que sio dificeis de descrever
com palavras, de que sdo exemplo, a flexibilidade estrutural das proteinas,
o mecanismo pelo qual os iGes atravessam canais membranares, ou a
forma como a temperatura afeta a reatividade das moléculas.

Mas a complexidade do modelo
ilustrativo a criar depende do propd-
sito da mensagem a transmitir e do
publico-alvo a que se destina. Para
o primeiro parimetro, o ilustrador
necessita de colaborar em regime
proximidade com o investigador:
deve estar consciente do que se ja se
conhece, deve exercer uma sele¢do
ponderada do que € pertinente, do
que € acessorio mas facilita a contextualizacdo, e de tudo o que (para
aquela mensagem em particular) apenas criaria ruido e polui¢do visual.

O segundo fator também influencia a visualizacao a elaborar, mas cabe
apenas ao ilustrador, pois requer competéncias especiais para produzir
um produto visual capaz de suscitar interesse pelo tempo suficiente para
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Fig. 1. Escalas dimen-
sionais: diferentes
estruturas celulares, os
polimeros (macromo-
1éculas) que as formam
e 0s mondmeros (mo-
l1éculas) com os seus
constituintes atdmicos
(FCorreia e CBarrocas,
volume BioFOCO do
manual do 100 ano de
escolaridade. Cortesia
Areal Editores)

Fig. 2. Infografia
integrativa recorrendo
as ilustragdes cienti-
ficas para evidenciar

a complexidade da
matéria, desde a escala
atomica até a planeta-
ria. (Fernando Correia,
volume BioFOCO do
manual do 100 ano de
escolaridade. Cortesia
Areal Editores).
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que ocorra a assimilagdo da mensagem codificada na imagem.

A fusdo dos campos cientificos com a tecnologia e outras disciplinas
(arte, psicologia/neurociéncias, etologia e outras ciéncias sociais) pode
criar bases para a produgdo de imagens que nio so sao mais eficazes na
comunicacao de conceitos, mas facilitam a interpretagdo por parte de
nao-especialistas. Este tipo de imagens deve conseguir excitar e despertar a
vontade de estudar, ou seja, de investir tempo e recursos para descodificar
aimagem e encontrar-lhe significado [1]. A qualidade estética da imagem
funciona como o gatilho para uma sequéncia de fungdes comportamentais
e cognitivas: i) atitude inicial (interesse e/ou pré-disposi¢do); ii) capacidade
de leitura e descodificagdo; iii) avaliagdo da significAncia em fun¢do do
conhecimento pré-existente; iv) integracdo e/ou produgéo de novo conheci-
mento; vi) e memorizagao.

Para o especialista, a leitura destes codigos € quase inata, de tal for-
ma estdo mecanizados os processos aprendidos durante a sua formacio,
poupando tempo e recursos energéticos e neuronais. Porém, um nao-es-
pecialista necessita de uma imagem que gere um maior estimulo visual,
mais enfatica e com vetores que conduzam a leitura.

Estas sdo as bases da literacia, num qualquer dominio especifico,
mas a literacia ¢ um processo de duas vias, ndo se extingue na leitura, pois
também é preciso escrever e mais, saber o que escrever. Um ilustrador
quimico é, na pratica, um literato na literacia visual quimica, tal como o0 é
um especialista nessa drea — sendo que ambos sabem “ler” esse cddigo, o
ilustrador é quem sabera “escrever” (desenhar) melhor, mas € o cientista
quem possui o conhecimento para criar novos discursos (€ um produtor
de ciéncia). Ambos estdo obrigatoriamente umbilicados. A promogao da
literacia visual, em qualquer dominio das ciéncias naturais € vital, pelo
que a aprendizagem da quimica/bioquimica passa pela maior capacita¢do
representacional (aprender as convengdes cientificas, conhecer as novas
tecnologias informaticas, e desenvolver o pensamento critico) [2].

1.3. Breve contextualizacao quimica

e das particularidades da sua visualizagao

A matéria consiste em elementos quimicos (atomos idénticos), que se
podem reunir em compostos (contendo varios elementos, iguais ou dife-
rentes). Um atomo € formado por protdes, neutrdes e eletrdes. Os protdes
e neutrdes formam um nucleo carregado positivamente que mantém em
orbita eletrdes carregados negativamente, formando um atomo estavel e
eletricamente neutro. Os eletrdes organizam-se em orbitais; as mais exte-
riores estdo disponiveis para criar ligagdes com outros atomos, originando
moléculas. As ligagdes podem ser fortes (covalentes, idnicas e metalicas)
ou fracas (dipolo-dipolo e pontes de hidrogénio). As ligagdes fortes for-
mam moléculas, sais i6nicos e metais.

As moléculas que desempenham um papel ativo nos sistemas vivos
sdo designadas por biomoléculas e incluem grandes moléculas, como pro-
teinas, lipidos, DNA e RNA, bem como pequenas moléculas (designados
genericamente por metabolitos).
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As ligagOes fracas surgem entre partes da mesma molécula e entre esta
e outras moléculas, estabilizando estruturas tridimensionais, formando
complexos e ligando moléculas de forma transitdria, constitui a base de
muitos processos biologicos (ex., reacdes enzimaticas).

vz
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O campo da visualizagdo biomolecular lida com a representagio
grafica da estrutura, interagdo e fun¢do de biomoléculas, complexos bio-
moleculares, “mdquinas” moleculares e unidades bioldgicas funcionais
inteiras [3]. Hoje existem modelos dinamicos que permitem estender o
papel das imagens para uma fungao mais interventiva — por exemplo, ao
auxiliar no desenho de novas moléculas farmacéuticas com propriedades
especificas e personalizadas [4].

2. Metaforas convencionadas

Como uma molécula é 10-100 vezes mais pequena que 0 menor compri-
mento de onda do espectro de luz visivel, ndo exibe “cor”, nem sequer um
volume sdlido ou tangivel. Tentar ilustrar realisticamente uma molécula
resultaria em algo incompreensivel.

Resta uma solug¢do: criar uma metafora, especulativa mas ndo fanta-
siosa, que traduza visualmente as principais propriedades da molécula [5],
inferidas por observagdes indiretas. Estas metaforas respondem a conven-
¢Bes — de forma, estrutura, cor — que resultam de um acordo tacito entre
estudiosos do tema, com base em trés premissas basilares: 1) ser reconhe-
cidas como codigos visuais padronizados e sistematizados; 2) ser aceites
pela maioria da comunidade em que se insere; 3) responder aos quesitos
técnicos da reprodugdo a baixo custo [6]. As imagens resultantes tém um
poder semantico consistente, que enquadra e correlaciona o signo, o seu
significado e os seus referenciais no mundo fisico.

2.1. Atomos

E comum representar o &tomo com um nucleo e uma nuvem de ele-
troes que ocupam um volume esférico, mas para simplificar e diminuir o
ruido visual, ao representar moléculas cada atomo passa a ser uma esfera
de didmetro proporcional ao da mais externa camada de eletroes. Um
dtomo ndo possui “cor”, a cor atribuida as diferentes variedades € uma
convengao adotada por quimicos para facilitar o reconhecimento.

O primeiro modelo molecular surge em resposta a uma necessidade
comunicativa, decorrente das famosas palestras de divulgagdo cientifica
do London Royal Institution, como as populares “Friday-evening Dis-
courses” [7]. Em 1865, o quimico alemédo August von Hoffman apresentou
uma palestra sobre “O poder de combinagdo dos dtomos” e, para demons-
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Fig. 3. Ilustragdes
quimicas de atomos de
hidrogénio (H) e hélio
(He) e sua estrutura
(Fernando Correia).

Fig. 4. Ilustragdes qui-
micas de moléculas de
RNA e DNA (FCorreia
e CBarrocas, volume
BioFOCO do manual
do 10° ano de escola-
ridade. Cortesia Areal
Editores)
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Fig. 5. Bolas coloridas
usadas por Hoffman
para representar for-
mulas quimicas na sua

apresentacdo [8].
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trar as ligagOes quimicas entre os atomos, criou o primeiro modelo tridi-
mensional com bolas de croquet [8], furadas e unidas através de tubos de
latdo. Com esta visualizagdo improvisada, sugeriu pela primeira vez uma
configurag¢do tridimensional para as moléculas, diferenciando os atomos
através de uma notagdo cromatica.

As escolhas das cores estavam limitadas as das bolas de croquet
e, para cada atribui¢do baseou-se nas convengdes que ja vinham sendo
ensaiadas nos séculos anteriores:

- Carbono é preto porque é a cor do carvio.

- Oxigénio é vermelho porque ¢ necessario a combustao.

- Azoto ¢ azul porque € o elemento mais abundante da atmosfera, e o
céu ¢ azul.

- Hidrogénio € branco porque forma um gés incolor.

« Cloro é verde porque forma um gas esverdeado.

- Enxofre ¢ amarelo porque ¢é a cor da sua forma mineral.

- Fosforo ¢ laranja porque produz essa cor quando exposto a uma
chama

- Ferro ¢ castanho avermelhado porque enferruja.

Nos anos 50 do século XX, Robert Corey e Linus Pauling na CalTech
desenvolveram modelos atdmicos de madeira para construir modelos
moleculares. Rapidamente os kits se tornaram populares nas aulas de qui-
mica, refinados ainda por Walter Koltun no inicio dos anos 60, e ampla-
mente disseminados gragas a impressao a cores de livros e revistas [9]. O
codigo de cores usado por esses modelos ficou conhecido como “CPK” e
tem sofrido apenas ligeiras adaptagdes quando traduzido para programas
informaticos de visualizagdo molecular (um dos mais populares € o Jmol
, notagdo cromatica J).

Contudo, numa molécula composta por muitos atomos diferentes,
estas cores resultariam numa miscelanea incompreensivel. Por isso, a
cor de um modelo de molécula acaba por se resumir a fungdo de dife-
renciagdo entre grupos reativos e/ou sub-unidades moleculares. Ainda
¢ possivel ter coeréncia entre a cor e a natureza da molécula: aos lipidos
sdo atribuidos tons amarelados (emolunado a cor da familiar manteiga),
aos hidratos de carbono o branco ou castanho-caramelo, e as proteinas as
cores dos radicais que integram a sua estrutura [10] (verde-ciénico do ni-
quel, vermelho do ferro, azul-violeta do cobre). Ao contrario dos atomos,
algumas moléculas absorvem parte da onda incidente pelo que, em teoria,
poderiam exibir cor, mas s6 um conjunto puro do mesmo tipo de molécu-
las emite radiacdo suficiente para ter uma cor percetivel [11].

2.2. Moléculas

Os dados experimentais da cristalografia de raios-x e espectroscopia de
ressondncia magnética nuclear permitem conhecer a posi¢ao geométrica
dos atomos na molécula e construir modelos tridimensionais, mas € im-
portante reter que um modelo é uma abstragido metaforica que padroniza,
mas nfo pretende mostrar o “aspeto real” da molécula - é uma mera
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aproximacdo. A escolha do tipo de modelo depende da complexidade e
especificidade da informagao a transmitir, mas podem dividir-se entre
modelos atomicos (mais iconograficos, retratam diretamente os atomos e
ajudam a determinar algumas das propriedades moleculares) e os abstra-
tos (resumem a molécula a um esquema minimalista).

2.3. Modelos Atomicos de Ligacoes

Este tipo de modelo foca-se no esqueleto de ligagdes quimicas entre
atomos de cada composto molecular, que ajuda a prever grande parte das
propriedades quimicas do composto [3]. A formula eletronica de Lewis,
vinda diretamente da quimica, representa um “diagrama de liga¢des”

para moléculas onde os eletrdes de valéncia (pontos) sdo estabilizados por

ligagdes covalentes (linhas simples e multiplas).

As restantes formas estruturais organizam os atomos apenas com
base nas liga¢des , em cadeia aberta ou fechada (em anel). Os atomos
da cadeia podem estar dispostos num mesmo plano ou adquirir uma
distribui¢do tridimensional, usando-se linhas ou tridngulos a negro para
mostrar diferentes arranjos espaciais e isomeros geométricos [12].

O modelo adaptado de von Hoffman ¢ designado por modelo de
bolas e varetas e da énfase as ligagdes, sacrificando informagao relevante

(ligagGes duplas e simples sdo indistinguiveis) mas permitindo explorar os

angulos de ligacdo bem como as distancias entre os atomos que consti-
tuem essa molécula e inferir a forma espacial da molécula.

2.4. Modelos Atomicos de Superficie

Os modelos de superficie apresentam apenas o interface entre a molécula

e 0o ambiente em que se insere [13, 14], pois sdo as caracteristicas e pro-
priedades da superficie molecular que determinam a complementaridade
entre enzima e substrato, a solubilidade, etc, permitindo que os processos
bioldgicos efetivamente ocorram. O modelo mais usado € o modelo de
superficie por espago preenchido, onde cada atomo € representado por uma
esfera de raio proporcional ao raio atdmico do respetivo elemento. Estu-
dos demonstraram que os atomos que compdem uma molécula mantém
distancias fixas entre si, 0 que cria uma capsula virtual com um raio desig-
nado por raio de van der Waals. A superficie que resulta da soma de todas
as esferas numa molécula define a superficie molecular, ou superficie de
van der Waals (SVDW). Este modelo € o que mais se aproxima da reali-
dade, mas continua a ser limitado: a camada externa de atomos oculta os
atomos mais internos e as ligagdes (dire¢des, distdncias e angulagdes),
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Fig. 6. Ilustracoes
quimicas de uma mo-
lécula de beta-D-glu-
cose, segundo os varios
tipos de representagio
mais comuns em
ilustragdo quimica
(FCorreia e SMartin,
volume BioFOCO do
manual do 10° ano de
escolaridade. Cortesia
Areal Editores) e uma
molécula EcoR1, onde
se observa a superficie
suavizada e inflada de
ambas as subunidades
que compdem esta
enzima (CBarrocas ©

FCorreia).
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Fig. 7. llustragdes
quimicas de uma
proteina de grandes
dimensbes —a he-
moglobina — desdo-
brada nos diferentes
niveis estruturais,
com diferentes modos
de representagdo
(FCorreia e CBarrocas,
volume BioFOCO do
manual do 10° ano de
escolaridade. Cortesia
Areal Editores).
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embora todas elas sejam computadas para criar o modelo molecular.

A superficie van der Waals (SVDW) delimita o volume molecular e deter-
mina a topografia, mas resulta em vales mais ou menos profundos, que aca-
bam por estar inacessiveis a outras moléculas ou atomos — sao quimicamente
irrelevantes. Novos modelos refinam a SVDW para criar uma “superficie rea-
tiva” [15], com topografia suavizada e ligeiramente inflada, que representa as
regides da molécula que podem contactar com uma molécula de solvente [3].

2.5. Modelos Abstratos de Representacao Molecular
A necessidade de simplificar modelos, tornando-os mais intuitivos e
didaticos, levou a criagdo de modelos abstratos que simplificam modelos
excessivamente complexos (proteinas, acidos nucleicos, etc.), quando o que
importa percecionar ¢ a forma molecular geral. Surgem assim as represen-
tagdes cartune (cartoon) para proteinas, retratando as cadeias peptidicas
como “fitas helicoidais” (hélices alfa) e “fitas planas com seta” (folhas beta
pregueadas). Criadas na década de 70 por Jane Richardson, deram inicio
auma nova era na interpretagdo e
® @, e rinkicliry representacdo de proteinas, sendo
amplamente adotadas [16]. Mais
tarde, vulgarizou-se uma segunda
s i s s S simplificagdo das fitas recorrendo a
v“‘k‘\({ V\I{ N “cilindros” longos e maledveis (con-
Y (ﬁ‘i SR @ tendo ﬁtas de Richardson), dobraf'los
sobre si mesmos num novelo, clarifi-
; . o cando a estrutura terciaria e o volume
w \ f";:“w real das proteinas. A combinagio de
= O fitas e cilindros ajuda a uma percec¢io
mais realista.

Outras macromoléculas ndo proteicas, como o DNA, sdo represen-
tadas com figuragdes geométricas similares: uma escada em forma de
dupla hélice, em que as fitas (ou cilindros) representam o esqueleto de
agucares-fosfato e os “degraus” (varetas ou elipsoides), representam os
nucleotidos complementares [3]. Hoje em dia, existem varias tecnologias
de visualizacdo moleculares de livre utiliza¢do? que aferem os dados intro-
duzidos e geram modelos tridimensionais de alta qualidade.

2.6.Das Moléculas as Estruturas Celulares

A complexidade de uma macromolécula, seja uma proteina ou uma
juncdo de varias moléculas (ribossoma composto por RNA ribossomico e
proteinas) ¢ tal que os modelos de superficie podem dificultar a visualiza-
¢do dos fendmenos celulares em que estdo envolvidas (movimentagdo de
solutos, agdes enzimaticas, etc.). A solugdo passa por uma sequéncia de
imagens, criando uma narrativa visual em varios passos, evidenciando as
alteragGes estruturais em cada um dos momentos. Uma ilustragdo de di-
mensio mais proxima a microscopica implica escalas menores, um campo

3 htty 1ps ://avogadro.cc/ - https://molview.org/ - https://www.ncbi.nlm.nih.gov/Structure/icn3d/icnzd.
html, - https://jmol.sourceforge.net/screenshots/



ILUSTRAGAQ (BIO)MOLEGULAR - QUANDO A METAFORA ASSUME A REALIDADE 219
Fernando J. S. Correia and Claudia A. Barrocas = fjorgescorreia@sapo.pt

de visdo maior (para abarcar todas as Fig. 8. llustragio

estruturas) e obriga a simplifica¢o, cientifica exemplifi-
descartando detalhes em prol de cativa da transmissdo
facilitar a leitura, mantendo formas, do impulso nervoso
vistas, posi¢des, e cores consistentes através de uma sinapse
para permitir correlagdes entre dife- quimica (FCorreia e
rentes partes da sequéncia. Abrem-se CBarrocas, volume
assim verdadeiras janelas imersivas BioFOCO do manual

para ambientes microscopicos, facilitando a interpretagio e consequente do 10° ano de escola-

compreensido do fenomeno em causa [17]. ridade. Cortesia Areal

Editores).

3. Conclusoes

Em Quimica, tal como noutras ciéncias naturais, recorre-se cada vez
mais a imagens para descrever e explicar resultados experimentais. Esta
constatagdo € ainda mais pronunciada, ndo na quimica representacional
(simbolos, equagdes, estereoquimica, etc.), mas no ambito da microqui-
mica (dominio molecular, atdmico e cinético, com representagdes a nivel
submicroscdpico) [18].

Esta abordagem comunicativa surge a partir de meados do século
XIX e esta fortemente implantada no século XX [19], com imagens que,
apesar de subjetivas, possuem uma carga de especulacdo limitada e
controlada pelos dados. A complexidade da bioquimica exige a criagdo
de ferramentas programaveis para modelagao tridimensional e uma
crescente literacia cientifica para saber ler e interpretar essas imagens. A
fase de aprendizagem ¢ critica para alunos do ensino basico, secundario
e superior, e deve ter-se o cuidado de reforcar a assimilagdo paulatina de
aprendizagens, em prol de uma maior literacia visual e cientifica, além
da tecnologica [20, 21]. Isto passa pela consolidagdo das convengdes e do
seu significado na linguagem de visual em vigor — que € preciso conhecer,
interpretar e usar de forma correta para que nao resultem em percecdes
desajustadas [22]. Varios autores (Barnea, 2000; Gilbert, 2007; Ferk et al.,
2003) [20, 23, 24], salientam a importéncia de se desenvolverem habilida-
des de visualizagio, literacia visual e capacidades metavisuais nos alunos
[19]. S assim poderdo atribuir significado a essas metaforas visuais e
interligar conhecimentos de varias fontes, para consolidar conhecimen-
tos pré-existentes e gerar novos conhecimentos. Nesta fase, os atores
devem ndo so saber ver esta tipologia de imagens como veiculos efeti-
vos de Comunicagdo, bem como estarem convictos que o pensamento
visual pode ser uma ferramenta para resolver problemas cientificos [25].
Simultaneamente devem reconhecer que todos os modelos de visualiza-
¢do sdo hipoteses graficas e que tém limitagdes dependendo dos objetivos
a demonstrar. Segundo Oliveira (2010, p. 229) [26], “as diferengas entre
oreal e o conceitual ndo sdo trabalhadas no ensino médio, seja porque os
professores nio lhes atribuem relevincia, seja porque ainda sdo bastante
influenciados pelo realismo da ciéncia moderna”, dificultando a distin-
¢do, por parte dos estudantes, entre modelo e realidade, “entre o que é
pensado e o proprio existente” [27, 28].
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Este exercicio de sensibiliza¢do e consciencializagdo para a quimica
visual deve ser feito desde o primeiro contacto do estudante com a disci-
plina. Os manuais escolares sdo um dos instrumentos de apoio pedago-
gico onde as imagens devem evitar a hipersimplifica¢do usual, apre-
sentando os alunos aos varios modelos de visualizagdes, convengdes e
notagdes mais — sempre adequando o discurso visual a capacidade de
abstra¢do cognitiva de cada faixa etdria. O parque imagético dos ma-
nuais escolares, em vigor para 0 109, 11° e 12° ano de escolaridade edita-
dos pela Areal Editores — onde os autores deste artigo aplicaram estes
principios e entendimento — sdo um exemplo que atesta essas premissas
basilares, afastando-se do paradigma que ainda impera. A validagao
deste pressuposto foi feita a varios niveis: internamente, pelos proprios
ilustradores (que criaram novas ilustragdes validadas por especialistas)
e, de seguida, pelo corpo de autores do manual (textos) e dos responsa-
veis pela revisdo editorial (com larga experiéncia na criagdo deste tipo
de produtos); e externamente, pelo corpo de revisores indicados pelo
Ministério de Educagio (especialistas isentos sem conflito de interes-
ses) e depois, pelos professores do ensino secundario que o elegeram e
adotaram. Estes manuais encontram-se entre o 2 e 3° lugar no ranking
das adogdes em escolas do ensino secundario, a nivel nacional (censos
Pordata, para continente e ilhas).
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Abstract

The draughtswoman Ana Aragdo created a mural of 50 meters with a
continuous roll of illustrations and illustrated panels related to her literary
references - many of them inspire her own work - for book publishers Porto
Editora/Bertrand Editora. The point of this work, called Universe of Books,

is the creation of a visual narrative about literature, writers and characters
in one major illustration and small isles of illustration in the exhibition area.
Aragdo drew her own literary universe. The black and white illustrations re-
veal themselves as allusions and homages to writers such as José Saramago,
Sophia de Mello Breyner Andresen, Fernando Pessoa, and Lewis Carroll.
The artist maps her imagination through drawing, reinterpreting episodes
and excerpts of some books that inspire her, iconic photographs of writers
or sites, and by creating completely imagined scenarios. The absence of
borders between drawings create a state of apparent collage, allowing the
viewer to easily pass from one literary world into another, in some cases
combining them altogether. Aragio transformed outstanding books and
literary auras into distinctive and peculiar drawings with stacked up buildin-
gs, crowded spaces, subjective atmospheres and surreal scenarios. In sum,
Aragio created abstract and labyrinthic maps of her literary universe throu-
gh her métier. Her metafictional work establishes links between different
narratives, instead of creating detachments among them.

1. Drawing Between the Seen and the Unseen

Martin Salisbury (2022) stated that “[o]ne of the difficulties inherent
in using words to write or speak about drawing is the fact that, ultimately,
drawing is itself a language” [1]. That is what happens with Ana Aragdo’s
work. Drawing is her main language, method, and research. In a way,
drawing is a language that opens up an in-between place for her work,
between illustration and fine arts. Linear and non-linear marks intention-
ally conduct us to a drawing-based expressive art, to her visual narrative.
Aragio thinks visually, but words also have an important place in her crea-
tion. She often draws an essay where she narrates her inner journey into
an illusory three-dimensional space inhabited by an inverted world(s),
by meanings and reinterpretations that only she can find in literature,
through a process of alterity. In the illustrations called Universe of Books for

1 Ph.D. student in Media Arts. Grant by FCT - Foundation for Science and Technology / EU / ESF /
POCH Programme, reference SFRH/BD/131849/2017. University of Beira Interior, Department of Arts /
LabCom - Communication and Arts, Rua Marqués d” Avila e Bolama, 6201-001 Covilhd, Portugal
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book publishers Porto Editora/Bertrand Editora - in a mural of 50 meters
and illustrated panels placed in an area of 200 square meters at Lisbon
Book Fair 2022 -, Aragdo tries to unveil her literary references within a
kind of holistic space, by converting stories, phrases, and words into a
visual aesthetic experience through lines, shapes, tones, light, shadows,
rhythm, textures, movement, and space [Fig. 1], using only a black Bic
ballpoint pen. In this case, however, Aragdo does not adapt a reality from
her point of view, she adapts pieces

from literary artworks to her point Fig. 1. Detail of one of
of view, endowing fictional stories the illustrated panels
with an architectural aura and sense at Lisbon Book Fair
of spatiality. The images conceived 2022. © Ana Aragdo’s
for her literary universe result from Instagram

reality, just as archival photographic
records, but also, and mostly, from
her imagination.

In her work, the hand-drawn line can be understood as a tool for
expressing a more emotional response and an ally to memory. There is an
harmonious dialogue between different authors and respective artworks
and some key literary moments for Aragdo that the viewer becomes to
acknowledge. As Salisbury (2022) said: “It resonates naturally with the
concept of ‘thinking through drawing’ - drawn lines or written words
forming on paper, needing to be seen, heard out loud and ‘felt’ as they
emerge” [2]. Aragdo unveils suggested backgrounds and atmospheres,
making the drawn shapes, figures, and words (that is, quotations) seen
and heard. An illustration artwork about literary artworks within real and/
or fictional worlds and/or mystical and mythical creatures, characters, or
plots makes the unreal real and vice-versa. Aragio’s impetus resembles
that of Salisbury’s (2022): “Drawing is a way for me to communicate with
my unconscious, to generate ideas and to give physical form to the things
in my head. My drawing has always been a bridge to the imagination” [3].
On one hand, those drawn imaginary fragments taken from readings help
to reveal her memory, accompanied by words, phrases or verses drawn, a
way for her to externalize emotions. On the other hand, these are imagi-
nary drawings that show imaginary stories or, almost, seem to declaim
invisible poetry or prose.

Location is always an important element to a given story and it is
s0 in Aragdo’s work. Real and imaginary places inhabit her drawings.

As Aragio states: “All places, characters, objects, words, quotations and
small events are possible vanishing points”* [4, own translation]. In this
case, she does not make use of graphic satire and social or urbanistic
comment, but preserves instead the tones of visual humour and comic
effect, giving strong privilege to the use of visual metaphor, distortion,
and exaggeration or out of scale, but also analepses, prolepses, “acrobatic
temporal leaps and a presentification of the great Authors who accompany

2 Original text: “Todos os lugares, personagens, objetos, palavras, citagSes e pequenos acontecimentos
sdo possiveis pontos de fuga...].”
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us because the nature of simple words is not perishable” [5, own transla-
tion]. There is how time rises up here as an indispensable feature to define
her “Universe”. She invests in a subjective aesthetics and style, poetic and
subversive, where the ballpoint pen is the great ally - and the single tool.
This method allows her to create hyper-semantics, by making a case for
timelessness as a mirror of various eras, literary and non-literary art styles
and aesthetics, writers, currents of thoughts, and cultural, social and
historical contexts, as it similarly happened with previous works from her
solo exhibitions Future Frames (2016), Vertical Reclamation of Individual
Spaces (2018), and S.M.L.LX. (2019), for example. In that way, Aragao’s
drawings cultivate a strong presence of metafiction (Waugh, 2001) [6] and
meta-image supported by hypertext, citation, and homage. The evoca-
tions in Universe of Books not only delve into Aragio’s literary selections
but also into the way in which she deconstructs her own work and stirs up
the pathos in the viewer.

The project Universe of Books allows us to argue that Aragao draws to
write. Her visual calligraphy leads us to discover utopian (de)construc-
tions that are simultaneously dystopian, dreamlike, poetic, and loqua-
cious tellers of visual stories. This goes on the path of Frangois Schuiten
and Benoit Peeters, who also created imaginary, parallel worlds with ar-
chitectural designs reinterpreted from real cities in a gloomy way, devoted
to Jorge Luis Borges’ metaphysical surrealism and magical realism, with
whom Aragio has a special conceptual affinity. Borges’ babelian library is
implicit in the visual narrative of the Universe of Books. This is another one
of her works that perpetuate the labyrinthine nature of her style through
intericonicity and surrealism, not forgetting the references to Lewis Car-
roll’s Alice in Wonderland [Fig. 2]. Her graphic research and the herme-
neutics of drawing also owe much to words. The concept of metapictures
can be worthily applied here, conceptualised by Winfried N6th and Nina
Bishara’s (2007) as “a picture about a picture or a picture of a picture” [7]
or a picture quoting a picture in a new style, already theorized in Picture
Theory: Essays on Verbal and Visual Representation, by W.J.T. Mitchell
(1994) [8]. These illustrations contradict foreseeable and preconceived
expectations, because her cities are as rhizomatic as her thoughts. This is
her fictional landscape, and this is her mental/conceptual landscape for
the literary field, where she brings together improbable and impossible,
fantasized, and experienced scenarios.

From the “invisible geography of ideas
in space” (Aragdo, 28/10/2019, Instagram)
to maps and landscapes provided by books,
according to Aragao, we move into the
constant evocation of the map, especially
the concept of mental map (conceptual/
rational) and the possibilities of simultane-
ous or overlapping of layers from different
times, multiple references, and various

3 Original text: “[...] saltos temporais acrobéticos e uma presentificagdo dos grandes Autores que nos
acompanham porque a natureza das palavras simples nao é perecivel.”
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narratives. Aragdo’s subjective cartographies are an expression of the
reality-fiction dichotomy that feeds a point of view she adopted between
utopia and dystopia. As a rule, the visual composition of Aragio’s work
favours metaphor, ruin(s), the future, the improbable, the exquisite, the
misshapen, the enigmatic, the myth, the city, irony, reality, and the imagi-
nary representation.

As a builder of cities, megastructures and projects that are always hy-
pothetical, visionary, idealistic, unrealistic, impractical, overimaginative,
utopian, and, as such, impossible, Aragdo generally titles her works as
anagrafias. Anagrafia is understood in the sense of negation, of inversion
of anything, which the prefix ana- provides. This means that Ana Aragdo’s
works follow an unconventional and anachronistic way. Her identity is,
therefore, composed of various identities: the woman who imagines dif-
ferent realities, the woman who creates a reality out of different fictional
worlds, the woman who gives life to a wide range of literary texts by
drawing, all densely concentrated in a single space. There, her identity
is multiplied, almost polifonically (Vila Maior, 1994) [9]: the draughts-
woman Aragao dialogues with the reader Aragao, the rational Aragao and
the emotional Aragdo, being the same self'in different worlds, and being
different selves in the same world. This project is a map of all these selves.

We face a continuous drawing populated by several drawings that reaf-
firm the denomination of “time machine”, several pasts, but also several
presents, to prospect the unknown future. The “invented images” and
“images of images” are recurrent in her work process, the latter including
“exercises for recreating existing images, which I admire, which I research
and which, perhaps, I do not understand” (Aragdo, 18/10/2019, Instagram).
In some works, if the linguistic tools, related to the field of style, appear in
aveiled way, they are exposed by the motto of the work. That will justify
some of Aragdo’s strategies to create semantics not out of words but of
images instead. Aragao admits to be amazed by the word, highlighting the
value and beauty she finds in it, its ability to adapt to different contexts. The
ability of someone says something that means something else seduces her,
so she tries to do the same with her line, by creating a polysemous line and
exploring the poetics of visual language. She creates graphic poetry. For
Aragao, in general, there is very little that is literal.

In addition to the visual discourse on a visual discourse, Aragdo also
inserts verbal discourse. Therefore, whether in literature or in visual arts,
the text and the image are the results of a mosaic of quotations, absorp-
tions, and transformations, also defended by Roland Barthes (1977) [10],
due to the uninterrupted presence of previous or contemporary refer-
ences. At the launch of MA IV Imaginar magazine (2021), the conflicts
that the concepts of reality and imagination raise and how it is difficult to
establish borders was highlighted. In that event, the geographer Alvaro
Domingues stated that reality is affected by what can be proven to exist,
and, as such, there is “a generous field for everything we can imagine,
and once imagined, it comes to exist™ [11, own translation]. And he adds

4 Original text: “[...] um campo generoso para tudo aquilo que podemos imaginar, e, sendo imaginado,
passa a existir.”
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that “reality does not exist if it is not fictionalised, because to fictionalise
is to give names to things, to understand their meanings, some think that
itis also to understand their essence and how they relate to each other”
[12, own translation]. The discourse formulated by Aragdo constitutes an
hybrid narrative of narratives. This work is perhaps the most explicit of
what Aragdo (2022) had stated:

My drawings are realistic. It is a reality, if you like, seen through the
eyes of fiction, or, on the contrary, a fiction built from reality. Anyway,
there is always this relationship. There is a base that is anchored in
reality. I would say that reality is part of fiction. Graphically, reality
breaks down into parts; if we were to tear reality apart, those pieces
would be the pieces of fiction that will be created. [13]

2. Turning Literature into lllustration

The project Universe of Books joins her fictional worlds in paper archi-
tecture, following the lineage of Archigram, and in illustration with

the fictional or even real worlds of many Portuguese and international
literary authors. Her graphic narrative and research on how to put words
in drawings include necessarily the city, the landscape, and urbanism in
an imaginary and fictional way, being influenced by the fluid, dreamlike,
and surrealist marks of Madelon Vriesendrop’s work, and by her ability to
cross disjunctive memories and fragments of reality in a sphere of multi-
ple arts. Aragao (2022) stated that:

Fiction is just a disruption, if you like, a different way of grouping
reality, perhaps with the same words as reality, except that the words of
reality are in a different order or do not make the same sense, as in the
case of Alice in On the Other Side of the Mirror, where you understand the
meaning of all words (individually) that the Cheshire Cat says, but you
do not understand what he is saying as a whole because the words are not
grouped together the way they make sense. [14]

Aragdo’s scenarios have many geometrical buildings, megastruc-
tures, deformed houses, and hyperbolic shapes, and, at the same time,
more traditional, rural, and intimate features, but of irregular sizes and
aspect. Aragao is able to make an epic caravel suddenly appear, or to posi-
tion several human figures without defined identity, apparently anony-
mous, all over her literary spaces, in interaction with the illustration’s
space and books. It may be said that they are a reflex of the draughts-
woman herself traveling over the many stories she chose to retell by
drawing or quoting; or they are each and every single reader - “the special
anonymous characters’™ [15, own translation] - who has his own way to
behave and enjoy books; or they are, in some way, imbued by the spirit
of the characters; or it is all of this at once. If we look carefully, we find
some of these human silhouettes with ornaments such as an eye patch,

5 Original text: “[...] a realidade ndo existe se ndo for ficcionada, porque ficcionar ¢ dar nomes as coisas,
¢€ perceber-lhes os significados, alguns acham que é também perceber-lhes a esséncia, é perceber como é
que elas se relacionam umas com as outras.”

6 Original text: “[...] as especiais personagens anénimas [...]”
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laurel wreath, and neckband associated with the Portuguese poet Luis de
Camodes, or the Little Prince’s crown.

We can find cities whose streets form labyrinths, some ending in a Fig. 3. Ana Arago’s
lighthouse that meets the sea, perhaps an allusion to the novel Invisible mural drawings. © Ana
Cities, by Italo Calvino. The books are a key to map out the creative action Aragio

of Aragao [Fig. 3]: there is a bridge coming from nowhere giving access to a
place/city whose stairs take the form of book spines; some houses are made
up of books with windows instead of name tags, walls, roofs, or tiles. Some
punctuation marks are scattered all over the landscape - “dice with more
dots and books with less punctuation”” [16, own translation] - or as “win-
dows” on the sides of bookshelves-buildings, and letters appear mysteri-
ously on the facades or coming out of the books on the shelves, well beyond
the mere condition of adornment. Aragao blends different architectural
aesthetics in the book spines, alluding to other cultures and epochs. A cross-
section in a building allows the viewer to peek inside the details of the read-
ers’ everyday life and see how books fill the house rooms. In general, the
doors are drawn like sheets of paper, and many books and sheets of paper
simulate clothes hanging on the windowsills. There are delirious scenarios
of stacked books and random letters drawn in rooms and on facades, which
cohabit cities made by piled houses, whose ceilings are open books, all very
close together or evoking the dense and crowded composition of Eastern
cities, defying gravity as if being born from a long sheet of paper held by
“the doubled man who finally turns the page of this endless Universe”
[17, own translation] [Fig. 6]. In Aragdo’s world, books can be staircases or
columns that support the infrastructures, which appear to be books.
Further, Aragdo depicts an iconic photograph of the Portuguese
poet Sophia de Mello Breyner Andresen. The poet is in the middle of
a circular pond of water lilies which is, simultaneously, a library with
maritime elements that reflect Sophia’s core poetic key element: the sea
- the eternal A Menina do Mar (1958). The poet is seconded by a window
in her background with a forest, alluding to her children’s tale A Fada
Oriana (1964) or O Cavaleiro da Dinamarca (1964). We can also see piles
of disordered, toppling, tilted and open books on the top of columns with
flowers - someone holding up A Maior Flor do Mundo (2001), by Saramago
-, mushrooms, vegetation, and buildings with roots and sinuous forms
emerging from books, as if coming to life.

7 Original text: “[...] dados com pontinhos a mais e livros com pontuag@o a menos.”
8 Original text: “E o homem duplicado quem vira por fim a pagina deste interminavel Universo.”
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Aragdo turns walls into typewriters (a machine associated with the
romantic side of writing or just with the old-fashioned way of the metier
of writing), accompanied by piled-up pieces of Lego and knocked-over
books, as if they had catastrophically fallen from a shelf or emerged from
a battle. A human figure on horseback and rigorously dressed as a knight
accentuates this journey to the past. The educational/didactic and playful
nature of reading is thus reinforced. All books have windows and many
bookshelves are depicted as buildings, where we also can find doors in
some facades, and front drawers labeled as theater, prose, diary, essay,
poetry, and novel, introducing a range of literary genres. That is, windows,
drawers, and doors are seen as ways of stepping into other dimensions.

An improvised Tower of Babel, under construction, is made of piled
books; the characters Alice, White Rabbit, and Cheshire Cat - with bright
eyes and smile coming out of the dark - are depicted as well, together
with an ace of spades, as a book cover. They highlight the fantastic,
the surreal, and parallel worlds which literature provides and Aragao
likes to work [Fig. 3]. Sofas, lamps, stairs, and benches have a subtle but
important presence as elements associated with reading. As our gaze
continues, suddenly, slides and escalators appear. They exemplify the
unexpected and subversive elements that the draughtswoman usually
introduces in her work. In some books, instead of pages, we see musi-
cal notes, pulleys, books within books, and letters highlighting terms
such as metaphor, euphemism, feminism, graphics, anaphora, romance,
and irony - all useful tools to write but also to draw, to expand imagina-

A ﬁ-’u% S
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tion, and rebuild reality. We also find out that different types of lines in
different directions seem to create textures that cannot be touched but
can be imagined; arches are made of books; capitals are made of drawers
and sheets of paper or even books; bookshelves house books and houses
behind the curtains, like a little twist of magic; door handles reminisce
the story of Beauty and the Beast or have surprised eyes and eyebrows;
and bookshelves are turned into chests (of stories). Among the books, we
find drawing and painting supplies, but also typewriters, shelves growing
in different and inclined directions, (dis)organized, colliding with each
other, piled up, and phrases such as “Where are you going” subtly written
on papers sticking out of windows.

Aragdo uses the Convent of Mafra’s library, which is also used as the
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setting for José Saramago’s Baltasar and Blimunda (1982) as the primary Fig. 5. Ana Aragdo’s
space for her world. There, she combines seahorses, an allusion to the mural drawings. © Ana
work of Sophia de Mello Breyner, with other symbols. The checkered floor  Aragio

is a game board chess from Alice in Wonderland; she defies conventional

notions of perspective and an elephant suddenly shows up with the cara-

pace of Albrecht Diirer’s rhinoceros; and excerpts from Saramago and So-

phia’s works are also included [Fig. 4]. Books are spread all over the floor;

various characters, historical monuments, landscapes and other kinds of

symbolic elements sit on the books’ stories they represent [Fig. 6]; a Ferris

wheel, where the baskets are houses foreshadowing book launches, the

biblical tree of sin and the serpent from the Old Testament are other hy-

pertexts represented; a large dam/dike that is, actually, a large bookshelf

or library and a city made of book skyscrapers display titles from diverse

fields on their facades, including The Pearl, The Divine Comedy, Ficciones,

Maus, A Maior Flor do Mundo and Die Verwandlung. All of this constitutes

a colossal arena of stories and Aragdo’s personal expression about the

magnitude of human knowledge [Fig. 4].

Quotations are written as wishes to come true on the pages of the Fig. 6. Ana Aragio’s
books, on the walls and roofs of buildings, as if drawing a rainbow or mural drawings. © Ana
beam of light over the blackened sky, filling Saramago’s birdhouse, onthe ~ Aragio
top of the mountains, filling what could be a sea, a river or even the land
where several half-opened books rest like houses or anchored or even
winged boats. The famous portrait of Portuguese poet Fernando Pessoa
walking through downtown Lisbon was converted into a dangerous walk
on a wire, and the mythical Sisyphus pushes the stone up the mountain.

These are other two references depicted in this project, together with
mountains as a gigantic snail with a compass in its shell, prominently
displayed between book-buildings [Fig. 5].
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3. The Continuous Drawing of Aragao’s Literature Universe
Aragdo’s drawings are mostly fed by imagination, putting on a higher level
what she thinks and feels rather than what she sees. Her inner eyes over-
come the observational drawing. Aragio approaches the /ine as Roland
Barthes (2007) characterized it: as a graphic and a linguistic sign [18].
This endless territory of creativity stands out by fictional illustrated maps,
which are highlighted by the black and white colours. This chromatic syn-
thesis has an emotional dimension with absent borders, evoking the world
of dreams, to the groves and forests of vegetation and other elements of
nature. At the same time, this synthesis keeps clear the massive presence
of the groves and forests of houses, instigating daydreams and aspiring to
inaccessible worlds - which always proved to be a starting point. Further,
the black and white stimulates a metaphysical value between the reigns of
emotion and reason and creates a mysterious atmosphere. Michel Pastou-
reau (2014) found in black a kind of “abstraction” as “a fertile expressive
ground” [19, own translation].

Aragao chose to pursue the interpretation of reality and fiction
through drawing. She uses paper architecture to interpret charismatic
passages from the endless territory that is literature in its many genres,
languages, cultural and social backgrounds. Using such a traditional tech-
nique, drawing, Aragao appears as if suspended over her own invented
map, a continuous and personal literary map, and for that, “[a]t the heart
of all illustration, drawing plays a vital role” [20] with complex images full
of micro-narratives and a layered landscape. Her literary universe is thus
mirrored in the abstraction and symbolic language that a map provides,
demanding a deep understanding by the viewer of the subject to be able
to get involved and see the message as a narrative. Aragdo’s method does
not comprise a representation, a portrayal, or even a description of the
literary works selected. Instead, it seems like a game performed from her
usual architectural perspective.

The Archigram founder Peter Cook (2019) said that “[a] transfigured
city can stay in the mind because it can nearly exist - it can be related to
the pre-existent city. It is by no means abstractly conceptual. It might, of
course, be unlikely, but always possible” [21]. Aragido went further by bring-
ing the (im)possible stories into her (im)possible city. “Just like books, the
city is equivalent to an analog universe of endless hyperlinks”* [22, own
translation]; there is always something to relate to, with places that we do
not actually see and live in, but which are embodied in the version that
the imagination can best define. Thus, through her Universe, the drawing
guides the viewer, like a magnetized compass: starting from what he knows,
he is driven to try to reach the unknown, the surprise, the not expected
to find. What we read helps to unravel our intuitions. The techniques she
used do not include collage, but it seems so, as the viewer discovers the
passage from one literary world into another or the intersection of stories
perceived while walking alongside the mural. In this way, her work becomes

9 Original text: “abstracgdo um terreno expressivo fértil”

10 Original text: “[...] tal como os livros, a cidade equivale a um analégico universo de infindaveis
hiperligagdes.”
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metafictional creating fiction over fiction, creating new narratives over the
pre-existent narratives. This explains the fusion of her imagined cities with
the images suggested by the stories narrated by books:

Why do I consider important the thought of what does not happen, the
idea of an imagined city? It is not just the memory of what happened,
but it is also the memory of what did not happen that allows us to
decide. We also decide by resorting to what did not happen, but which
we imagined.11 [23, own translation]

Aragdo’s project Universe of Books intends to sustain indeterminacy, indefi-
nition, and the spontaneity of the city. She sought to explore simultaneously
both the experience of the city and the experience of the book in an entan-
gled way. The stories on books paper that make the reader travel, imagine,
and escape do not distance themselves from drawing on drawing paper that
promotes the action of the viewer - as well as that of the reader. In this mu-
ral, we find that the city is experienced daily and deeper if between lighter
and more demanding readings, between smaller and bigger trips. Thus, it
becomes possible to live the story through drawing and to live the drawing
through its meaning, through the journey it promises. If a book can confront
us with both reality and fiction, Aragdo’s drawings also encourage this con-
frontation, or intersection, by creating imagined cities to be observed and
read, where reality and imagination are often entwined.

“In this Universe [of Books], all the books have already been written
and all are yet to be written, simultaneously”* [24, own translation],
hence the importance of remembering the many books already written,
the many stories already known and repeatedly read, but also the ones
that could be written. Aragdo shows gnawed books, worn-out eventually
by use; many parachutes - which she confesses being “never enough” -
which graphically represent the ways of smoothing out the flights that the
readings provide; air highways which, contrary to their literal meaning,
are often created to arrive slowly; and she challenges the conventionality
of shapes, giving mystery to an unexpected object with a spherical shape
whose centre is surprisingly hexagonal.

Aragio’s imagined cities are, in the end, mental constructions, which,
ultimately, is also what books are. Therefore, the illustrations reflect
Aragio’s view of the city, or several possibilities of looking at the city
through the literary path, just as a given reader can base a certain view
on the book’s story and another one finds an entirely different perspec-
tive. Just as affective and sensory relationships are built between readers
and books, so it is the Aragéo’s relationship with drawing and literature.
Through geometrically or torturously drawn lines, she tries to show the
stories behind books, the cities behind cities, the cities behind books, and

11 Original text: “Por que considero importante o pensamento daquilo que ndo acontece, a ideia de
cidade imaginada? Nao é s6 a memdria daquilo que se passou, mas € também a meméria do que ndo se
passou, memoria daquilo que ndo aconteceu, que nos permite decidir. N6s decidimos também recorren-
do aquilo que ndo aconteceu, mas que imaginamos.’

12 Original text: “Neste Universo, todos os livros ja foram escritos e todos estdo por escrever, simulta-
neamente.
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the books behind cities. Just as we seek to recognize the places we know
(which is often not possible), Aragdo seeks to re-discover, re-visit, and
re-invent the stories that are already known. Above all, she looks for the
ones not told yet.

The labyrinthine and rhizomatic character of Aragao’s illustration
is not surprising, as herself denounces it: “If everything in the Universe
looks like a labyrinth, Reading equals the rhizome”* [25, own transla-
tion]. It is, in fact, a transversal feature of the draughtswoman’s work.
The following relation established between her drawing and Literature
is essential to understand this particular project: “On the next page, eve-
rything is repeated, but in a renewed order. The secret of the Universe is
not its disposition, but the infinite ways of traveling through it”* [26, own
translation]. Words, lines, texts, and drawings are repeated until exhaus-
tion, but Aragdo sets a new order by rephrasing not the books’ stories but
the universes that they suggest.

4, Coda

This proposal of reconfiguration of the seen and the unseen, using draw-
ing as calligraphy and the transfiguration of the city, turns the non-present
written stories into physically present written stories through images.
Facing an illusory collage, a reunion of stories without a defined and
definitive beginning and ending, Aragao suggests the idea of ubiquitous-
ness, in which the stories are almost turned tangible. From the analysis of
Aragdo’s work, we can conclude the same as Peter Cook (2019): “Through
architectural drawings of a certain kind, stories can also be told. [...] We
have been led to believe the unbelievable through drawing” [27].

Aragdo’s mural is a vessel for her idiosyncratic performance, eschew-
ing any formula. The diversity of literary artworks picked up by her
explains the territory of expanded fictional worlds. Her chaotic and (dys)
[u]topic, subjective and poetic personal expression conveys her personal
literary universe, echoing as a reservoir of literary, social, and cultural
history. Illustration, as an art form, captures the viewer’s imagination
and promotes the union of each personal history with the present, and
the old and current stories. Moreover, these illustrations promote affini-
ties with the known, the almost known, but also with the unusual, the
non-ordinary, and the exquisite. It is an ode to great authors, the existing
and the invented; to the known and the unknown; to the real lives and the
invented ones; to the drama, the comedy, the most restless souls, the sur-
real, the myth, and the fantasy.

We find a peculiar graphic sensibility, a graphic language prone to
fiction in Aragdo’s work. Her visual landscape turns into her visual-literary
landscape, where her visual signature and individual stylistic approach
capture the aura of the books and promote a crossover from literature
to drawing and vice-versa. In sum, she creates a poetic drawn narrative.
These are Aragdo’s imagined cities, where books urge her to imagine and to

13 Original text: “Se tudo no Universo se parece com um labirinto, a Leitura equivale ao rizoma.”

14 Original text: “Na pagina seguinte, tudo se repete, mas por uma renovada ordem. O segredo do
Universo néo é a sua disposigao, mas as infinitas formas de a percorrer.”
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(re)invent, more than capture the imagination or plan a city. She wishes to

metamorphose the ordinary city and ordinary citizens into actors of the real
and inventive stories that books provide and into disorganized cities and or-
ganized chaos full of hidden and undiscovered meanings to see and to read.
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Abstract

This article is about a search for the creation of tactile images and illustra-
tions from the use of workshop printing techniques and 3D printing. Ex-
plorations in the search for communication and expressiveness, produced
in ESAD.CR as part of investigation projects and classroom projects with
teachers and students. This article reveals how exercises and experimenta-
tions in classes and in workshops led to the creation of accessible resources,
promoting practical reflection through them. The article begins by provi-
ding an overview of visual and tactile images created with students, then
focuses on the possibility of creating tactile illustrations by using 3D printed
plates and printing press techniques. This article reveals how, approaching
working through experimentation and comprehension, led to the creation
of accessible resources and practical reflection on them. Focusing on the
creation of accessible materials for different projects and purposes, the
explorations presented result in finished work for specific audiences, but
also as work in progress, as directions for continuous research in tactile
illustration, images, and communication.

Introduction

The Convention on the Rights of Persons with Disabilities (made into law
in Portugal by Resolugéo da Assembleia da Republica N. © §6/2009) on
its article 24th states that persons with disabilities should have the right to
develop practical and social skills to participate based on equal oppor-
tunity in education as members of a community. The World Report on
Disability, from 2011, states that about 15% of the world’s population had
some form of disability. To create accessibility is to create physical condi-
tions for access and enjoyment of places, experiences, and objects. To
create interpretation, conditions for the promotion of each individual ‘s vi-
sion, mirroring diverse ways of being and thinking the human experience.
Having cultural material in accessible formats is having culture in an
accessible format. Creating accessibility in culture puts into relation ways
of being and creating that, starting from differentiated wills or objectives,
gain expression in formats that reference ways of inhabiting the world.

1& 2 Politécnico de Leiria, ESAD.CR, LIDA, Portugal
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Tactile Images

Inclusion means soliciting the ideas, opinions, and viewpoints of the
target group (Ambrose & Harris, 2010). Developing work in favour of a
specific audience implies creating empathy. The creator (or producer)
puts himself'in the role of the audience by reflecting on the production of
communication and its effectiveness. Research through practice allows
testing, establishing hypotheses and communicating principles. Research
by doing sets out steps and processes for an object to emerge, be feasible
and reproducible.

Seeking to raise awareness, explore potentialities and possibilities of
communication, in classes and workshops, challenges were created, in the
School of Arts and Design of Caldas da Rainha (ESAD.CR), for students
and participants with distinctive characteristics (including a few students
with blindness or low vision). In a workshop, in 2015, the creation of im-
ages with tactile characteristics was proposed, based on photographs of
monuments, through the exploration of printing workshop techniques.
Using silkscreen to apply colour and linocut to create relief on paper, the
students first decision to be made was the printing order, whether to first
apply colour and then relief or to produce in reverse order. By direct draw-
ing on an acetate sheet, each student created the image to be transferred
to the silk screen. After deciding on the printing colour, they made deci-
sions about the illustration to be created in a tactile way. Styling the lines
and shapes of the chosen monument they proceeded to cut the linoleum
board to enhance the creation of relief by means of pressure. The results
were printed images with overlapping visual and tactile reading.

295

In another workshop, in 2017, the creation of images with tactile Fig.1. Example of a
characteristics was proposed using the agglomeration of found materi- linograph plate and its
als on a cardboard plate, a creative process that refers to the collagraph printed image.
printing technique, in which materials are glued onto a base, creating
a three-dimensional plate, a matrix which after being inked results in a Fig. 2. Example of a
printed image with relief. As a starting point and communication aim, plate and its print.

each student chose the image of a publicly recognised painting, and by ag-

glomeration of materials tried to produce a relief plate that would become  Fig. 3. Examples of the

arecognisable translation of the original image into a tactile image. original drawing and
In an exercise, in 2016, students were asked to produce images in the resulting printed
graphite and indian ink by exploring different textures, gradations, and line plates.

thicknesses. The drawings were scanned and digitally worked on, to increase
contrast and remove details in order to clean and accentuate the clarity of
the image. The tactile plates were produced using a 3D printing technique.
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Fig. 4. Example of the
printing and of the
printed sheet before
being folded into an
Instant book.

Fig. 5. Scheme of the
3DP process.
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In another exercise, proposed in 2018, the challenge was to make use
of silkscreen printing with two colours and relief with a 3D printed plate as
means to tell a story. The exercise resulted in an Instant book with tactile
and graphic information that complement each other. When overlaped,
the tactile and graphic information are repeated, when separated in the
sheet of paper, the printed elements work as complementary elements.

The printing processes used in these exercises and workshops are dif-
ferentiated in their approach to creating the matrixes. The matrix result-
ing from the linocut technique is created by reductive technique while the
matrix created through 3D printing arises by addition. While the linoleum
plate allows working manually from a smooth surface that has uniform
height, and its expressiveness can be explored by cutting its surface, the
3D printed plate, produced as additive manufacturing, allows working
mechanically from a predefined image whose height can be defined in a
pre-printing phase, and its expressiveness can be explored with materials
used to paint or draw.

From Pixel to 3D

The first experience of creating tactile images was carried out in 2011
in the Digital Prototyping Lab of ESAD.CR, as previously described in
the article “Imagens Técteis - Transformagdo multissensorial de uma
pintura”, based on a proposal by the teacher Josélia Neves, who was
involved at the Polytechnic of Leiria in several accessibility projects for
blind people, attempting to find solutions that would transform images
into three-dimensional elements.

The project was about the possibility of giving images to “see” to
people who are blind or have low vision. The challenge would be to find
solutions that would appeal to other senses, namely hearing and touch. By
combining these two senses, through audio description (image descrip-
tion) and touch, it would be possible to make images accessible to people
with different degrees of visual impairment.

At the time, the ESAD.CR
laboratory had a ZPrinter 450. A
3D printer based on a technology
that works by binder jetting. This
process, called 3DP, was originally
developed by MIT and patented
by Sachs (Sachs, 1993), as three-
dimensional printing techniques.
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It is an additive manufacturing method that employs two materials: the
building powder and the binder liquid. The liquid is selectively deposited
by print heads that aggregate the pulverised materials into a bed filled
with the same powder. The distributed binder liquid will combine with the
powdered material to form a rigid layer of a given shape.

Fig. 6. Painting
“Aljubarrota” by Mario
Rita.

P Fig. 7. Base image with

contours only.

For a first test, the painting “Aljubarrota”, by Mdrio Rita, present in Fig. 8. Rendering and
the collection of the Batalha Community Museum, was chosen. In this base image.
specific case and considering the expressionist character of the painting,
we tried only to reinforce the main lines to simplify the distribution of the
pictorial volumes in the two-dimensional space.

Using image editing software, the colours were eliminated, and the
contours of the figure were drawn respecting all the drawing elements.

After obtaining a monochrome model, some traces and areas of noise
were still visible and were eliminated, as they were not considered truly
relevant to the final objective.

In the three-dimensional conversion a 3D modelling software was
used, and displacement mapping techniques were tested (Karhu, 2002),
which allow interpreting the grey tones as level elements.

With the described process, it was possible to prepare a 3D mesh
based on the 2D displacement map, which, with appropriate parameteri-
zation and sufficient subdivisions, guaranteed the intended 3D effect.

The 3D object was printed forafirst ~ Fig. 9. Detail of the
tactile test. The results were not very result with the initial
pleasant. Although it was possible to image.
read, the edges were too rough and made
the interpretation process uncomfortable  Fig. 10. Detail of the
for those with high sensitivity to touch. result with the blurred

The high contrast of the colours image.
caused sharp edges. It was necessary to
adjust the thickness and softness of the
stroke for the effective tactile recognition
of the image.

The problem was partially solved by editing techniques and through
specific filters that allowed the image to be slightly blurred. Repeating the
process, changing only the base image, the quality improvement in the
edges was notorious.

The printed piece was finally tested in a real context in the Batalha
Community Museum. Having verified advantages and disadvantages it
became clear that the tactile perception only happens when it is combined
with verbal explanations - leading the “look” of the fingers - passing also
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Fig. 11. Rendering and
blurred base image.

Fig. 12. The 3D printed
final model.
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through the important sound complement of a more subjective and emo-
tional character of sound effects and music.

The innovative character of the proposal lies in the techniques and ma-
terials used in the construction of the tactile images and in the combination
of complementary means to replace vision in the perception of images.

0%

Tactile Visual lllustrations and Characters

In the scientific research and technological development (IC&DT)
project ProLearn4ALL, aimed at the development of playful-pedagogical
products accessible to children of the 1st Cycle of Basic Education (CEB),
seeking to increase the knowledge of children about the characteristics
of disability, the challenge proposed, in 2019, was to create resources
about the main domains of disability (auditory, intellectual, motor, and
visual). Using a problem-based research methodology (Ulger, 2018; Yew
& Goh, 2016), possibilities were explored, tests were made, and materials
produced using the printing techniques that were previously explored in
classes and workshops.

As previously described in the article “Personagens de representagdo
Inclusiva: em busca da diversidade de representagdo no projeto ProLear-
n4ALL”, in order to make a connection between the different resources
and to create empathy with the themes, five characters were designed.
Differentiated by their own characteristics, each one linked to one of the
principal areas of disability. Their story was explored in an illustrated
book. The book was built in the harmonium format, allowing the pages
to be opened entirely on a flat surface and be touched, so that the story
can be explored by readers with distinct characteristics. On each page
there is text, superimposed as visual and braille. The visual and tactile
illustrations have matching colours and textures, line thickness and depth,
making use of three levels of height that create a parallelism with the
depth representation of the visual illustration. In some of the illustrations
there are visual clues that do not correspond to tactile clues and tactile
clues that do not correspond to visual clues, encouraging discoveries and
dialogue between children when handling the book.

Andrew Hall (2011) states that an image has the power to address an
audience, to place the reader inside, enhancing a direct link to emotions,
memories, and experiences. Each character was created to be differentiated,
by colour, texture, silhouette, visual cues, and specific details. Each character
was created regarding representation, a somehow potential mirror for the
reality existing in a classroom, trying to show diversity as the norm.




ILLUSTRATION AND TACTILE IMAGE: 3D PRINTING IN FAVOUR OF THE CREATION OF INCLUSIVE MATERIALS AND ITS USE AT THE INTERSECTION WITH WORKSHOP PRINTING TECHNIQUES 299

Nuno Fragata Marques and Jodo Vasco Mateus = nuno.marques@ipleiria.pt; jymateus@ipleiria.pt

The visual graphic style resulted in the use of simple forms, using
contained distortion to create expressiveness, not losing the visual refer-
ence of joints such as knees and elbows, so as not to lose the relationship
with the observable in a human body. There are defined contours for the
shapes, which are present depending on the illustration because the ap-
plication of colours sometimes goes a little out of the delimited spaces (as
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if they could have been painted by children). In some of the illustrations,
besides the duplication of information in the main elements of the narra-
tive and the characters, there is a complement between the visual part and
the tactile part, as some visual elements exist only as printed image or as
printed relief.

Conclusions and Observations

The production of tactile images using printed 3D plates and workshop
printing techniques has potential to be explored in the creation of tactile
illustrations and inclusive materials. It's a process where there will always
exist some amount of margin for errors, due to being partially handmade,
and it is a process that is not suited for substantial amounts of prints.
When tactile image and printed image are created and printed in a colla-
graph logic the process is not time consuming as it only involves applying
ink and making a print. However, in an example like the illustrated book,
three successive impressions were made: a first one for the image and
visual text (uv printing), a second one for the braille text and a third one
(with the sheet being moistened) for the tactile image. The succession

of processes made the printing and assembly of the illustrated books a
time-consuming process. There are difficulties to be overcome regard-
ing reading some of the resulting images. The image printed by means

of a force applied on the moistened paper leads the paper to adapt to the
grooves creating depressions on the front of the sheet of paper. However,
for tactile reading, the relief to be read using the fingers must be the one
on the back of the sheet, because it appears printed as height. This relief
on the back of the sheet does not appear as a result from the direct contact
with the matrix, which sometimes causes reliefs to have less defined con-
tours. Tests and fine-tuning are essential to control variables such as the
characteristics of the paper to be used, the way the matrix is created, and
the amount of force applied. The matrix created by additive manufactur-
ing of binder ejection must be applied on a base to create resistance to the
action of the press. Without applying the matrix over another surface that
serves as its base and without reinforcement of the binder agent layer, the

Fig. 13. Example of the
printed harmonium
book, with graphic and

tactile information.

Fig. 14. Relations of
colors, textures, silhou-
etes and lines thickness
for the graphic and the
tactile images of the

characters.
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matrix will break. The pressure limit that can be applied and the height of
the relief to be produced are factors and variants to be considered when
producing the readable tactile image. Attention should be paid to the
grammage of the paper, its ability to be visually printed before the tactile
print is made, and the paper should also have water absorption capacity
and elastic capacity. The expressive potential for the use of 3D printing
technology as an intermediate point between the creation of illustration
and communication by tactile and visual image is great and deserves
future exploration, either in the continuity of the use of printing by mate-
rial extrusion or in the exploration of the use of material ejection printers.
Explorations in creating prints to be matrices, creating prints as plates to
be read, the use of different printed materials, printing on paper or print-
ing without paper. Currently, at ESAD.CR, the processes described in this
text are used in the production of tactile books using matrixes produced
with the technologies of editing, modelling and 3D printing for subse-
quent printing on paper.
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Abstract

The discipline of editorial illustration from commission, through produc-
tion and into publication is perceived as being under threat from artificial
intelligence (AI). Cosmopolitan magazine launched its Al issue in June
2022 with the headline, ‘Meet the World’s First Artificially Intelligent
Magazine Cover’ with the subheading, ‘And it only took 20 seconds to
make’. In a swiftly moving technological shift that seeks to revolutionize
task-based work, are editorial illustrators in danger of losing out to machi-
ne-based learning algorithms because copyright law considers originality
as an embodiment of the author’s personality [1]? Do publishers of perio-
dicals such as newspapers, magazines and journals see opportunities to
radically alter and potentially streamline their pre-production models of
content handling by removing creators from the pressurized publication
cycle? Are we seeing the final nail in the coffin of editorial illustration as a
worthy and noble pursuit that has been a cornerstone for the accountabi-
lity and transparency of curated content in print and digital editions? This
paper considers issues of plausibility and proximity of editorial illustration
in relation to the creative experience for commissioners and makers,
arguing that human presence at every step of the process is vital to the
way that communicative content is constructed, received and digested in
periodical publishing. The authors further consider how readers emotive
responses to published content risk being undermined by the over-relian-
ce on Al technologies, losing opportunities for empathetic responses to
published editorial content and highlighting potential ethical issues inclu-
ding assumed racial and gender bias, and inbuilt prejudices formed from
the origination and development of some Al interfaces by developers.1.

Introduction

Visual creatives are increasingly concerned about the impact that artificial
intelligence (AI) could have on their individual creative careers. Various
authors have reported that the emergence and rapid spread of Al-generat-
ed illustrations in periodicals signals the decline and demise of illustration
as a recognizably commercial creative activity [2, 3]. Swiftly emerging Al
technology has achieved significant impact recognition with the general
public, through extensive news coverage of Al-generating interfaces

1 Loughborough University, School of Design and Creative Arts, Loughborough, UK.
2 University of Newcastle, Newcastle, Australia.
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such as ChatGPT, the natural language processing tool that enables and
accomplishes textual content tasks driven by human prompts, created by
the technology research company OpenAL. Since its launch in November
2022, ChatGPT has generated massive global publicity to become what
Swiss bank UBS claims is, ‘the fastest growing app of all time’ [4]3 and
has incited great curiosity around the possibilities of potential Al uses
and applications, as well as stoking debate about the perceived changes
it will make to everyday lives of millions of people globally. ChatGPT is
fast learning with the potential ability to integrate knowledge and learn
from the entire corpus of human text-based knowledge. This puts human
learning at a disadvantage. Al strips textual knowledge at a much faster
rate than humans know how to evolve learning, and knowledge is built
from that learning corpus interplay. While AI can now learn by itself

by building knowledge through algorithmic calculation, it still does not
understand the inherent meaning of what it’s learning. It can however use
linear knowledge processing to make decisions.

From formative education into working lives, peoples and communi-
ties will be introduced to, engage with and potentially adapt to Al as part
of their integrated, everyday existence. In many instances, the technol-
ogy is projected to ultimately replace repetitive task-based employment,
seemingly confining dated and inefficient practices to history. Al may
also be harnessed to help design and guide internships, support on-going
training and be utilized to measure aspects of employee performance as a
developmental tool, in educational and employment contexts. In essence,
its supporters claim AT’s credentials to aid humans in day to day tasks
make it an attractive proposition to a wider range of stakeholders, rather
than an all-out bludgeoning assault on established everyday practices.
Similarly, OpenAlI’s Dall-E - now reincarnated as Dall-E 2 - promises
instantaneous, spectacular results through its text-to-image Al interface
algorithm engine, delivered by Generative Adversarial Networks (GAN).
GAN'’s are seen as the step beyond the first wave of Al technology, where
two machine learning models are simultaneously trained: a generator
model creates output by combing data from multiple learned sources; a
discriminator evaluates and tests the generated data training the genera-
tor to achieve more specific results in future iterations.

Having navigated the thorny and disruptive issue of the availability
and indiscriminate use of stock illustration in newspapers, magazines and
journals in the early 2000’s, editorial illustrators now face a fast-looming
mountain of professional practice concerns with the seemingly-inescapa-
ble rise of Al-generated imagery. The ubiquity of digital production tools
like Adobe Photoshop, Illustrator and Animate has helped support edito-
rial illustrators to produce, present and disseminate artwork for reproduc-
tion and promote their creative offer to a range of potential clients in ways
that have assured the attractive potential of global reach since the 1990s.
Such digital tools have been used through license to enable and apply the

3 ChatGPT is a machine-based learning tool, not an app. Reporting inaccuracy is common given the
rapid emergence of the technology and the resulting struggle to categorize and analyze it effectively by
external commentators.
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creation of visuals, aiding the consumption of content in a known and
triangulated communication model. Al now explodes such notions of ben-
eficial support, by scraping data from multiple available digital sources
through aggressive algorithms that blend text-based prompt results

into tangible visual forms that many worry are exploitative and damag-
ing. Peeling existing published visual data without an original creator’s
permission and re-purposing it for other’s potential pursuits and financial
gain raises significant moral, ethical, and legal questions that shake the
very core of creative practice. The metaphorical plague of locusts that AI
unleashes risks stripping the fields of creative promise bare and pre-empts
a seemingly bleak and barren future for visual creatives, and indeed crea-
tive production across the arts and cultural sphere globally.

2. Proximity and Plausibility in Editorial lllustration

Editorial illustration is a highly successful form of visual journalism, with
its roots deeply embedded in commentary, criticism and enlightenment
[5, 6, 7, 8]. The structure of commissioning, negotiating and disseminat-
ing has developed editorial illustrative content as a trusted and reliable
method of communication that has built respect with readerships over
months, years and in some cases, decades. Editorial illustration has been
used to unearth, reveal and interrogate subjects, like examining the cel-
ebration or resignation of political regimes, drilling down into economic
plans that have been heralded as triumphs or catastrophic failures, or
exposing key societal issues that have merited coverage. Editorial publish-
ers have carried content in ways which elucidate, educate and enlighten,
whilst providing a solid, critical context through which to distil, debate
and distribute to their respective readerships.

2.1. Historical Threats to Editorial lllustration

In the context of recent Al emergence, it is worth briefly returning to previ-
ous threats that editorial illustrators have faced to their models of practice
and commercial livelihoods. Such investigation would appear to posit a no-
tion that contextualization of the problem, adaptive methods of practice and
commercial agility are key themes that emerge from historical precedents.
For example, it is doubtful whether readers of newspapers, journals or maga-
zines in the late 1990’s would have recognized the difference between a
specifically commissioned and creatively nuanced editorial illustration from
a homogenized stock image, aside from very seasoned readers or illustrators
seeking to preserve their income interests from newspaper and magazine
publishers. The commercial gains that licensing a stock illustration from a li-
brary database promised proved ultimately superficial for both creators and
publishers alike. In reality, the stock illustration industry was never a serious
threat to the mainstream professional livelihoods of illustrators, because
editorial illustrators were authorially adept at demonstrating outcomes gen-
erated much more content than simply decorating a page [9, 10].

Where the licensing of stock imagery was a genuine threat, many illustra-
tors simply refused to license their artwork for reproduction, preferring
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instead to expose their work into different markets such as design, children’s
publishing or advertising to appeal to more creative forms of commission-
ing practice. Nevertheless, it should be noted that Shutterstock has entered
into a recent agreement with OpenAlI to integrate Dall-E into its online
product, largely as an attempt to keep photographic stock imagery relevant
as an income stream for photographers and photo-orientated image makers
[11]. Similarly, the ‘print is dead’ mantra, trumpeted by many mainstream
media outlets with the arrival of the desktop computer in the 1990s, proved
wholly inaccurate and misguided. Print and digital outputs not only occupy
a space in the contemporary editorial publishing arena, but have also happily
co-existed as print and digitally intertwined platforms, acting as mutually
beneficial communication systems for imparting information, delivering
entertainment or educating their collective readerships. Space exists in the
editorial market for specialist and hybridized platforms that serve specific
readerships and spectators as sophisticated consumers of editorial content.
Such models reflect and reframe the writer’s chief concerns, the publisher’s
raison d’etre of existence and the illustrator’s creativity in bringing text and
image elements together into a cogent, cohesive single image, or indeed
as a sequence of images that run as a combination, depending on publica-
tion format. Therefore, an illustrated essay will have a different proximity
of reception and comprehension with a readership than a GIF, or animated
content on a digital platform that can enable a greater frame rate [12]. These
instances of disruption to creative editorial illustration practice are manifest-
ly present throughout other forms of illustrative practice, and indeed seep
into creative and cultural production and dissemination across many aspects
of the visual, written and performing arts internationally. Their effect is to
leave a wake of change, reconciliation and adaptation that shows the versa-
tility and agility of the illustration community as a source of both invention
and consolidation of new practices of production and consumption.

The perceived threat of GAN Al as a substitute for human-created
artwork has led organizations such as American Illustration (US) and
the Association of Illustrators’ (UK), the body responsible for managing
the World Illustration Awards, to publish statements declaring that they
will not accept Al-generated content to be admissible for their respective
annual illustration showcases. The Association of Illustrators’ released a
statement in mid-February 2023, which included a rider about legal rec-
ognition of data sources as being an issue that requires resolution before
works can be considered,

“...for these platforms to be used ethically, there needs to be a legal
framework in place, that does not freely exploit the intellectual prop-
erty of creators without permission or remuneration.

For this reason, the AOI does not currently intend to promote Al-gen-
erated artwork and works produced using Al text-to-image generating
software are not currently eligible to be entered into the Word Illustra-
tion Awards. This will be reconsidered if the protection of the rights of
artists is built into the business model of Al platforms.’ [13]
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Whilst the current buzz around Al is predominantly concerned
with its promise rather than its measurable success of delivering con-
tent more specifically, in the context of editorial illustration its text to
image generating software has been employed in answer to assignments
and published with full knowledge of its data-scraped origins. GAN Al
undoubtedly offers a plethora of creative options for visual artists and
designers, but also offers possibilities for those whose visualizing skills
are not professionally honed, developed and synthesized over hours of
practice and extensive knowledge of designing for particular readerships
or audiences. Positioning GAN Al as an outright replacement for editorial
illustrations created by human creators is missing the point and set in
factual inaccuracy that sees the debate expressed in much too simplistic
terms. GAN Al is indeed a powerful and potentially evolutionary creation
tool - or series of tools, merged with approaches if humans augment its
development - that editorial illustrators could adopt and adapt to their
working arsenal of approaches to solving editorial assignments.

This approach is championed by several influential organizations and
institutes, including The Alan Turing Institute, who see their mission to
engage minds between the arts and sciences to explore complex problems
using Al [14]. The emerging technology could become a further extension
of their toolkit of image production and dissemination processes. The ar-
rival and early adoption of ChatGPT for textual-based content, its ability
to quickly generate material will have a multitude of functional uses that
appeal to particular users. But Chat GPT suggests textual content based
on textual prompts, hypothetically in the way a search engine generates
suggestions for content that users can choose to click. However, does cap-
turing a creative process through textual prompt really excite creators?

The PromptBase phenomenon is interesting in attempting to address
the inability of the AIlack of a sufficient literal lexicon to feed the tech-
nology. In an enthusiastic WIRED magazine article, ‘Picture Limitless
Creativity at Your Fingertips’, author Kevin Kelly explains that,

‘PromptBase is a market for prompters to sell prompts that create
simple images such as emoticons, logos, icons, avatars, and game
weapons. It’s like clip art, but instead of selling the art, they sell the
prompt that generates the art. And unlike clip art, it is easy to alter
and tweak the art to fit your needs, and you can extract multiple
versions again and again. Most of these prompts sell for a couple
bucks, which is a fair price, given how much trouble it is to hone a
prompt on your own.’ [15]

The inherent lack of a visual creative process here is problematic for
editorial illustrators schooled in visual ideation processes and developing
visual solutions to problems of comprehension, contextualization and re-
ceptive understanding in readerships. The apparent removal of creativity
from a visual idiom, to one where linguistic fluency support is a necessary
part of a creative process, is alien and synthetic to many illustrators who
work with text as an intrinsic, vital part of their creative process.
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Fig. 1. Cosmopolitan
magazine cover, a
collaboration between
the digital artist Karen
X Cheng and Open Al
(June 2022).
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2.2. The Absence of the Human Axis in the Creation of GAN Al
Fundamentally, AI technology will not stop creators creating in whatever
mode(s) they choose to connect to their respective audiences. Al is not
going to prevent opera singers from singing, nor novelists from writing fic-
tion, nor illustrators from creating visual statements in response to textual
content. At the heart of this desire to communicate is the urgent need and
desire to produce meaningful visual statements. Some authors suggest its
simple immediacy is appealing, almost as a way of side-stepping toil and
graft of the creative process itself. Kelly suggests that,

‘“This new art resides somewhere between painting and photography.
It lives in a possibility space as large as a painting and drawing - as
huge as human imagination. But you move through the space like a
photographer, hunting for discoveries. Tweaking your prompts, you
may arrive at a spot no one has visited before, so you explore this area
slowly, taking snapshots as you step through. The territory might be a
subject, or a mood, or a style, and it might be worth returning to. The
artis in the craft of finding a new area and setting yourself up there,
exercising good taste and the keen eye of curation in what you capture.
When photography first appeared, it seemed as if all the photographer
had to do was push the button.’ [16]

The problem with this view is that it casts everyone with access to a smart-
phone as a ‘photographer’. Everyone instantly becomes a ‘photographer’
because they can take ‘snapshots’. The misunderstanding of the intellectual
investment that professional photographers instill in planning to capture
subject matter, through researching locations, preparing shoots, managing
the logistics of equipment hire, set up and function, and processing imagery
is deeply problematic, bypassed by the apparent ease of ‘push(ing) the but-
ton’. The lack of awareness and empathy with a photographer’s explicit craft
in establishing and constructing photographic content is circumnavigated,
seemingly in the interests of technical efficiency or limited knowledge of
professional practice. By extension, creating editorial illustration output
isn’t a therapy, an outpouring of emo-
tive response or some form of solace,
although these attributes might be
net constituents that enable a creator
to continue to produce consummate
work. Editorial illustration comes
ﬁ;’e‘g‘;ﬁ,‘r " from a deeper, engrained belief and
%/I:\%c;zine‘ \ singular determination to deliver
truth, insight and accountability
through visual form in tandem with
text, as a consolidated relationship
that communicates a message, within
a specified timeframe. The human
axis in this production interface is
present, evidenced and essential.
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The Cosmopolitan Al-generated cover - the A.L issue - symbolically
represents many of the current issues that creatives who are skeptical of
the technology align with. The image of a towering astronaut walking
towards the viewer, as if ready to step over and crush the audience, reads
as a deliberately provocative statement that challenges the very nature of
creating original output as being a grounded, honest pursuit by (hu)man-
kind. The white reversed type subheading, ‘And it only took 20 seconds
to make’ appears to emphasize this fleeting moment of history by being
placed under the darkness of the astronaut’s moon boot sole, suggest-
ing a metaphorical, existential threat to human creativity. Perhaps more
immediately, the choice of using an astronaut with its in-built symbolism
of future worlds found through exploration and discovery is so tired as a
metaphor. The image would be rejected as a banal, obvious visual solu-
tion by many editorial illustrators. The image precisely follows an entirely
conventional, predictable visual suggestion to asking the Al interface
to propose an image that equates to, “illustrate a future where Al is the
dominant creative production method.” It is such hackneyed stereotypes
that provide hope and belief for those invested in the conceptual advan-
tage that editorial illustration has over current Al-generated content as
being a serious creative threat.

Doom-mongering and over-sensationalism are regularly repeated
tropes that appear to play out favorably across communities, where the
promise of Al-generated imagery is enthusiastically supported and her-
alded as being genuinely ground-breaking. There is little doubt that for
users that want to explore concepts, explain ideas, and narrate stories as
textual content with associated imagery, Al technology offers them very
expedient and accessible possibilities to produce material far beyond their
own natural visual ability. Much like clip art offered in the desktop pub-
lishing boom of the 1990s. But editorial illustration carries much greater,
deeper and more meaningful content than clip art was ever capable of,
created by illustrators imbuing subjects with meaning through the explic-
itly or implicitly implied emotional concepts that connected neurological-
ly to a reader’s experiences. Editorial illustration, by extension, is not just
simply seen - it is felt. As a form it is designed and constructed to resonate
with and through our interconnected sensory receptors and become an
intrinsic part of our experience of a subject. As a fully recognized and
tested multimodal property, editorial illustration challenges the percep-
tions, values and reasoning of'its receiver by inviting inspection, analysis
and reflection at the reader’s convenience.

In print editions of newspapers and magazines, the finality of content
was achieved through the act of publication that corresponded to a spe-
cific date [17]. Print publication processes enabled the citation of articles
accurately and ensured that archiving of content was possible using legiti-
mate and standardized systems of recall. In print editions, the only means
of recourse after publication was a letter to the newspaper or magazine
editor from a reader. In the digital publishing domain, the open-ended
nature of continually available comment fundamentally changes the re-
ception dynamic between the creator of written and visual content, their
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publisher and the readership, creating proximity to work considerations
that are markedly different to principles established through a print-based
medium. We now have to contend with what Thomas Nail refers to as,

the ‘mobility of the image’ [18], and the repercussions that has for their
production, dissemination and reception as communicative content. The
advent and installation of editorial comment boxes beneath digitally
published articles enable readers to respond to content with greater im-
mediacy, which arguably democratizes the reader experience by allow-
ing an open invitation and opportunity for response. In such instances,
publishers moderate reader responses to balance the right to reply against
the scrutiny and potential removal of inaccurate or abusive commentary
by readers. These opportunities for additional or addendum commentar-
ies nevertheless have the effect of prolonging the article and thereby have
the potential to subvert or prejudice the writer’s original intention.

The significant issue with GAN Al in this context lies not with the
technology but rather the public’s perception and expectation of it. Ulti-
mately, we are seeing the early stages of Al image-generation technology
and its functionality through programs such as Midjourney and Stable
Diffusion, whilst surprising and potentially exciting for many, is also
relatively basic in its infancy. The architecture of GAN Al is designed
to perform a particular and specific task and is coded - by human(s) - to
enable that task to occur. Once the task is complete, the technology is
obsolete until that same task needs repeating. And again. Ad infinitum.

It is therefore possible to see how repetitive tasks carried out by humans
will be susceptible to being replaced by Al in the future. But replacement
is better stated as the redefinition of task-orientated work, because the
programming of Al can eliminate annoying human habits and modes of
behavior that detract from a task being completed. Therein lie the inher-
ent limitations of Alin an editorial communication context. Readers are
not task-orientated to read content, nor to treat an editorial illustration as
a passive bystander for the text.

2.3. The Presence of the Human

in Editorial lllustration Production

Readers respond to editorial content as a purveyor of information and a
convenor of opinion. They have a complex and personalized relationship
with text that has far greater reach and significance than completing an
action. As humans, we have an extraordinarily complex, neurodiverse
nuanced way of interpreting the world around us. This functionality is
based on multi-sensory simulation - through acute observation, direc-
tional sound and even touch in a haptic sense of familiarity with a page or
the gesture of a swipe of a finger across the screen in digital editions. The
illustration community is partly threatened by Al because it is propelled
by powerful, entrepreneurial stakeholders who have significant platforms
to espouse the virtues of this emergent technology. But few stakeholders
have a genuine interest in the output beyond an initial ‘wow’ factor. They
are invested in Al technology primarily for their economic benefit that
adoption from arts communities will deliver to them as investors and to



ARTIFICIAL INTELLIGENCE IN EDITORIAL ILLUSTRATION: AN INSIGHT INTO PROXIMITY AND PLAUSIBILITY; EMOTION, EMPATHY AND ETHICS
Andrew Selby and Mario Minichiello = A.Selby@Iboro.ac.uk; mario.minichiello@uon.edu.au

shareholders that they are answerable to. In this context, it is no surprise
that technology entrepreneur Elon Musk, along with other innovative
technology investors, have entered the Al arena with Dall-E. It would be
easy to dismiss Al as the next technology fad, but it would also be short-
sighted. There are some important elements of functionality that can
help editorial illustrators create imagery, particularly around data driven
design possibilities for enlightening reader experiences from factual

and statistical content. As editorial illustration develops as intrinsic and
preferred source material for the consumption, analysis and synthesis of
visual information, such possibilities should not be overlooked by either
creators or publishers.

Editorial illustration as a commissioning process needs predict-
ability; editorial illustration as a creative interpretation of text demands
unpredictability. Therein lies the tension of Al as any kind of like for like
replacement for human-made artwork. In its early incarnations, the text
to image generating technology appeals to those who masquerade as
image-makers. Early exponents appear astonished by the myriad of possi-
bilities, the marvel of the technology powering the production and instan-
taneous gratification of seeing ‘their’ results. However, editorial illustra-
tion is a pursuit, a struggle and a puzzle intertwined as a coherent visual
statement. Its inherent creative attraction comes from precisely with the
tension of wrestling with a text to image conundrum, solving a problem in
a defined, restricted timescale for a diverse readership demographic often
beyond physical geographic boundaries, cultural backgrounds and of un-
known political persuasion. The creativity invested in each and every edi-
torial illustration is shaped by that tension; the unscripted path of possible
directions that production of artwork could follow. For many editorial
illustrators, the investment in the intellectual journey of unlocking a diffi-
cult assignment, finding suitable and reliable reference material against a
finite deadline defines the noble pursuit of the creative production process
as much as the delivery of the final artwork itself. AI fundamentally strips
away that joy of the intellectual pursuit of a measured, calibrated and
articulated visual response to textual content alone.

Within the lexicon of descriptive commands thrown at the Al interface,
many examples cite the phrase, ‘in the style of [insert artist name].’ This so
fundamentally misunderstands an artist’s contribution to a creative work
as to be insulting and derogative to creative practitioners. Artists may adopt
astyle, or indeed employ various styles across a working creative life, in
response to particular and specific need, whether they produce visual, literal,
aural outputs that require sensory decoding. Asking an Al interface to gener-
ate a particular subject (a jug) within a contextually different environment
(a sandy beach) in the style of a specified artist (Pablo Picasso) will produce
amyriad of different visual outcomes because Picasso employed different
styles throughout his production of cultural artefacts, from early paintings
that were principally concerned with natural realism, through the pioneering
works made in deconstructed form through Cubism and into later experi-
ments with linear Surrealism. Stylistic productions served as a carrier of
much deeper, resonant embodiments of the conceptual, spiritual, emotional
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dimensions of subject matter themselves that invited consideration and
reflection from their respective spectators. In short, editorial illustration
needs an empathetic and emotionally invested audience to respond to the
communication content they receive as part of a unified, cogent and rounded
communication process.

3. Empathy, Emotive and Ethical Considerations

Empathy and emotion as human characteristics are not uniformly rec-
ognized in society. Indeed, responses are directed by different cultural
exposure, nurturing and conditioning through individual experiences

and the assimilation of lived, experienced and shared surroundings [19].
Our cognition of editorial illustrative content and display, by extension, is
formed and shaped by personalized and shared experiences that we asso-
ciate with, triangulated between the experience of consuming published
content, contextualized against schematic patterns in our stored memory.

With a vast array of images processed every day, human beings use
stored schematic patterns as a visual short-cut to process information
quickly, decoding through familiarity with known or recognized content
that supports nuancing and meaning concisely and cogently. That con-
sumption is also subject to cultural shaping by the communication plat-
form and our multimodal responses to static and motion-based stimuli,
allowing us to experience emotive reactions such as joy, anger, pain, in-
justice or guilt. Emotions run deeply in human beings and creative output
is delivered to connect three different core cognitive attributes: modal-
ity, structure and meaning. Our remembered visual morphology helps
translate these components into tangible, coherent and meaningful visual
statements. As responsive humans, our sensory ability to collect, process
and synthesize information builds up a database of stored memory.

How the human mind processes images, and in particular their emo-
tional messaging, is through the imaginative part of the frontal lobe of the
brain. Images are an executive summary of meaning; they act on the mind’s
experience and memories to trigger experience and knowledge, placing the
viewer in an immersive, digitally assigned process. Our minds emotion-
ally receive and decode images, allocates labels to them so what the reader
understands can be articulated and shared. This process is hardwired into
us through our evolution [19]. Illustration is more significant to understand-
ing the world more deeply through images as it allows the reader of images
to understand their world and how to place themselves in it, articulating ac-
cessible communication to others, framed in Maslow’s Hierarchy of Needs
as an essential part of our problem-solving nature.

3.1. The Empathetic Human Creator and Receiver

Assignificant criticism of Al in its juvenile development has been that images
appear beautiful rendered but superficial in depth of content. In essence,

the ‘material’ quality of a Al-driven imagery appears more concerned with
the manifestation of the image as an exquisitely technical render of complex
visual information rather than a deep-dive into its symbolic association with
a subject or field of further enquiry. AuthorsWu, Seokin and Zhang claim that,
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‘Although artificial intelligence does not yet have subjective charac-
teristics such as consciousness, free creativity, personalization, and
emotion, the application of AI technology in the field of art has not
only enriched the form and toolbox of art, but also expanded the
extensions of art’ [20].

For all of the impressive rendering of surfaces - often betraying the roots

of the developers fascination with natural and hyper-realism depictions of
forms - many critics find the lack of depth in many images underwhelming.
Stable Diffusion’s decision to open source code and expose image sources
that are helping train its model is an attempt to be transparent about the
origins of data. Many will argue - not without reason - that this is also a way
of harvesting more source material from which to generate imagery from.
Editorial illustrators frequently cast figures beyond the mere representa-
tion of themselves, and by default, they cannot be considered as simply
innocent forms in the picture plane. Instead, conceptual editorial illustra-
tion work frequently creates imaginary

figurative depictions that are imbued
I l ME by the situation of the image in which
they appear, regardless of whether they

are illustrated abstractly or realistically.
Such figures often serve as totemic
message carriers for a deeper, more
profound set of ideologies and beliefs
that are resonant through the relation-
ship between text and image. This is
achieved through figurative posture,
gesture or the dynamic placement of
the figure within the picture plane,
but editorial illustrators can transcend
logical permutations of human skeletal
forms and expected mobilities.
Instead, creators originate and develop anthropomorphic forms that
define new possibilities for figurative representation, often with other-
worldly connectedness. Edel Rodriguez’s illustrated cover for Time maga-
zine (September 2016) defining former US President Donald Trump as a
melted puddle of humanity achieved global recognition because it used
symbolic colours that were associated with Trump to condense meaning
into a powerful visual statement and bridge cultural language divides that
text alone would have been unable to, with creative conviction that elicits
empathy from his readership.

Total
Meltdown.

3.2. Histories of Bias and Possibilities

of Balanced Representation

In editorial illustration, the issue of bias remains an a particularly pointed
ethical issue to resolve. Historical examples of discriminatory representa-
tion abound with great frequency. The education of new and contemporary
exponents of editorial illustration need to consider fair and progressive

3n

Fig. 2. Total Meltdown
Time magazine cover
by the Cuban-born
American illustrator
Edel Rodriguez (Sep-
tember 2016).
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gender, racial, and neurodiverse representation, and indeed to turn the tide
of under-representation of minority groups in communication news media.
Many early examples of Anglocentric Al-generated results are partly due to
the nature of software developers drawn primarily from Western cultures
and influenced by Western political, social and economic ideals. The risks
of disinformation from an over-reliance on dated tropes that have existed
threatens to perpetuate misinformation and elongate misnomers which sit
at odds with a progressive, fairer society.

Of even greater concern is the provenance of data-scraped images from
dubious and disingenuous sources, that for example risks inflating extrem-
ist ideologies or religious fundamentalist beliefs beyond their marginalized
status. If democratization of news media through Al-based technology is re-
ally at the heart of those pushing these GAN’s then we should see a greater
proportion of employees representing a wider spectrum of society.

One area where GAN Al technology may aid editorial illustrators is
around the needs of ethically data-driven visualization. The depiction of
user-friendly statistical information has the potential of embracing subject
matter more cogently by handling any resulting statistical content with
empathy and awareness. In a world where fake news and deep fake imagery
abounds, training GANs to produce visual responses that present under-
represented groups fairly and transparently is a start on the road to reducing
bias and building trust. In order to recognize such developments as being
genuine and tangible, it is essential that developers are drawn from as wider
pool of cultural, social, political and economic backgrounds as possible, and
become advocates for Al’s ability to transform support mechanisms to aid
humans, as opposed to being continually over-promoted as the annihilator
of human creative existence. De Cremer and Kasparov refer to this ap-
proach of human and machine team duality as ‘new diversity’ [21].

It is also essential to provide some sense of transparency about where
sourced images have been ‘discovered’ before being appropriated. At
present, Al technology is unbound by lawmakers, raising significant and
well-justified legal, moral and ethical concerns about the provenance
of its source image stock. Local attempts at digital image stamping and
removing transfer permissions for imagery to be scraped, whilst ac-
knowledged as being responsive attempts by creators to protect their own
intellectual property, need greater recognition of the issues and robust,
legal support through national and international legislation to fully ad-
dress the issue. An unregulated market, seen as a massive issue in sectors
such as security, energy and financial services, now risks being abused by
financial investors looking to make high-yielding returns on the back of
creative back catalogues, poorly defended by the missive that they were
merely trying to provide a creative content service for all.

4. Conclusion

Al powerfully challenges the production landscape for content creation
for many invested stakeholders, even though the technology is in its rela-
tive infancy. The emergence and adoption of such technology, in most
instances out of genuine investigative curiosity, shows an appetite for
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knowledge driven by a familiarity of experience. Harnessing the power of
Al as an image-generating tool as part of the wider editorial illustrator’s
toolkit will undoubtedly be a personal decision and there will be plenty of
opportunity for those interested in helping shape the intelligence of the
technology. It is possible to see that illustration has become somewhat ho-
mogenised by the nature of the tools employed to make images. The best
exponents use these tools in remarkable and exciting ways, but the tail

is long. In the future this lower order work is what the GAN AI technol-
ogy replaces. Traditional materials use relies on the kinetics of touch and
feedback between surface and materials, and the human hand, eye that
link aesthetics and emotion with mark making will be harder for GAN Al
to achieve. For others, Al will always be artificial in both its construction
and its wider philosophical reach as being a synthetic and soulless relation
to human-centered creation. As the technology improves and the lexicon
of archived visual units continue to grow, the opportunity of unlocking the
text interface with more explicit, richly descriptive and active vocabulary
spoken by the user increases.

However, the technology will only ever be as good as the instructions a
machine-learning tool receives. In the future, we may well see plug-ins de-
signed to overcome this problem, much in the same way that after-market
plug ins for social media apps claim to grow traffic, appreciation and reach.
Intensively training GAN Al could conceivably bridge gaps between visual
and verbal communication in the production of artwork, particularly with
awider and more inclusive dynamic of developers drawn from different
racial, gendered and minority-inclusive backgrounds, but the current focus
of creatives investing in the technology appears to be concentrated primar-
ily around developing accuracy and discovering efficiencies of application.
Truly successful editorial illustration relies on invested readers to fill in the
gaps between text and images, assimilating multimodal modes of commu-
nication into a coherent whole in the receivers mind.

Crucially, editorial illustrators need to have nuanced knowledge of
the debate about Al and a philosophical investment in the future of their
discipline, not only for their own commercial interest but for that of the
next generation of makers. Paramount to any knowledge acquisition is the
open-mindedness to embrace the challenge of changes in practice by im-
mersion with machine-learning technology. Free trials are available, and
some illustrators and artists have been approached as beta-testers. The
moral, ethical and financial considerations around the challenge of Al are
best debated by having an informed and respected seat at the table, that
can encourage better practices based on agreed moral, ethical and legal
principles for usage and development moving forwards.
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Ahstract

The informational and the creative meet in non-fiction children’s literatu-
re, where the communicative and expressive potential of the picturebook
as a medium has given rise to a new variety of approaches. Although this
has allowed authors and illustrators to move away from values associa-
ted with traditional information communication media, the intention to
convey reliability seems to persist in some non-fiction books with didactic
and expository takes. In these books, the introduction of certain resources
has served as a way to enhance the credibility of the content, manifesting
not only through the textual and paratextual, but also in the visuals.

This paper examines a series of visual conventions which can be
considered to convey or reinforce the credibility of the presented informa-
tion in non-fiction picturebooks. Relying on the social semiotic theory
developed by Gunther Kress and Theo van Leeuwen, I analyse picture-
books from the European publishing market featuring stylistic and design
approaches associated with the true and real. Through this study, I intend
to identify ways in which credibility can be visually communicated in a
children’s book genre characterised by a degree of creative freedom that
sets it apart from other informational forms.

1. The Fact and the Art

Picturebooks have become a fertile ground for authors and illustrators to
explore the account of the fictional and the factual. Non-fiction children’s
books have benefited from the communicative possibilities of the picture-
book as a medium, making use of the flexibility derived from the synergis-
tic relationship between image and text [1], while adopting an approach
not solely motivated by a desire to inform, but also by the intention to
amuse and delight the reader [2]. The combination of these factors and
relative lack of constraints has allowed them to push the communicative
conventions of the genre, placing non-fiction children’s books in the posi-
tion to bridge two supposedly antagonistic ideas: the factual and rigorous,
with the artistic and subjective [3].

The recent surge of a broad spectrum of non-fiction picturebooks
with innovative approaches has led some scholars to argue that these
books have been liberated from the necessity to incorporate restrictive
qualities associated with traditional information communication media

1 Anglia Ruskin University, Cambridge School of Art, East Road, United Kingdom
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[2]. However, the need to convey reliability can still manifest in books
with didactic and expository takes, in which the use of certain resources
may be considered to strengthen the credibility of the content. The
distinctive features of the picturebook and its possibilities for creative
expression have conditioned the ways in which this can be done. Pic-
turebook theory usually emphasises the multimodality of this form due
to the coexistence of the visual and verbal semiotic systems, considering
pictures and words to be indissolubly bound together in the communica-
tion of a message [4, §]. The examination of the reliability which can be
communicated through text has been more prominent, probably due to
an already existing linguistic tradition and the possibilities for its direct
application in the genre. On its part, the paratextual has been often
employed to reinforce the credibility and authenticity of the accounts,
notably through the presence of an informational back-matter [6].
While the sense of credibility which can be conveyed through the textual
and the paratextual has received further academic attention, the study
of the visual seems to be more nuanced.

In this paper, I will use a social semiotic approach to analyse visual
conventions associated with reliability which appear in non-fiction pic-
turebooks published in the European market. My purpose with this study
is not to discuss the cognitive potential of illustration, nor to judge what is
true or not in visual arts, but to examine the ways in which the content can
be visually presented as reliable, in view of the presence of conventions
considered to represent the real or true.

2. Modality in Children’s Non-fiction

The credibility of a sign can be explored in social semiotics through the
concept of modality. Understood in verbal texts as the ‘truth value or
credibility of (linguistically realized) statements about the world’ [7, p. 1551,
modality allows to determine the degree to which a text intends to be per-
ceived as true or real through the use of certain words and constructions.
Adapting this Hallidayen concept into the analysis of images, semioticians
Gunther Kress and Theo van Leeuwen suggest that images might contain
certain elements, or modality markers, which convey how truthful they
are meant to be perceived as in a particular social context, and under a
particular social agreement of what is considered true [7, 8]. According to
their theory, the choice of colour, the rendering of detail, the use of depth,
or even the contextualisation of the represented elements, can be used to
convey different degrees of truthfulness and credibility in visual repre-
sentations [7]. Kress and van Leeuwen acknowledge, however, that what
can be perceived as true is not universal, and argue that modality markers
may vary depending on specific coding orientations and their associated
understandings of truth [7].

The particularities of the picturebook as a non-fictional medium, in
which a degree of creative freedom is not contested by the informational
purpose, determine the nature of the resources which can be employed
to convey reliability. While the range of possible visual outcomes within
the genre attests for the expressive potential of children’s non-fiction,
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it also complicates the analysis of the modality of its illustrations. This
visual diversity, in combination with the varying degrees of correspond-
ence and accuracy present across the genre, result in a lack of uniform-
ity in the visual representations, hindering the establishment of set
parameters to analyse the appearance of truthfulness in these books.

It is possible, however, to identify a number of visual resources and
conventions, often borrowed from other disciplines and contexts, which
can be considered to condition the perceived credibility of non-fictional
representations in children’s books.

3. Visual Resources to Convey Reliability

3.1. Photographs and Eidetic Representations

Photographs and photorealistic representations have often been used

in children’s non-fiction as reliable depictions of reality. Photographs
owe their sense of truthfulness to the seemingly direct connection they
establish with the world we can observe and experience in a way appar-
ently devoid of the creator’s subjective input: they are truthful in so far as
they constitute a record which transmits the ‘literal reality’ [9, p.16]. The
assumption that representations which comply to the idea of ‘realism’
are more objective and reliable due to their high naturalistic modality [7]
could partially explain their prevalence in children’s non-fiction books.

The perceived objectivity of these representations still lies on the
assumption that photographs communicate an unadulterated vision
of reality, with those behind the camera being sometimes perceived as
having no influence on the realities depicted. As Susan Sontag put it, the
photographer was often thought to be ‘a scribe, not a poet’ [11, p.88], high-
lighting their perceived role as recorders and not as creatives. However,
Sontag herself addressed the error in this assumption by adding that ‘the
supposition that cameras furnish an impersonal, objective image yielded to the
fact that photographs are evidence not only of what’s there but of what an in-
dividual sees, not just a record but an evaluation of the world’ 11, p.88]. This
suggests that, as much as a faithful representation of reality a photograph
can be, the choice of what to represent cannot be ignored as a manifesta-
tion of subjectivity in itself.

While the use of photographs and photorealistic representations
became a staple of children’s non-fiction since the end of the 1980s [10],
their use in the genre predates the peak of popularity they achieved during
this time. Earlier approaches seemed to not be as concerned with a pre-
tension of objectivity as later non-fiction books, which can be appreciated
in the way that photographs were used in relation to the textual narrative
and the elements of design. The series Les Enfants du Monde (Children of
the world), created between 1952 and 1978 by Dominique Darbois, made
use of black and white photographs to depict the lives of children of vari-
ous races and origins, allowing the reader to compare and contrast their
own daily routine to that of children from other parts of the world. Heavily
stereotyped, as it can be expected from the time when the collection was
created, the books combine the use of the photograph as an authentic
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testimony of the life of a child with playful design choices. The creativ-
ity transpires in elements such as the configuration of the text, the use of
blocks of colour, and even the presentation of the photographs them-
selves, often cut into different shapes to complement the overall concept
of the spread in which they are shown. Although this collection stands out
as an example of how the voice of the creator can manifest through the
use of photographs, the playfulness of the design should not distract from
the credibility they hold: the images seem to act as a testimony and con-
nection to reality, enhancing the reliability of the story through the use of
naturalistic representations.

In other books and collections, however, the voice of the creator
might be intentionally minimised or concealed, presumably in order to
contribute to the objectivity of the depictions. Publishing houses such as
Dorling Kindersley or the French Gallimard, which popularised the use of
realistic imagery in non-fiction children’s books [10], did so by presenting
the subjects often decontextualised, in a white background, and removed
from any additional surrounding information which could hint at the
subjectivity of a maker. Kress and van Leeuwen [7] see in resources such
as these an intention to convey objectivity, impersonality, and detach-
ment, suggesting that the images are meant to be perceived as impartial
accounts of reality.

Although the subjectivity of the creator might be initially obscured
by an illusion of transparent accuracy, photographs and, by extension,
representations which aim at photorealism, are not more devoid from the
underlying intentions and interpretation of the author than drawing or
painting [11]. Regardless, and despite the suspicion photographs might
incite due to the disguised bias of the creator, their high modality confers
them a notion of veracity hardly paralleled in a non-fictional context.

3.2. Data and Information Visualization
Non-fiction children’s books have occasionally adopted visual elements
and graphic representations from specialised disciplines which are tra-
ditionally considered objective and reliable. From scientific and techno-
logical fields, they have borrowed the use of diagrams, graphs, charts,
maps, sections, and other visual conventions for the display of data and
information. Despite their low naturalistic modality, these representa-
tions might occasionally be perceived as more real than a photograph [7].
Kress and van Leeuwen acknowledge that, although the view of realism as
naturalism is predominant in the current context, this coexists with other
understandings of what is real. Therefore, the correspondence between
the appearance of a representation and reality is not necessarily consid-
ered more reliable than that of abstract graphic representations, as these
may reveal an essential truth beyond external appearances, the reliability
of which might be preferable in certain circles and fields due to their ap-
parent lack of subjectivity [7].

The credibility associated with these conventions might derive from
the expectation of an impartial representation of data, but also from their
appearance. In comparison with representations in which the hand of
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the creator is more apparent, the visual austerity of diagrams and similar
visual conventions seems to allow few possibilities to conceal the creator’s
dispositions. Expert in informational graphics Edward Tufte advocates for
the use of as little ink as possible in their creation, to ensure the represen-
tation of only relevant information, hence directing the reader’s attention
to the data and not to any redundant, distracting or unnecessary graphics
or decorations [13]. His definition of graphical excellence as that which
‘gives to the viewer the greatest number of ideas in the shortest time with the
least ink in the smallest space’ 13, p.51] would suggest that the efficient use
of the visual resources and their exclusive focus on the communication

of information would hinder any possibilities of misrepresentation and
falsehood. This is not to say that these representations cannot be subject-
ed to bias: although informational graphics should aim to communicate
the truth, their makers can distort the data and interfere with the reader’s
attempt to decipher the underlying reality [13, 14]. However, this is no dif-
ferent, as Tufte points out, to the use that can be made of any other means
of communication in order to deceive their intended audience [13].

While the reason behind the use of these resources might not be
limited to an attempt to convey truthfulness, but also to the effective and
clear presentation of data, their presence in children’s books is not exempt
from the reliability that informational graphics hold in their original
contexts. The children’s books produced by the Isotype Institute under
the Max Parrish Imprint since 1942 made use of a method of visual ex-
planation called ISOTYPE (International System Of Typographic Picture
Education), which looked into ‘assembling, configuring and disseminating
statistical information through pictorial means’ (15, p.345]. Initially devised
by Otto Neurath in the context of the Vienna Circle, its development
would continue after his death by his wife Marie Neurath, who was
responsible, in the span of two decades, for the production of more than
eighty children’s books. Likely influenced by the positivistic views of
the Vienna Circle, Otto Neurath envisioned the use of signs as a way to
educate and make knowledge accessible, on the basis that images, unlike
words, are devoid of bias: a view he manifested in his slogan ‘Worte tren-
nen, Bilder verbinden’ (words separate, pictures unite) [16]. Neurath saw
great potential in the universal understanding of pictograms, and showed
clear and ambitious ideas concerning the presentation of information for
children, as he did for visual education [15]. The preface to the Teacher’s
notes for the Visual Science collection, published between 1950 and 1952,
is illustrative of the calculated process behind the design of each of the
Isotype images:

As you turn the pages of this book, you will notice that it uses more pictures
and fewer words than most schoolbooks you have seen. These pictures,
called Isotype charts, are not meant to show you exactly how things look
but to give you information about them, like a map or an engineer’s blue-
print. Because they have an unusual job to do they are made in an unusual
way. Everything which would not help you understand the meaning, or
which would confuse you, is left out. Colours are used only to help make the
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meaning clearer, never simply as decorations. This means that every line
and every colour in these pictures has something to tell you. [17]

Although Tufte himself gave little - and negative - attention to the works
produced by the Isotype Institute [16], the previous passage creates notable
connections with some of his criteria for graphical excellence. After estab-
lishing that the purpose of the Isotype charts is to present information, con-
sidered by Tufte as a common element across different types of information
graphics [13], the excerpt addresses the fact that any superfluous informa-
tion is left out to avoid confusion in the interpretation of the images. In
these representations, even the use of colour is an informational resource,
and not a decorative or aesthetic choice. This highly practical conception
of the images is consistent with Tufte’s argument towards the presentation
of the greatest amount of information by the fewest resources, making use
of all the components of an image. In this sense, in their conception, the
Isotype representations seem to aim for the clarity, precision and efficiency
that Tufte’s guidelines expected from infographical displays.

Not all the representations of data in children’s non-fiction abide by
Tufte’s principles to the same extent. Although the study of informational
graphics is usually associated with that of technical fields, Kress and van
Leeuwen see the origin of diagrams not only in technical drawing, but
also in abstract art [7]. The perception of abstract shapes as linked to the
creative as well as to the technical seems to manifest in Geo-grdficos (Geo-
graphics) [18], in which artist Regina Giménez illustrates specific data
about the universe and Earth exclusively through the use of diagrams and
infographic representations, resulting in depictions that oscillate between
the precision of informational graphics and the sensibility of geometric
art. As opposed to designs produced by the Isotype Institute, the choices
of colour in Giménez’s work do not have an exclusive informational
purpose, and respond to aesthetic decisions. Similarly, the purpose of the
representations is not only to display the information as, in some spreads,
the use of the abstract-looking conventions creates scenes in which the
graphs take the form of their content.

The laxity that the picturebook allows in the representation of infor-
mational graphics is particularly noticeable in non-fiction children’s books
published since the 2010s, in which an intention to present the informa-
tion clearly and efficiently coexists with the presence of visual elements
beyond those essential for the communication of data. Timeline: A visual
history of our world, by Peter Goes [19] takes the concept of a timeline to
turn it into a pictorial interpretation in which the selected historical events
are visually merged with each other in detailed illustrations. Yo y el mundo
(Me and the world) [20] shows the differences in the lives of children from
around the globe by collecting information about demography, hous-
ing, food, culture or sports, using resources such as maps, pie charts, bar
graphs, pictographs, and other infographic representations. However, of
all the information visualization methods, perhaps maps are the most fre-
quent in picturebooks, with atlases even constituting a specific subgenre
in non-fiction. Mapy (Maps) [21], perceived as the work which marked the
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start of a new trend of contemporary non-fiction children’s books [22],
includes a series of inaccuracies and omissions that could be obscured
by an initial sense of reliability associated with maps. Some of them are
common to geographical projections, such as the historically Eurocentric
tendencies in their representation, or the inaccuracies derived from the
impossibility of translating a spheroid into a two-dimensional image [23].
However, others can be interpreted as manifestations of the bias of the
creators of the book, such as the choice of the countries to be represented,
or the way in which the information is selected and located in relation to
the map. Books such as these can be seen as examples of how the expres-
sive potential of the picturebook allows for a degree of flexibility in the
representation of information which, in other contexts, could be consid-
ered to challenge the reliability of the content.

3.3. Informational Publications and Spaces

3.3.1. Contextual Overview

In conveying or communicating truthfulness, illustrators of children’s
books have occasionally looked to establish connections, visual or other-
wise, with spaces or publications which have historically been associated
with the organisation and sharing of information. This has largely in-
volved institutions and publications which originated during the modern
era, such as museums, newspapers or encyclopaedias. As products of the
Enlightened Europe, these have largely shaped how we organise, dissemi-
nate and relate to information and knowledge today. The reproduction of
their features in children’s books can favour an association with the reli-
able, as these contexts are generally considered to be relatively trustwor-
thy vehicles of information.

Despite its role in contributing to a more informed society, the En-
lightenment is often perceived as the originator of systems of oppression,
and so the institutions and publications which developed under its pre-
cepts cannot be removed from the politics, power dynamics and ideology
inherent to them. Museums seem to have particularly been the focus of
criticism, being seen as epitomes of institutionalised imperialistic values,
which has led their displays and collections to be subject to revision and
re-examination [24]. The attention has not been exclusively placed on
them, as informational publications have also been challenged due to the
Eurocentrism and bias they have historically presented. Although these
institutions and publications have been criticised due to the values they
embody and views they perpetuated, their connection to the reliability
and authority they were originally conceived to symbolise remains in
place, still being perceived as symbols of legitimacy. The potential of
establishing connections with these institutions and publications has not
escaped the attention of the children’s books publishing industry, which
has led to the incorporation of some of the features from these contexts
into children’s non-fiction and, with them, their associated reliability.
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3.3.2. Newspapers

Perhaps due to the restrictive nature of its layout, the formal character-
istics of the newspaper are not often imitated in children’s books and,

if they are used, they more commonly appear as an exceptional spread
rather than in the entirety of the book, since not many topics might lend
themselves to the use of this approach. Robos de leyenda (Legendary es-
capes and jailbreaks) [26] and Grandes fugas de la historia (Legendary rob-
beries that made history) [27] appear to be an exception to that. These two
books compile, in the form of an anthology, newsworthy stories referring
to historically notorious escapes and thefts. The books echo the distribu-
tion of the information in newspapers through the use of columns, clearly
defined headlines and decks, cut lines, and even mastheads. Kress and
van Leeuwen consider that the credibility of newspapers ‘rests on the belief
that photographs do not lie and that ‘reports’ are more reliable than ‘stories”
[7, p- 149] and, although the images in the book are not photographs nor
photorealistic images, they seem to include features reminiscent of the
medium. The limited colour palette and textures present in the illustra-
tions are evocative of the restrictive colour range and use of half-tone
characteristic of photographs of old. This creates a visual connection with
the images that would have been in the front pages of the newspapers
which originally featured the events collected in these children’s books.
In combination with the use of the newspaper layout, the approach to

this book does not only confer a sense of credibility to the information
depicted, but is also thematically appropriate.

3.3.3. Dictionaries

The presence of illustrated dictionaries in children’s books and in the
literature surrounding them is scarce [28], as it would appear their function
as a language learning instrument has been largely assimilated by books of
a similar nature, such as concept or ABC books. Although there is variety
in the types of illustrated dictionaries we can find, the characteristics and
appearance they present as children’s books are not dissimilar from those
manifest in their adult counterparts, in both cases using visual and textual
resources for the representation, definition, and, occasionally, exemplifica-
tion of a series of headwords in one or more languages. As dictionaries,
their purpose to present lexical information has surrounded them with

an aura of authority and objectivity, despite the subjective and culturally
biased perspective through which the representation of language is com-
monly tackled [29]. There is often, however, an intention to reinforce their
objectivity, which can manifest in the visual approach adopted. Although
dictionaries may present illustrated scenes in which a series of headwords
are collectively depicted into the same image, it is not uncommon to
represent the concepts individually, removing the background or setting
completely and leaving only the main element. Kress and van Leeuwen

[7] see in the omission of a setting a compromise with the truthfulness of
the image within a naturalistic coding orientation, as this would lower its
modality. However, in isolating the image from its context, the illustration
can be perceived as prototypical and generic, making this an ideal resource
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for the exemplification required in books such as a these.

Portuguese publisher Pato Logico released a series of thematic
dictionaries, including Mar (Ocean) [30], Teatro (Theatre) [31] and Danga
(Dancing) [32], under the collection Atividarios - ‘actividaries’, a portman-
teau of ‘activities’ and ‘dictionary’. Aside from fulfilling the traditional
role of a dictionary, these books include practical activities for the reader
to carry out on their own, or in a family or school contexts [33]. The
introduction of activities takes the dictionary beyond its original function,
leading the reader to actively engage with the content. In addition to this,
the definition of the different entries, not limited to the lexical, facili-
tates the establishment of connections with broader areas of knowledge.
The images, which depict a series of highlighted headwords per spread,
constitute prototypical examples of that which they illustrate through the
removal of a background, while finding a balance between the creative
expression of the illustrator, and the visual requirements of the genre.

3.3.4. Encyclopaedias

The incorporation of visual characteristics associated with encyclo-
paedias, whether this refers to the approach to images or to the layout,
appears to be one of the most prominent ways of introducing features
from informational contexts into non-fiction children’s books. The way in
which this is done is not dissimilar from that of dictionaries, probably due
to the similarity of their purposes, with dictionaries presenting informa-
tion about language, and encyclopaedias about the world [28]. Kress and
van Leeuwen concisely summarise some of the visual characteristics that
appear in classificational representations, claiming that the elements ‘are
often shown in a more or less objective, decontextualized way. The background
is plain and neutral. Depth is reduced or absent. The angle is frontal and objec-
tive. Frequently there are words inside the picture space’ [7,p.77)-

The European encyclopaedic tradition is abundant and, as such, has
manifested differently in contemporary children’s books. This means
that, apart from incorporating the aforementioned characteristics in their
images, some have looked to recover the aesthetic approach associated
with the first encyclopaedias. In Paisajes perdidos de la Tierra (translated
as How Life on Earth Began in the English edition) [34], illustrator Aina
Bestard sought to imitate the visual appearance of early illustrated plates
on palaeontology, paying homage to the artistic works used for educa-
tional purposes in the 19" century, as it is indicated in the book’s original
afterword. This approach to image-making manifests in the black and
white illustrations of fossils that appear throughout the book, which
adhere to the notions presented by Kress and van Leeuwen [7], but also in
the full-colour panoramic images, which constitute the most conspicuous
connection with the plates Bestard is referencing. The use of lines, dots
and textural pattern in her mark-making seems to respond to an attempt
to imitate the characteristics and qualities of early lithographs of scientific
subjects. This enhances the connection to early encyclopaedias and the
credibility associated with them not only through the layout, but through
the defining features of the medium used to create their original images.

323



324

CONFIA - 10th International Conference on lllustration & Animation
Caldas da Rainha - Portugal - July 2023 - ISBN: 978-389-54339-9-9

3.3.5. Museums

Museums share with encyclopaedias an enthusiasm for learning and
instruction, with the mandate to ‘collect, display, preserve and teach’ being
present in both [35, p.114]. The similarity of these purposes with those of
the non-fiction book, and the connection the museum as an institution
holds with education [24, 25], has led them to be visually referenced in
informational children’s books.

The inspiration drawn from museums can result in a literal depiction of
the inside of a building, as it is the case of Animo Museum (Animal mu-
seum) [36], which shows the different rooms of a natural history museum,
including its visitors and personnel. However, the museum has most
notably been used as a means to structure and organise the information
inside the book. Big Picture Press has focused on the development of a se-
ries of non-fiction children’s books under the title Welcome to the Museum.
This best-selling collection tackles different disciplines, such as botany,
history, astronomy, anatomy, or palaeontology, with currently nine titles
conforming it. In this series, rather than providing a literal depiction of
the space, the book becomes a metaphor of the museum as a physical
location, with a narrator welcoming the reader and encouraging them to
‘wander through the pages’, ‘pause to inspect each exhibit carefully’ and to
‘tour its galleries’ [37]. Although the collection is thought of as a museum,
with each title conceived as a gallery, the visual strategies employed are
similar to those present in books with encyclopaedic approaches. While
most of the titles are illustrated by different artists, the stylistic approach
across the books is reminiscent of early scientific illustrations and vintage
taxonomical plates, with some spreads showing structures which could
be identified with museum displays. To reinforce the connection with

the museum, the titles include divider pages to separate their different
sections, translating the spatiality of the museum into the book form, thus
establishing connections with the physicality and organisation of informa-
tion from these spaces.

4. Conclusions

Reliability can be visually expressed in non-fiction children’s books
through the use of conventions typically associated with the real and the
true. Using naturalistic representations, introducing data visualisation
methods, or borrowing stylistic and design elements from informational
spaces and publications are resources which can be perceived to enhance
the reliability of the presented information in the genre. The use of strate-
gies which highlight the credibility of the content, alongside a manifest
presence of the illustrator’s voice in the visual representations, accentu-
ates the singularity of children’s non-fiction as both a creative and an
informational form.
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Scientific illustration allows communicating science faithfully, not
neglecting the aesthetic sense. Its potential can play an important role
supporting the community, acting as a vehicle for transmitting scien-

tific knowledge to the population and promoting their participation and
involvement in science. Botanic illustration makes possible understand-
ing the anatomy and morphology of plant species, given is capacity for
synthesis and interpretation. Beyond its descriptive function of new
species, it also allows the review of known groups and the creation of
catalogues for species identification. However, it faces some challenges,
like to enlighten some plants species to which we do not always give the
deserved attention. The principal purpose presented here is to present the
work developed for the creation of an herbarium book of the wild plants
that can be found in Vale do Cda. Its pages are filled with detailed botanic
illustrations that can captivate and elucidate the public about their
medicinal, food and cultural value, while aiming at the preservation and
enhancement of these species.

1. Introducao

A presente ag¢do foi desenvolvida e faz parte de uma estratégia de con-
certagdo de interesses centrados na divulgacdo dos recursos boténicos
regionais do Vale do Cda. E dirigida as populagdes locais no sentido de

as sensibilizar e tornar mais permeaveis a necessidade de determinados
recursos naturais estarem sob medidas de prote¢do ou conservagao. Foi
materializada na edi¢do de um livro-herbario que tem como objetivo
maior, mostrar 22 plantas bravias de entre 500 espécies diferentes que
foram inventariadas durante o projeto CoaMed Plants, sob diregao da Dr2
Célia Cabral (Univ. de Coimbra). “O meu Herbdrio de Plantas Medici-
nais do Vale do Cda” é um livro profusamente ilustrado, em que em cada
plano de duas paginas apresenta um arquétipo de uma espécie da flora

do Vale do Coa, ao pormenor (habito, folhas, ramo vegetativo, florifero e
frutifero, com sementes), com recurso ao poder documental e estético das
estampas botanicas, cientificamente rigorosas e corretas. Os destinatarios
desta obra enquadram-se dentro de publico de ndo-especialistas, cosmo-
politas (edigdo em portugués e inglés), que, muito provavelmente, estarao

1 & 2 Universidade de Aveiro, Departamento de Biologia, Portugal
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familiarizados com algumas das espécies mais emblematicas, identifican-
do-as rapidamente no campo, muito embora e para varias outras terda de
se socorrer deste mini-guia botanico para chegar a identifica¢do correta
da espécie. E o caso das giestas ou das cenouras-bravas, que morfologica-
mente sdo muito parecidas, e onde o livro funciona como precioso auxiliar
nessa destringa, ao reunir todas as pistas visuais, nao so para espicagar a
curiosidade e para a descoberta, como também para promover a correta
diagnose e identifica¢do daquele organismo. Por fim, além de poder servir
como guia botanico, ensina também como fazer um herbario de plantas
conservadas por secagem e como etiquetar essas testemunhas reais da es-
pécie — procedimento similar aos protocolos de inventariagio realizados
por especialistas botdnicos. Desta forma, cultiva-se o saber popular, o sa-
ber e praticas cientificas, promovendo em simultaneo a cultura e literacia
cientifica, bem como a defesa dos valores e recursos endogenos através
do cultivo de atitudes e comportamento de identificagio, advindos de
um sentido de apropriagdo (promotores de maiores valores de defesa
incidente sobre o que identificamos implicitamente como nossa pertenca,
mesmo que virtualmente).

A ilustragdo cientifica (IC), enquanto area do conhecimento humano
que surge da conciliagdo entre Ciéncia e Arte, se bem que subordina-
da a primeira, € uma ferramenta essencial e de enorme potencial na
divulgacdo do conhecimento cientifico. O principal objetivo centra-se
na Comunicag¢do de Ciéncia através da imagem desenhada/pintada,
isto ¢, transmitir, com rigor e de forma simples e intuitiva, o trabalho de
investigadores e os inumeros conceitos e processos cientificos complexos
relacionados com a natureza, através da imagem adaptada a diferentes
publicos-alvo (desde especialistas a nio-especialistas). E, portanto, uma
ferramenta fidedigna e de grande utilidade no processo de aprendiza-
gem e/ou investigacao. O produto final resultante do processo de ilustrar
ciéncia, tornando-a visual, devera ser facil de compreender por siso - e
transcender qualquer fronteira cultural ou linguistica [5].

“..ailustragdo cientifica é assim wm modelo de comunicagao, capaz de
narrar a complexidade da vida selvagem (bioldgica), geologica ou humana
(antropoldgica), através da imagem desenhada: clarificando, complemen-
tando e suplementando o discurso cientifico descritivo/discursivo (oral ou
escrito).” [9].

Correia [6] define a IC como materializagdo grafica de um conjunto de
ideias que traduzem a forma como a ciéncia compreende o mundo natu-
ral, e que sio validas a altura em que sio realizadas. E, pois, um recurso
imagético construido que permite uma melhor visualiza¢do entre o orga-
nismo extante (contemporaneo) e o extinto, e a descoberta de estruturas
que sdo, normalmente, de dificil compreensdo [18] ou invisiveis (inferidos
por observagdo direta, na dimensido microscopica, ou indireta, na dimen-
sdo submicroscopica, como sejam as estruturas celulares, moleculares

ou atémicas). Para que uma ilustragdo possa ser considerada cientifica é
importante que tenha um compromisso absoluto com a honestidade e a
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veracidade das informagdes cientificas atualizadas a data - todos os deta-
lhes devem ser observados, medidos e contextualizados [16].

Categorizacao das ilustracdes cientificas

Divide-se por varias categorias, cada uma com as suas regras e especifici-
dades, de entre as quais se destacam a ilustra¢do zooldgica, botanica, mé-
dica, paleontoldgica, entre outras, sendo que dentro de cada uma destas
areas € possivel encontrar outras ramificacGes. Em suma, tudo o que pode
ser objeto de um estudo cientifico [3].

Podemos classificar a IC como uma atividade investigativa, a qual
requer dominio de técnicas, acuidade visual e conhecimento cientifico.

O papel do ilustrador cientifico devera passar por realizar uma revisdo
sistematica da informacdo ao dispor, criagdo de uma hipotese grafica que
responda ao problema/necessidade apresentados, primar por criar um
equilibrio entre rigor, corre¢ao e honestidade cientificas e a estética a im-
primir para que a imagem seja apelativa e impactante, capaz de prender a
atencao do observador e conduzir a leitura para que a mensagem codifica-
da da imagem seja facilmente interpretada, compreendida, assimilada e
memorizada pela audiéncia a qual se dirige [5].

Podem ser distinguidas trés tipologias de ilustragdes cientificas: i) os
desenhos descritivos, que retinem em si o maximo de informacao perti-
nente, como sdo exemplo as ilustragdes taxonomicas (em que o ilustrador
pode ter apoio de um investigador ou ser ele prdprio ser o cientista); ii) os
desenhos interpretativos que tém como fung¢do interpretar ideias e que,
portanto, necessitam que o ilustrador tenha formag¢ao em ciéncia, para
interpretar corretamente a ideia e converté-la em objeto grafico simplifi-
cado, sem descontextualizar; iii) e por ultimo os desenhos imaginativos
que fazem mais uso da criatividade, alguns sendo metaforas, mas que ndo
existem no mundo fisico ou se visualizam diretamente como sejam os gra-
ficos de dados, os atomos e moléculas [8].

A ilustracao cientifica e o0 modelo representativo - o arquétipo
Numa figuracao ilustrada de um organismo, o objetivo sera demonstrar
uma realidade que vai para além da que € obtida através de uma fotografia
(apresentagdo daquele individuo singular, naquele espago e naquele tem-
po precisos), isto ¢, pretende “representar” aquele individuo numa forma
“ideal” [5]. Essa representagio, enquanto modelo que reune e sintetiza
informacao cientifica em imagem, vai reunir em si todas as caracteristicas
taxondmicas que o tipifiquem e, no conjunto, facilitem a sua identificagdo
direta com o conceito de espécie - o chamado arquétipo. Neste sentido
para ilustrarmos a realidade, recorre-se a padroniza¢do de um modelo
que apesar de comparével & realidade, é uma criagio “artificial”, mas com
sentido e significado [5]. A imagem criada, mesmo que estatica, tem a ca-
pacidade de conduzir o leitor sobre uma direc¢io de leitura ou sequéncia,
recorrendo a retorica visual imposta através de uma sucessio de eventos,
estrategicamente ordenados, fazendo uso de regras de composi¢do que no
conjunto, constituem uma unidade didatica capaz de impulsar o cresci-
mento ou consolidar e memorizar a aquisi¢do de conhecimento [8].
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2. llustracao botanica

De entre as diversas areas sobre as quais a IC incide e se multiplica, a ilus-
tracdo botanica, contribui para a divulgacao de conhecimentos cientificos
relacionados com a flora em geral [18]. O seu valor assenta na cria¢do de
uma consciéncia sobre as plantas como organismos vivos, e da importan-
cia da sua diversidade no equilibrio ecoldgico com os restantes seres vivos
de uma comunidade e/ou ecossistema, bem como dos servigos por eles
prestados. Esta é uma forma de representar a natureza e, ao demonstrar

a sua singularidade utilitaria e estética, contribuir para a sua preservagao
em ag¢des de conservagio e prote¢io, promovendo o respeito pelo meio
ambiente e a responsabilidade socioambiental [18], em campanhas estru-
turantes de sensibiliza¢do e/ou consciencializagdo.

Este tipo de ilustragdo surgiu da necessidade de reconhecer espécies de
plantas ditas “uteis”, permitindo a sua identifica¢io e das suas proprie-
dades medicinais, alimentares ou mesmo culturais para o Homem. Essa
motivagdo para criar repositorios de memoria deu inicio a documentagao
das plantas e dos seus usos, tendo assumindo grande importancia na
época das grandes exploracdes europeias e expedi¢des cientificas, que
trouxeram a descoberta de novas espécies, cujas descricdes eram comple-
mentadas pela ilustracdo [4].

De facto, estas ilustra¢Ges estimulam a consolida¢do do conhecimen-
to intrinseco sobre os “seres verdes”, uma vez que autores como James
Wandersee [19] reconhecem a boténica como uma area pouco atrativa e
sobre a qual a sociedade no geral tem pouco conhecimento, em compara-
¢do com o estudo sobre os animais. Wandersee denomina este fenémeno
de “cegueira botnica” que define como “incapacidade de alguém ver ou re-
parar em plantas no ambiente que o rodeia, o que conduz a: (a) incapacidade
de reconhecer a importdncia das plantas na biosfera e nos assuntos humanos;
(b) incapacidade para apreciar as caracteristicas bioldgicas, estéticas e unicas
das formas de vida pertencentes ao reino vegetal; (c) a classificacdo antropoge-
nica incorreta de que as plantas sdo inferiores aos animais, levando a conclu-
sdo errénea que ndo sdo dignas de consideragdo humana.” [19].

Ainda segundo este autor, esta dificuldade generalizada em criar
uma empatia duradora com as plantas, ao contrario do que acontece
com espécies animais, deve-se principalmente a um conjunto de fatores
relacionados com a perce¢do e cogni¢ao visual humana. Destacam-se a
inabilidade de reparar nas plantas no ecossistema por falta de conheci-
mento sobre as mesmas. No geral, teoriza que as pessoas tendem a saber
menos sobre plantas do que sobre animais e que apenas conseguimos
reconhecer visualmente aquilo que possui significado para nds; também
a falta de elementos preponderantes como a presenga de flor, o facto
de as folhas serem mais discretas ou existir homogeneidade cromatica
e espacial contribui para que passem mais despercebidas; o facto de as
populagdes de plantas crescerem normalmente na proximidade umas das
outras, o que pode levar ao agrupamento de diferentes espécies, apeli-
dando-as simplesmente de plantas; devido ao facto de serem autotroficos
imdveis, ocupam menos espago, tempo e pistas visuais como cores para
se destacarem aos olhos dos humanos; mais ainda, os humanos tendem a
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ndo percecionar as plantas como seres potencialmente perigosos, dado o
habito visual e a sua familiaridade a nossa atengdo consciente é diminuida
perante as mesmas, o que pode contribuir para a falta de aten¢do a possi-
veis perigos que estas possam constituir [19].

Mais recentemente, Parsley [14], [15] defende, perante a teoria de
Wantersee, que o termo “cegueira botanica” pode ter uma conotagdo
negativa ao ser associado a uma incapacidade (neste caso a cegueira),
considerando que incapacidade de ver ndo podera ser a mesma coisa que
falta de aten¢do perante as plantas. Posto isto propde que o termo seja
atualizado para “disparidade de conhecimento vegetal” que, defende, é
mais preciso e inclusivo, mantendo o conceito que deu origem ao termo
original [14], [15]. Parsley [14] afirma que este novo conceito permite enfa-
tizar que as plantas ndo sdo de facto completamente invisiveis, mas sim
colocadas em segundo plano quando comparadas com outros organismos
com mobilidade e capacidades de expressao (vocal, gestual ou outra) ou
até comportamental, como os animais.

Esta disparidade de niveis de aten¢do também acontece entre
diferentes espécies de plantas. Por exemplo, no grupo de plantas que
foram selecionadas para representar neste trabalho, existem espécies
que, ao contrario das giestas e cenouras-bravas referidas anteriormen-
te, quando vistas em visitas de campo, parecem visualmente menos
interessantes (ou porque estdo sequiosas ou foram parcialmente
comidas por herbivoros selvagens, como coelhos ou cavalos selvagens,
ou domesticados pelas artes da pastoricia, como cabras; ou porque a
altura do ano néo ¢ propicia a floragdo ou frutificagdo), sdo, contudo,
alavancadas pelas outras mais vistosas e impactantes — suscitando de-
safios de redescoberta, aprendendo a olhar para elas com outros olhos
de ver (observar e analisar), ou até pertinentes consideragdes: —néo
sendo esta esteticamente tao interessante porque foi escolhida? Em
que € que se destaca? Tem algum uso importante para além de poder
agradar a vista? Parece assim evidente que para combater a disparida-
de de consciencializagdo entre grupos e espécies diferentes € preciso
um maior grau de estratégias cumulativas para garantir esse enfoque
e atengdo e até alteragdo de atitude. Estas passam pelo procurar e uso
de fatores promotores de empatia, sejam eles de ordem consciente ou
subliminar, o que desemboca em processos de reeducacao e/ou novas
vias de promogao das entidades fotossintéticas, procurando o cultivo
do fascinio e a descoberta do maravilhoso, sem nunca abandonar o tri-
lho da objetividade cientifica. A IC, tem dado mostras que encerra em
si todo um potencial capaz de contribuir para alavancar esse designio e
novo paradigma atencional.

3. Execucao de uma estampa botanica

Quando se inicia um trabalho de IC, antes de mais, € necessario obter
uma contextualizac¢do informativa, coletando e sistematizando o maximo
de informagio fidedigna. E importante seriar as caracteristicas com valor
de diagnostico, capazes de contribuir para a diagnose especifica que
confere a sua identidade. Esta informacao basilar permite compreender
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melhor a planta, o seu habito, a sua estrutura e seus diferentes orgaos.
Permitira também reconhecer quando uma determinada planta possui
carateristicas que ndo sio tipicas e que, por isso, podera nio ser represen-
tativa da sua espécie [13]. E importante compreender também, através da
observagdo direta ou indireta, as formas das suas estruturas, os tipos de
caule, a disposigao das folhas e a variedade das flores.

De acordo com a convengdo generalizada e protocolada para uma
aproximagdo consolidada a espécie, respeita-se uma ordem logica: come-
car das estruturas maiores para as mais pequenas; das estruturas basais
para as apicais; das estruturas externas para as internas; das estruturas
vegetativas para as estruturas reprodutivas [12] garantindo assim que
todos os detalhes serdo analisados e considerados.

Para a criagdo de uma ilustra¢do botanica (IB), o material de referén-
cia, resume-se a trés tipos: i) material fresco (o0 mais indicado para obter
uma melhor nogdo da tridimensionalidade da planta, assim como da cor
de cada estrutura observados numa planta com vida; ii) o material de her-
bério prensado e seco, onde ndo se observam as anteriores caracteristicas,
mas ¢ bastante util para procurar analogias com a informagao taxono-
mica ja documentada, permitindo comparagao e o estudo de estruturas
diminutas com acesso a instrumentos de amplia¢do; iii) as amostras em
preparacdo para microscopia Otica de transmissio, que serdo mais indi-
cadas quando € necessaria a representagio de aspetos histologicos [12]. O
ilustrador também pode recorrer a imagens, criteriosamente selecionadas
e bem identificadas, para compreensdo de detalhes, aferir padroes de
cores em isolados geograficos, etc.

Na representagdo grafica, desde a década de 9o do século XX, que
¢ cada vez mais usual recorrer-se a técnicas digitais, que, para além de
possibilitarem criagdes policromaticas ou a uma sé cor, possuem a mais
valia de serem editaveis (possibilitando a criagdo de morfo-tipos; de
subespécies a partir de uma espécie-tipo (por adi¢des e/ou subtra¢do
de detalhes, ou ainda ligeiras distor¢des conformacionais, corre¢des ou
alteragdes de cor, textura ou padrdes), sem danificar o trabalho durante
o processo [7]. Permitem também que se repita e manipule elementos
que sejam semelhantes numa estrutura, o que pode agilizar bastante o
trabalho. A flexibilidade das técnicas digitais permite continuar a explorar
novas ideias através da edi¢do [7].

Seja qual for a técnica escolhida, e concluida a arte final, o ultimo
passo consiste em procurar a valida¢io de um especialista da area.

4. Estudos de caso - metodologia e método

De entre as varias IB realizadas para o livro “O meu Herbario de Plantas
Medicinais do Vale do Cda”, seguiram-se todas as convengdes e trimites
acima enunciados. Sendo que € uma obra cujo parque imagético € de na-
tureza coletiva (feito por uma equipa de ilustradores, sob supervisio de F.
Correia), foi necessario: i) criar um vocabulario e sintaxe/gramatica visual
comum a todas as estampas botanicas, para garantir a homogeneidade,
consisténcia e coeréncia de todas as estampas e sua formatag¢do/composi-
¢do; ii) criar e sustentar uma imagem identitaria para caracterizar aquela
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obra em particular e garantir que o publico-alvo as possa interpretar e
descodificar sem deturpag¢des de entendimento, de forma clara e concisa
[16], facilitando comparagGes sempre que necessario entre a planta (habi-
to) e suas parte ou Orgaos.

Pelas facilidades relatadas a escolha da técnica recaiu sobre as técni-
cas digitais.

Apos aprovagdo do esbogo € possivel passar para a arte final na técni-
ca escolhida, garantindo que, quaisquer alteragdes que sejam necessarias
apos o desenho final ser concluido, sejam inexistentes ou minimizadas
ao maximo. O protocolo de execugdo seguido € uma adaptagdo linear do
método descrito por Barrocas e Correia [2] e [7].

Quaisquer das ilustragdes que compde a IB deve estar indexada a
uma escala métrica (essencial para que o observador final possa ter nogdo
do tamanho real da planta e suas estruturas) [12].

Dada a impossibilidade de observar espécies vivas, in situ, as referén-
cias utilizadas foram essencialmente fotografias, recolhidas e faculta-
das pelo bidlogo que acompanhou o projeto, assim como referéncias ja
existentes na Flora Ibérica. A metodologia seguida permite imprimir uma
ordem logica na investigagdo e desenvolvimento da imagem: das estrutu-
ras maiores e mais basais para as mais pequenas e apicais, das estruturas
vegetativas para as reprodutivas.

O posicionamento do habito e restantes estruturas da planta, foi
pensado para traduzir o maior numero de caracteristicas diagnosticas da
espécie, em equilibrio com uma estética que a enfatize [10].

A composicdo dos diferentes elementos deve ser ponderada por
forma a utilizar os valores tonais das cores, as sombras proprias e luzes
incidentes, as texturas e curvaturas naturais para induzir a ordem e linha
condutora de leitura para que esta imagem muda possa narrar o conhe-
cimento cientifico que se quer transmitir. Nao sendo uma regra rigida,
geralmente e se a estampa ocupa uma Unica pagina, o habito é centraliza-
do e no bloco mais a esquerda coloca-se o ramo vegetativo e no bloco mais
a direita, de cima para baixo, os elementos floriferos e os frutos/sementes,
etc.. Se em dupla pagina, o habito troca com o ramo vegetativo assumindo
a posi¢do mais a esquerda.

4.1. Azedas-das-paredes (Rumex induratus)

Esta é uma espécie herbacea, perene e de caules nodosos, com flores
hermafroditas e muito ramificada [11]. As folhas foram dispostas para se
perceber a variabilidade no recorte foliar e pelo menos uma evidéncia a
face inferior (denotando diferengas em valores tonais entre as duas super-
ficies foliares). Como estratégia para a tornar esta IB esteticamente mais
atrativa e visualmente enfatica, optou-se por uma abordagem cumulativa
em termos fenoldgicos, que ocorre na natureza embora seja pouco co-
mum. Numa s6 planta é apresentado todo o seu ciclo de vida recorrendo a
diferentes ramificagdes (Fig. 2), cada qual com varias fases da flor e fruto
(as estruturas numa fase mais imatura ocupam posi¢des mais apicais e

as mais maduras (o fruto ja seco e com a semente saliente, por exemplo),
situaram-se nas zonas mais basais dos ramos.
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Fig1. Evolugdo ao lon-
go do tempo, do botdo
florifero ao aquénio tri-
gono, rodeado por trés
valvas membranosas e
ja seco, passando pelo
ovario ja fecundado e

sem estames e anteras.

Fig 2. Habito de azeda-
-das-paredes (Rumex
induratus), planta com

valor condimentar.

Fig 3. Habito de
cenoura-brava (Daucus
carota).
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4.2. Estudo de caso presentativo - as cenouras

Outras duas espécies selecionadas para serem retratadas na obra ja edi-
tada pela Imprensa da Universidade de Coimbra foram, a Cenoura-brava
e Cenoura-de-folhas-miudas, respetivamente Daucus carota e Daucus
crinitus. Pertencentes 8 mesma familia caracterizam-se por possuir hastes
eretas e ascendestes, glabras, ramificadas desde a base e com flores basais
penatissetas. Ambas apresentam flores normalmente brancas, com dife-
rentes tipologias e reunidas em umbelas, que ddo origem a frutos ovais e
longos com algumas fileiras de espinhos [17]. Morfologicamente, ambas
sdo bastante semelhantes, mas existem diferencas claras que permitem
diferenciar estas espécies e era preciso demonstrar: i) as folhas da D.
crinitus possuem segmentos sésseis, ao contrario da outra (Fig. 3); ii) as
umbelas de ambas sdo bastante pedunculadas, no entanto existem duas
diferengas que nos permitem distingui-las; iii) na D. carota existe uma flor
de cor purpura (Fig. 4) que se encontra no centro da umbela e que ¢ estéril
(inexistente na D. crinitus); iv) o proprio formato da umbela, exibe uma
forma mais concava na D. carota, enquanto na D. crinitus assume uma
forma convexa ou plana, que se mantém na fase da frutificagio (contrario
da D. carota que se contrai) (Fig. 5); v) uma outra diferenca reside nos fru-
tos (mericarpos), com cinco fiadas de espinhos menos numerosos e mais
grossos que exibidos nos mericarpos de D. crinitus (Fig. 6).

Mais uma vez era importante demonstrar o ciclo de vida através da
floragio e frutificagdo nestas espécies, reunindo as diferentes fases numa
mesma estrutura para o qual se optou por criar um habito com trés ramifi-
cagdes (Fig. 3), no sentido basal para apical, correspondentes a fase mais
imatura e com as flores ainda em botdo, seguido da fase com as flores
abertas, mas ndo fecundadas e ainda uma ultima fase, pds fecundagio, ja
com fruto formado.

5. Conclusao
Uma ilustragdo cientifica devera informar como também induzir uma
influéncia positiva nas decisoes e atitudes, principalmente quando em
causa estdo matérias sensiveis como a conservaco e protecdo de recursos
endogenos de um patrimonio natural peculiar - a flora do Vale do Coa.

Neste caso e dado o sucesso obtido com base na rece¢o entusidstica
da obra editada, assente numa profusao e diversidade de IB, pressupde
que estas desempenham um papel importante na divulgagdo cientifica
desta espécie de projetos. Acumular ainda a fun¢do de promotora da
literacia e culturas cientificas para com pessoas que ndo sendo cientistas,
doravante se sintam mais motivadas em envolver em ag¢des com raiz nas
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ciéncias naturais. Simultaneamente tornou mais visiveis certos elemen-
tos da natureza aos quais nem sempre prestamos tanta atengao e é mais
um contributo positivo de combate a cegueira botanica. Em sintese, a IB
pode funcionar como ferramenta essencial para aproximar comunida-
des com diferentes conhecimentos, sejam elas especialistas ounao [1] e
facilitar a aquisi¢ao de novos conhecimentos que permitirao alimentar, de
forma proficua e informada, a discussdo sobre temas importantes para a
sociedade e bem-estar humano e animal, ou ainda o progresso cientifico
e amedicina.
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de flor; c. flor interior
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estéril do interior da
umbela; f. e g. flor do
exterior da umbela).
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dispostos para facilitar
analises comparativas
entre D. carota (&
esquerda) e D. crinitus

(a direita).

Fig. 6. Evolugio
do mericarpo da D.

crinitus.
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This article aims to discuss the potential influence that character design
has on public opinion, by studying the case of Japanese immigration in
Brazil. From the first political cartoons of the first half of the 20th century,
which were openly derogatory, to more contemporary representations
with more sophisticated sign strategies, tinged with humor, but still stig-
matizing. In contrast, with the work of designer and illustrator Erika Mitie
Nakamura, and her character Akemi, who seeks to show, with truth and
sweetness, how much it hurts to suffer prejudice because of one’s ethnic-
ity and appearance.

1. Introducao

Este artigo é o desdobramento, 4 anos mais tarde, do Trabalho de Con-
clusdo de Curso intitulado “Olho Puxadinho” [ ], da designer e ilustra-
dora Erika Mitie Nakamura. Mesmo ap0s esse intervalo, infelizmente, o
tema tratado pelo livro continua atual e coloca luz sobre um aspecto da
sociedade brasileira muitas vezes encoberto, o do preconceito racial, mais
especificamente aquele que se manifesta como “racismo recreativo” [ ]
contra os imigrantes japoneses e seus descendentes no Brasil.

No exiguo espago deste artigo, fruto de uma pesquisa de natureza
qualitativa, exploratoria, por meio de revisdo bibliografica e pesquisa do-
cumental do quadro tedrico composto por autores como Santaella (2012);
Moreira (2019); Takeuchi (2008); Sakurai (2008); Mori (2021); Lesser
(2008); Souza (2017); Miliacava (2008); Haslam (2007) além de entrevista
semiestruturada com a autora e designer da personagem protagonista,
buscou-se mostrar o poder politico da imagem e como o design de per-
sonagem pode contribuir, ainda que singelamente, para reversao de uma
situagdo de preconceito racial, ao menos das geragdes futuras, haja vista
tratar-se de um livro voltado para o publico infantil.

O artigo se divide em duas partes principais sendo a primeira, de
carater historicista, que busca resgatar registros historicos acerca das
reais reagOes de determinados estratos da sociedade brasileira em relagao
aimigracdo japonesa ao Brasil e a estratégia empregada para se construir
uma imagem pejorativa e fomentar um sentimento antinipénico nos de-

1,2 & 3 Universidade Presbiteriana Mackenzie, FAU, Design, Sao Paulo, Brasil

337



338

CONFIA - 10th International Conference on lllustration & Animation
Caldas da Rainha - Portugal - July 2023 - ISBN: 978-389-54339-9-9

mais setores da sociedade brasileira, baseada fortemente pela veiculagao
de charges politicas e, na segunda parte, o relato de uma tentativa con-
temporanea de se educar para quica, contribuir para reverter este quadro.

Em sintese, espera-se que o resgate historico resulte em maior
compreensdo acerca desta situagdo na atualidade e as reflexdes geradas
possam resultar em uma tomada de consciéncia dos designers e ilustrado-
res sobre o potencial transformador de seus trabalhos na sociedade.

2. 0 design de personagem como um fator causador e repa-
rador de estigmas e preconceito racial

A chegada dos primeiros imigrantes japoneses no Brasil em 18 de junho
de 1908, trazidos pelo navio Kasato Maru que primeiramente aportou na
cidade de Santos, no Estado de Sao Paulo, marca o inicio da imigragdo
japonesa ao pais. Durante os proximos anos novas colonias se formaram
em assentamentos ou terras adquiridas em cidades principalmente dos
Estados de Sdo Paulo, Minas Gerais, Parana e Para [3].

Entretanto, para alguns proeminentes membros dos meios politico,
militar e académico a presenca nipdnica ndo era bem-vinda. Pode se ad-
mitir que essa aversdo se deu, em parte, pela diferenga de aparéncia fisica
e costumes dos japoneses, longe do ideal do homem branco europeu, em
parte pela politica imperialista do Japdo, na Asia [4].

Durante os anos da Segunda Guerra Mundial, os imigrantes japo-
neses (assim como os imigrantes alemaes e italianos) sofreram severas
restri¢oes por parte do governo brasileiro com a limitac¢ao de atividades
culturais, proibi¢do da circulagdo de periddicos em lingua japonesa,
fechamento de escolas e até confisco de bens.

Entre os anos 1920 e 1940 o discurso antinipdnico ressoava princi-
palmente em algumas instancias da sociedade brasileira contudo, para
que esse sentimento xenofobico atingisse outras camadas da populagdo
era necessario que a imprensa lancasse mao de meios mais eficazes, que
personificasse esse inimigo e o estigmatizasse ao exagerar em determina-
das caracteristicas fisicas, ridicularizar seus costumes e imputar inten¢des
irreais para configurar a opinido publica - as charges politicas [5].

2.1 A imagem como elemento de estigmatizacao de uma etnia
A linguagem nao-verbal, tida aqui como ilustragao de personagens, tem um
alto poder comunicacional por se tratar de uma forma mais instantanea e ho-
listica de percepgao que requer processos cognitivos mais acessiveis e univer-
sais em sua interpretagao, ao se comparar com a linguagem verbal. Ademais,
asilustragGes de personagens, por sua potencialidade de sintese, tém o poder
de comunicar valores e expressar emog¢des de modo bastante eficiente.

[...] Na elaboragdo de informagoes imageéticas, domina o lobo cerebral
direito, que ¢ a instdncia responsdvel pela elaboragdo das emogaes [...] do
mesmo modo, a capacidade de memoria varia no contexto de informagoes
imagéticas ou linguisticas. As imagens sdo recebidas mais rapidamente do
que os textos, elas possuem um maior valor de atengdo, e sua informagdo
permanece durante mais tempo no cérebro [ J.
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Essas charges politicas podem ser vistas nas reprodugdes a seguir. A
primeira, publicada no jornal Folha da Noite, de 1945, de autoria do cartu-
nista e chargista paulistano Benedito Carneiro Bastos Barreto, o Belmonte
que retrata o imperador Hiroito vestido de gueixa com sudsticas em suas
vestes, em situacao de queixa diante de Franklin Roosevelt que empunha
um punhal [ ]. A segunda, capa do livro: A ofensiva japonesa no Brasil, de
1942, [ ] que ilustra personagens japoneses distorcidos com expressoes
que podem ser tidas como amedrontadas, dissimuladas, lascivas ou de-
sesperangadas. A direita, a terceira ilustrago, publicada na revista Careta
[,], em 28 de outubro de 1944, intitulada “Nao Adianta”, do cartunista
Djalma Pires Ferreira, conhecido pelo pseudénimo Théo, que compara,
verbal e imageticamente, um soldado japonés a um macaco.

BEUMENTOS DE NOSSA 8POCA- 17

Essas representagdes imagéticas, carregadas de conotagdes pejora-
tivas, transferiam para o japonés do cotidiano esses estigmas e contribui-
ram para a constru¢do de uma imagem negativa. Segundo a historiadora
Marcia Yumi Takeuchi:

A imagem de simio era repercutida entre os japoneses no Brasil, sendo
comuns relatos de imigrantes que se queixavam de ser ofendidos nas ruas,
especialmente no periodo da Segunda Guerra Mundial, com epitetos, para
o0s homens, de “cara de macaco’, e de “pata de vaca’, para as mulheres, por
elas utilizarem os tamancos tradicionais que separavam o polegar do pé
dos demais dedos [4].

O periodo pos Segunda Guerra Mundial é marcado por uma fase de
integracdo social e ascensdo econdmica dos imigrantes japoneses e seus
descendentes no Brasil, momento em que ingressam nas Universidades,
no mercado de trabalho, na politica, nas artes e cultura. Atualmente, ha
mais de 114 anos da imigrag¢ao japonesa, segundo dados da Embaixada
do Japdo no Brasil estima-se que ha mais de dois milhdes de japoneses e
descendentes, o que configura a maior populagdo de origem japonesa a
viver fora do Japio [7].

Contemporaneamente, a situagdo desta parcela significativa da
populagido esta longe de estar harmonizada. Robson Hideki Mori sugere
que a condi¢do dos nipo-brasileiros no contexto das relagdes étnico-ra-

Fig. 1. Representacdes
estigmatizadoras da
etnia japonesa.



340

Fig. 2. Representagdes

estigmatizadoras da

etnia japonesa.
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ciais é ambigua: ora sio vistos como “brancos”, quando suas carac-
teristicas “positivas” como trabalhadores, estudiosos, responsaveis,
confidveis sdo ressaltadas, ora como “ndo-brancos” quando sdo vitimas
de diversos tipos de racismo, como o racismo recreativo, termo cunhado
pelo jurista Adilson Moreira em 2018 em livro com o mesmo nome, por
meio de piadas com caracteristicas fenotipicas e trocadilhos com nomes
proprios, por exemplo. A esta condi¢do pendular, o autor denomina de
etnicidade fluida [8].

Apesar do avango do nivel de consciéncia da sociedade atual sobre o
tema do preconceito racial, ainda é comum representagdes [10] pejorativas,
embora amenizadas com toques de humor, como pode ser visto na imagem
a seguir que ilustra campanha publicitaria da marca de eletroeletronicos
Semp Toshiba, de 2004, cujo mote era “Fingir ser japonés é facil. Dificil
é fazer um computador com tanta tecnologia” no qual as vestimentas,
trejeitos e caracteristicas fenotipicas eram tratadas com humor depreciativo
e estigmatizador.

Imagens como estas reforcam os estereotipos estigmatizadores da
populac¢io japonesa e seus descendentes, ao inculcar na mentalidade bra-
sileira uma percepgao distorcida que legitima e perpetua atitudes racistas
que se manifestam em comportamentos hostis de naturezas distintas
e que causam dor e sofrimento a essa populag¢do que busca superar as
adversidades por um mecanismo tdo bem descrito pela autora:

[...] promover um esforgo de esquecimento, mesmo dentro da comunidade
nikket, dos dramas vivenciados pelos seus antepassados. Optou-se em valo-
rizar o sucesso profissional e a ascensdo social como forma de se superar os
traumas e os conflitos antes e depois do fim da guerra [4].

2.2 A personagem Akemi como

uma resposta criativa a situacao

Nio obstante terem nascido no Brasil, todas as geragdes de descendentes
de japoneses sao comumente tidos como japoneses, ndo brasileiros, os
“japoneses do Brasil” [9].

Esta condi¢do ambigua que favorece as manifestagdes racistas foi
a maior motivagdo de Erika Mitie Nakamura, autora de seu Trabalho de
Conclusdo de Curso intitulado: Design Editorial - Olho Puxadinho: Livro
ilustrado sobre preconceito sofrido por asiaticos no Brasil, apresentado
em novembro de 2019, como parte dos requisitos para obteng¢ao do grau
de Bacharel em Design, da Faculdade de Arquitetura e Urbanismo, da
Universidade Presbiteriana Mackenzie.

Para Souza, “a literatura infantil, além da magia e do sonho, ajuda
a crianca a entender que o mundo tem obstaculos, mas que é possivel
transpd-los. Ao mesmo tempo, permite a construgio de valores como
solidariedade, compaixdo e amizade” [11].

O projeto do livro é voltado, portanto, para o publico infantil, mais
especificamente para criangas da fase pré-escolar entre trés e seis anos
de idade, fase propicia para o inicio do desenvolvimento do pensamen-
to critico acerca do assunto. Miliacava afirma que, “Quando a crianga,
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desde pequena tem contato com o livro infantil aprende a viver em

seu contexto social com mais reflexdo e opinido” [12]. O livro conta a
histdria da personagem principal, a menina Akemi, cujo nome é muito
popular entre os descendentes no Brasil e significa, em uma tradu-
¢do livre “aquela que brilha” ou “beleza brilhante” que, de tempos em
tempos, vivencia situagdes que a deixavam triste e até mesmo insegura

de si, situagdes essas analogas a de muitos nikkeis que foram entrevista-

dos para realizagao do trabalho.

Mais ainda, segundo entrevista concedida pela autora do livro por
ocasido da escrita deste artigo, importante revelar que a historia é auto-
biografica haja vista que as situagdes retratadas, até mesmo a aparéncia
da personagem, foram baseadas em fatos reais. A Unica ressalva fica a
cargo do nome, ndo igual ao da autora mas o nome de sua irma.

No decorrer do livro, a autora Erika Nakamura retrata outras situa-
¢oes quotidianas enfrentadas por esta populagdo que vai desde questio-
namentos inoportunos sobre o formato alongado de seus olhos (olhos
orientais) até mesmo agressOes verbais as quais a personagem segue

enfrentando com sentimentos de intensidade crescente como resignagao,

raiva e dor, conforme ilustragdes a seguir.

Esses sentimentos aversivos e emogdes estdo fortemente represen-
tados pela expressao facial e corporal da personagem ilustrada com alta
carga dramatica sem, entretanto, perder a dogura que lhe é peculiar e que
favorece a identificacdo e desperta a empatia nos leitores/visualizadores.
Nas palavras da designer:

O livro tem dois publicos especificos [...] é voltado tanto para criangas
descendentes de japoneses, que tem sua historia e suas caracteristicas valori-

zadas quanto para as ndo descendentes, pois objetiva ensinar que ndo é certo

se comportar de determinadas maneiras e que determinadas falas podem
magoar (NAKAMURA, entrevista concedida ao autor em abril de 2023)

Fig. 3. Capa do livro na
qual figura a persona-
gem Akemi.

Fig. 4. Retrato de
situagdes comumente
vividas pela grande
maioria dos descen-
dentes de japoneses no
Brasil.

Fig. 5. Retrato dos

sentimentos e emogdes
experienciadas pela

personagem.
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Fig. 6. Esbogos iniciais
da personagem

Fig. 7. Esbogos iniciais
da personagem
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2.3. Estudos para desenvolvimento da personagem

O desenvolvimento de personagem requer profundo conhecimento
dos sentimentos que o envolvem para que a concepgao possa se expressar
adequadamente na linguagem grafica, ou seja, na sua ilustragcdo. Haslan
afirma que “... o leitor capta a posi¢do emocional que permeia o design,
enquanto absorve o conteudo. O design expressivo raramente € defini-
tivo ou inteiramente racional” [13]. Assim, a sensibilidade do designer e
a sua capacidade de traduzir os sentimentos em ilustragdes tornam-se
poderosos.

Conforme a autora, todos as ilustra¢des foram realizadas digital-
mente e, para o desenvolvimento da personagem, prescindiu-se das
tradicionais fases de concept-art uma vez que, finda a fase de pesquisas
e de elaboragdo da historia, procedeu-se a realizagdo do storyboard que
determinou exatamente quais situa¢des seriam relatadas e como a perso-
nagem seria retratada.

Para o desenvolvimento da personagem, empregou-se as sete etapas
da metodologia proposta por McLoud em seu livro Desvendando Quadri-
nhos [14], a saber: (i) defini¢do da forma basica, ou seja, formas predo-
minantemente arredondadas para ilustrar uma menina por volta dos 6
anos de idade; (ii) estrutura; (iii) detalhes como cabelo curto e roupas e
acessorios que ajudam a compor a personalidade “brincalhona” da Ake-
mi; (iv) expressdes que variam com o passar das situagdes; (v) movimento
que oscilam entre o dinamismo das brincadeiras e a paralisia, frente a
situagdes de descontentamento e tristeza; (vi) personalidade, espontinea
e comunicativa e (vii) historia.

Por fim, no tocante a simulagdo da técnica de ilustragdo/material
(virtual) empregados, foi escolhida a simulag¢@o do tipo crayon (giz de
céra) por proporcionar a textura, saturagdo e transparéncias pretendidas
além de ser mais um elemento de identificagdo com os leitores/visualiza-
dores por ser um material habitualmente oferecido para as criangas desta
faixa etaria.

3. Consideracoes Finais

Uma imagem tem poderes muitas vezes maiores do que os proprios
designers de personagens tem consciéncia. Por compor uma sintese de
mensagens o desenho de um personagem tem alto teor comunicativo a
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ser processado de maneira imediata e intuitiva e pode, como foi visto,
manipular a opinido publica sobre determinado assusto. Desta forma, ao
cria-lo, o designer precisa ter em mente da responsabilidade social que a
atividade implica. Ademais, é fudamental que se firme um posicionamen-
to de responsabilidade social em um momento da humanidade onde no-
ta-se um recrudescimento das demonstragdes de intolerancia e violéncia.

Especificamente no caso do Brasil, em um pais onde se alarda o
acolhimento e a convivéncia pacifica de todas as etnias, trazer a luz da
consciéncia para questdes como a aqui tratada € o primeiro passo para sua
dissolugdo.

Superar tabus, romper o siléncio e ilustrar com responsabilidade
para tratar o tema com a delicadeza e precisao requeridas sao os objetivos
do projeto do livro “Olho Puxadinho” para, oxald, melhorar a realidade
vindoura de muitos brasileiros, descendentes de japones, assim como ja
mudou a realidade de sua propria autora, que se sente “aliviada, auto-
consciente e mais segura de si” ao ver o seu projeto finalizado.
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Abstract

Although monsters’ stories are mostly shared through generations in Portu-
guese rural areas as they were intended as a means to educate the popula-
tion of dangers, they still perpetuate and carry social norms. Figurado is a
series of pieces of ceramic that illustrate characters from the imagination of
artisans that used to live in rural areas in Barcelos, now their descendants
keep the craft in the city, within in it three artisan families were chosen to be
analyzed and interpreted, with intent of opening a discussion of the stereo-
types given to these creatures and experiment how can it be reverted, while
creating a space for the cultural heritage to be preserved.

1. Introducao

Este artigo foi desenvolvido na sequéncia da conclusao do projeto de Mes-
trado em Ilustra¢do e Animagao, que prop0s a criagdo de um bestidrio de
figuras de mulheres-monstro do imaginario popular portugués. A utiliza-
¢80 de monstros como um veiculo pedagogico popular, especialmente nas
areas rurais, faz parte das historias compartilhadas entre geragdes com

o objetivo de explicar fendmenos climaticos e alertar para os perigos da
natureza. Apesar de serem criaturas imagindrias, acabam por perpetuar
estereotipos da sociedade portuguesa, como a habitual representacéo de
bruxas como mulheres velhas e feias, o que leva a um afastamento social
de um grupo de mulheres, enquanto os monstros masculinos tém uma
representagdo mais variada.

Embora facam parte da cultura popular, estas histdrias estdo em
risco de desaparecer. Este projeto surge do interesse da mestranda sobre o
imaginario popular e em como, do ponto de vista da ilustradora, podemos
representar as criaturas e ajudar a preservar essa heranca cultural, tendo
em conta a desconstruco de esteredtipos estabelecidos. Este artigo
explora uma vertente da narragdo de historias que, na sua origem, foi
principalmente concebida por mulheres: o figurado barcelense. Conside-
rando que o mestrado em ilustragdo e animacao funciona na cidade de
Barcelos, cidade patriménio da UNESCO em Artes e Oficios, a influéncia
da cidade e as suas tradigdes no projeto foi inevitavel. A diversidade de
artesdos no territorio apela a inovagéo e a variedade de temas, no entanto,

1, 2 & 3 Polytechnic Institute of Cavado and Ave, School of Design, Master in Illustration and Animation,
Barcelos, Portugal

2 & 3 Institute for Research in Design, Media and Culture ID+, Barcelos, Portugal
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o nosso enfoque, foi, desde o principio, o estudo da relagdo entre a mulher
representada e a mulher que cria.

Para a elaboragdo deste artigo, foi consultada e utilizada bibliografia
sobre a origem do trabalho popular no barro, originando figuras icone da
cultura portuguesa. Também foi realizado trabalho de campo, comegando
com visitas ao Museu de Olaria de Barcelos, assim como, posteriormente,
ao seu acervo, procurando figuras enquadraveis na tematica definida.
Com o mesmo objetivo, foram realizadas visitas as feiras de artesanato
da zona norte do pais, nas cidades de Barcelos, Vila do Conde, Viana do
Castelo e Matosinhos. Foram selecionadas duas pegas de interesse para
interpretacdo: a mulher antropomorfica e a Diaba.

Apos a selegdo das figuras, o objetivo foi a analise e compreensdo do
método de trabalho e criagdo das mesmas. Para isso, foram realizadas
trés visitas a oficinas de artesdos, pertencentes a familias com legado no
figurado e/ou que representam as figuras escolhidas.

2. 0 Figurado de Barcelos e o Imaginario Popular

Nas palavras de Angélica Lima Cruz, o barro ¢ um material que define a
comunidade galega, na sociedade portuguesa rural as profissoes ligadas
a ceramica eram consideradas de baixo estatuto em relagdo a agricultura,
e acabam por ser uma atividade de familia [1]. As pecas utilitarias eram a
parte mais relevante da produ¢do cerdmica de Barcelos. Dentro do seio
da familia barrista, o figurado aparece inicialmente como uma forma de
aproveitar barro, faziam-se pecas pequenas que representavam animais
ou pessoas e que, por norma, teriam um apito, consideradas brinquedos
para criangas que apenas tinham uma fungéo ludica.

Na tradi¢do do trabalho do barro existe uma divisdo de géneros, os
homens trabalhavam unicamente a roda de oleiro, enquanto as mulheres
faziam o figurado, tanto ao nivel de produgéo como a sua venda, junta-
mente ao trabalho doméstico de cuidar da casa, dos filhos e da horta, a
“fim de assegurar a subsisténcia do agregado familiar”. [1]

Em 1960, o figurado barcelense comega a valorizar-se, um fendmeno
causado pelo interesse de estudantes e professores da Faculdade de Belas
Artes do Porto, que compram as pegas, ndo em feiras, mas diretamente
“nas casas das proprias barristas”. [1] Como consequéncia deste fluxo de
interesse, deram-se varias mudangas: as pegas comegam a ser assinadas,

a sua escala aumenta e perdem o apito, os consumidores deixam de ser
criancas de classe social baixa e tornam-se adultos de uma classe social
elevada, o local de venda torna-se a loja, a galeria e, como ja referido, a casa
da artesd, “os pregos aumentam substancialmente, (...) se bem que estejam
longe de atingir os valores da arte erudita”[1], com a perda da fungdo de
brinquedo e tornam-se objetos de contemplagdo e apreciagio estética [1].

Consideram-se como artesas mais importantes do figurado: Ana
Baraca (1904-2001), Maria Sineta (1915-1996), Rosa Cota (1901-1983) e
Rosa Ramalho (1888-1977), sendo a tltima o nome com mais destaque.
Salienta-se também Domingos Mistério (1921-1995), uma excegio, pois é
um homem numa arte associada a mulher, e é recorrentemente men-
cionado no inicio da ascensdo figurado. Numa era em que a roda era um
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trabalho de prestigio e o figurado menor, Angélica Lima Cruz reflete que
Mistério era um dos homens que tinha condi¢des que o dirigiam para o
figurado, durante a infincia era uma crianga doente e vive sem pai, num
ambiente familiar feminino [1].

As condi¢bes econdmicas e sociais das barristas influenciaram a
criagdo, vivendo num meio rural, as tematicas contém forte simbologia e
supersticdo local, ilustrando por vezes contos ouvidos nos seios fami-
liares, passados de geragdo em geragdo. O galo de Barcelos, como um
exemplo popular, foi uma imagem criada a partir de uma lenda local, um
peregrino ao qual a sua inocéncia € provada por um galo cozinhado que
canta a meia-noite. A cobra e o0 sarddo sdo elementos que aparecem varias
vezes nas pegas devido aos significados que lhes € associado. No livro
“Artes de mulheres & altura das suas mios” (2009), a autora explicita que
apreendeu os simbolismos, cobra € pecado e tentagdo, um simbolo aliado
a mulher; enquanto o sarddo € atribuido como o protetor do homem, €
utilizado como metafora para a perda da virgindade ou adultério no casa-
mento [1]. As representagdes da sexualidade eram em nimero reduzido,
mas quando se comega a representar o quotidiano, as artesas comecam
amodelar tematicas que outrora eram rodeadas de preconceito, como
partos, pecados mortais e diabos.

“Através da sua arte, estas mulheres barristas estdo também a afirmar
os seus direitos de uma forma que nio é comum na cultura rural por-
tuguesa. Quando fazem pegas representando os sete pecados mortais
ou os diabos e o Cristo com cornos, as barristas estdo a lutar pelo direi-
to a expressarem a sua sexualidade, o direito a terem prazer” [1]

O figurado barcelense ocupa um lugar de destaque na cultura portuguesa,
sendo a figura do galo de Barcelos utilizada como um icone portugués, a
sua ascensdo comega nos anos 50, mas ¢ através de um cartaz da festa das
cruzes de 1955, pela méo do pintor Gongalves Torres, que 0 sucesso au-
menta “A partir dessa altura, a venda do galo disparou”, sendo a figura do
galo negro com os coragdes vermelhos uma versdo popularizada durante o
Estado Novo,“ A partir dai, em pleno Estado Novo, o galo transformar-se-
-ia num icone nacional” [2]. Apesar de, no inicio, o grupo do figurado ser
composto maioritariamente por mulheres, o sucesso levou a que, atual-
mente, no contexto da rota do figurado, sdo apresentados §s barristas, dos
quais 31 s3o homens e 24 sdo mulheres, sendo que, dos nomes anterior-
mente mencionados como precursoras do figurado, a continuidade ¢é feita
por homens da familia, que mantém o apelido da figura inicial, como o
caso de Antonio Ramalho, bisneto de Rosa Ramalho e os Irmaos Baraga,
netos de Ana Baraga. Esta continuidade utiliza as mesmas tematica e
caracteristicas estilisticas da modelagdo, mas também procura adicionar
inovagdo e outras figuras aos imaginarios das suas familias.

2.1. Os Sete Pecados da Familia Ramalho
A familia Ramalho destaca-se com Rosa Ramalho (1888-1977), pela
“marca da sua personalidade” [3], as suas figuras, tinham uma sensibili-
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dade fora da norma. A sua caracterizagdo, principalmente na questdo da
propor¢ao do corpo onde cabegas gigantes habitam em corpos magrinhos,
destacou-a entre a produgao de figurado.

Inicialmente as pecas eram apenas pintadas depois de uma cozedura,
mas através de um pedido de um cliente, comega a vidrar as pegas, que
por sua vez ddo origem ao caracteristico vidrado castanho que é recorren-
te da familia. O reconhecimento do seu talento inicia-se com as visitas de
Antonio Quadros, um professor do ensino superior artistico, que, com os
seus alunos, comega a adquirir e a divulgar as pegas de Rosa. Este acon-
tecimento leva a uma rutura na tradi¢do, o figurado torna-se uma pega de
autor e as pecas comecam a ser assinadas com siglas ou carimbos, devido
ao analfabetismo dos barristas “A fama da artes rapidamente atingiu tal
dimensdo que é consensual dizer-se que no figurado de Barcelos ha um
antes e um pos-Rosa Ramalho: o figurado sortido, arte menor, da lugar ao
figurado de autor com assinatura reconhecida.” [4].

No contexto do tema do projeto € pertinente abordar uma coleg¢do de
pegcas, os sete pecados capitais, atualmente produzida pelos descendentes
de Rosa, um conjunto de figuras antropomdrficas com elementos huma-
nos associados ao sexo feminino, repletos de simbolismos e supersti¢do.
A partir do Catalogo da Exposi¢do “O Figurado de Rosa Ramalho na
Colegio do Espanhol” percebeu-se a origem das pegas, sdo sete figuras
modeladas a partir de desenhos de Juan Rodriguez, um jurista espanhol
que se inspirava pela mitologia grega. As pecas representam os pecados
mortais: Ira, Ganincia, Luxuria, Gula, Preguica, Avareza e Soberba. Os
imagindrios de Rodriguez e Ramalho juntaram-se em varias outras pegas
presentes na cole¢do privada, mas Juan autorizou que Rosa continuasse a
produzir a cole¢do dos pecados [5].

Numa entrevista, durante a investiga¢do, Antonio Ramalhos, bisneto
de Rosa, explicita que os seus significados s poderiam ser explicados
pelo autor dos desenhos, mas partilha algumas das suas leituras: a Pre-
guica é um burro com um burro pequeno a dormir porque “quem dorme
sd0 0s preguicosos” ; a soberba é um passaro que segura espelhos e estd
coberto de colares que simboliza a vaidade do animal; a inveja é um sapo
que carrega passaros porque tém inveja da beleza deles; a ira é uma mu-
lher com cabelos em pé, com uma cobra a sair da boca, que esta a estran-
gular quatro homens pequenos “fora da frente das mulheres quando elas
ficam iradas”. Assim, a construgdo destas personagens ¢é feita através da
apropriacdo de caracteristicas animais, exceto a Ira que representa uma
mulher a estrangular quatro homens com uma cobra, elemento associado
ao pecado, uma pec¢a que alude a uma tradugao social de determinado
comportamento da mulher.

O barro ¢ uma tradi¢do de familia e Julia Ramalho sucede a avo.
Cresce, trabalha e acompanha nas vendas das feiras, € a autora de uma
pega iconica da familia Ramalho, a Medusa. Encontrou imagens da figura
mitologica num livro e interpretou-a usando uma base redonda para o
corpo, a cabega tém a constru¢io estética da familia com um nariz empi-

4 Entrevista realizada dia 30 de janeiro de 2023, na oficina de Anténio Ramalho.
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Fig. 1. Gula, Avareza,

Luxuria, Ira, Inveja,
Preguica, Soberba, de

Julia Ramalho

Fig. 2. Medusa de Julia
Ramalho
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nado triangular e sobrance-
lhas salientes. Mas para além
de cobras como cabelo da
Medusa, acrescentou bragos
extra, segundo Antonio “em
principio seriam s6 dois bra-
¢os, ndo ¢? Mas a minha mae
por uma questdo de estética
da peca meteu muitos bra-
¢os”. Esta forma de trabalhar
as pegas torna o trabalho da familia Ramalho no sé é pertinente pela
tematica, como também existe uma forte compreensdo de composicéo e
harmonia. E visivel na proporgdo das cabegas e dos corpos, como também
no uso de texturas em contraposi¢cdo com espagos lisos, acdo que permite
que o vidrado se acumule nas ranhuras para as acentuar, logo desnecessa-
rio o uso de cor para facilitar a leitura dos elementos.

A continuidade do imaginario da familia Ramalho é realizada
atualmente por Antonio Ramalho, filho de Julia Ramalho, que continua a
modelar os pecados e Medusa, mas também ¢ autor de novas pegas para
o imaginario familiar. Apesar da familia Ramalho conter um universo fan-
tastico proprio durante as varias geragdes, nao foi selecionada nenhuma
das suas personagens para o trabalho pratico executado durante o mestra-
do, mas poderao ser utilizadas numa futura produgao.

2.2. 0S Misterios de Misteério.
Domingos Mistério foi um precursor das figuras de bestiario, sendo a
familia de artesdos famosa pela representagio do Diabo. O seu imaginario
erarepleto de criaturas hibridas de ambos os sexos, do seu trabalho dest-
aca-se a figura do lagarto antropomorfico e a personagem da Diaba, que
foram selecionadas como criaturas abordadas na parte pratica do projeto.
Como foi referido previamente, Mistério foi um caso de exce¢do numa
arte feminina, € filho de mae solteira e é criado pela avo, que o ensina a
trabalhar o barro. Nasce em 1921 com o nome Domingos Gongalves Lima,
vive como uma crianga fragil e recebe a alcunha de Mistério pelo mistério
de como conseguia sobreviver até a idade adulta. O uso de alcunhas era co-
mum num ambiente rural, e no caso de Mistério acaba por ser usado como
assinatura nas suas pecas. Com a valorizacao do figurado deixa o trabalho
prévio do uso de moldes e comeca a modelar totalmente as pegas. Sobre
o seuimagindrio os filhos revelam que partia da sua imaginagio: “Ele via
muitas coisas. Dizia que fazia pegas em sonhos e nds acreditavamos. Como
ele passou muita fome, se calhar também fazia pecas horrorosas, porque a
fraqueza era tanta que ele as tantas imaginava essas coisas” [2].
O lagarto antropomorfico é uma pega que se encontra no Museu
de Olaria e esta acompanhada por outra criatura hibrida: um porco com
cabeca de mulher. Numa entrevista com os filhos de Mistérios, Manuel e
Francisco, que continuam a tradi¢ao do figurado como Irméaos Mistério,

5 Entrevista realizada dia 27 de janeiro de 2023, na oficina da familia Mistério.
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Fig.3. Diaba de Busto
(1984), de Domingos
Mistério.

Fig. 4. Lagarto Antro-
pomorfico (1962-1963),

de Domingos Mistério.

Fig. 5. Pega modelada
pelos Irméos Mistério,
afirmam que a pega é fruto da imagina¢ao do pai, que ¢ uma mulher pelo inacabada, uma diaba a
uso de brincos, e consideram que seja uma critica que s6 Mistério poderia amamentar (2023)
explicar, referenciam que no caso de outra pega conseguem perceber
que a mulher porco, ¢ uma critica a higiene de uma mulher. Salientam
que o trabalho da familia esta conectado a satira e que consideram as
pecas abertas para interpretacdo. Tendo em conta a analise do sardao
no figurado, consideramos interessante para interpreta¢do uma mulher
hibrida com o animal que lhe ¢ atribuido como o seu inimigo. Estas duas
pecas ndo sdo produzidas pelos filhos, s6 em caso de encomenda, sendo
notavel a evolug¢do da modelagem, as feicdes humanas tornaram-se mais
caricaturadas, mais expressiva e com maior detalhe.
Sobre a origem da pe¢a da Diaba, os Irmaos Mistério explicitam
“como ha diabos também h4 diabas”, ou seja, ambos os sexos estio
dispostos a tornarem-se “o pior lado do ser humano” e que é uma imagem
que representa “o interior feio do humano”. Denota-se a diferenga de
representagdo entre o pai e os filhos, a diaba pelo pai ¢ criada da mesma
constru¢do formal que o diabo, sendo a diferenciagio causada pelo uso de
icones femininos como, por exemplo, vestidos e brincos, ou pela mode-
lagdo de seios, ja os filhos procuram adicionar elementos como cabelo
e exagerar o corpo da mulher com seios e rabos destacados, visivel a
influéncia de icones de sexualidade atuais.
Assumem “que o inferno é na terra” e por essa razao utilizam o diabo
sem complexos, com o intuito de criar alegorias para as suas criticas,
explicam que por vezes o publico pode ndo estar recetivo a estas ideias,
consideram-nas ofensivas e entram em conflito.
Uma peca da familia Mistério ¢ caracterizada pela sua paleta de cores
definida por Virginia, esposa de Domingos e mae de Manuel e Francisco.
Os descendentes ja procuraram desviar-se e acrescentar outras cores, mas
acabam limitados pela resposta do publico que valoriza a continuidade.
Apesar de assumirem que os cAnones de representagdo foram “herdados
do pai”, como o nariz e orelhas grandes, € visivel 0 aumento da complexi-
dade da modelagdo, impressionante também ¢ a capacidade de represen-
tar o corpo sem imagem de referéncia.
No final da entrevista, os Irmaos Mistério intitulam-se como os cria-
dores do Diabo e da Diaba no figurado de Barcelos, apreciam usa-los para
fazer pegas de caracter politico, ou a caricatura do povo portugués.
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Fig 6. Aflicoes do Mun-
do (2022) Mina Gallos

Fig7. Casal de diabos
(2022) Mina Gallos
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2.3. 0 novo olhar de Mina Gallos

Estudar o figurado néo se focou apenas no passado ou na continuidade
da tradigdio, mas procurou-se entrar em contacto com uma artesi que
pertence a uma nova geragao de artistas, realizou-se uma entrevista a
Mina Galloss, que esta no figurado hd oito anos, o seu trabalho é caracte-
rizado por temdticas profanas e os pelos seus “bichos feios, mas bonitos”.
Pinta as suas pegas com uma palete reduzida com destaques nos verdes e
vermelhos, tanto a cor como o0s
padrdes decorativos das pegas
sdo inspirados no trabalho de
uma artista uruguaia que fez
residéncia na sua oficina.

Destaca-se esta artesa pela
sua cole¢do de diabos e diabas. A
entrevista focou-se em explorar
oprocesso da pega “aflicdes do
mundo”, uma Diaba em cima de
uma cabra. Comegou a trabalhar
a cabra, e quando comega a figu-
ranfo tenciona definir se € um
homem ou uma mulher, a cabeca € de homem porque tem barba, mas depois
“pOs-lhe as tetas, para torné-lo sexy”. Com esta figura queria explicar que o
mundo estaria do “avesso”, e tenciona provocar uma gargalhada no publico.
Por baixo da pata da cabra esta uma cobra morta, sobre essa questao apresen-
tauma leitura da cobra como objeto de representacio positiva, a cobrando é
um simbolo da tentagio, mas um simbolo de “coisas fartas”, sdo sindnimo de
abundéncia e luxuria porque “onde a cobras ndo hd miséria”.

As figuras nao sdo criadas para provocar repulsa ou medo, mas o
objetivo é provocar uma gargalhada no publico, “para muitos € uma arte,
€ para outros vai ser um escindalo”, representa “o que lhe vai na alma”,
mas procura a ternura no grotesco, “um monstro amoroso e ternurento”.
Aquando confrontada com a questio da ternura do diabo, explica que o
diabo “s6 ¢ mau para quem o chateia, se ndo o incomodar, ele é bom”,
assume a figura como uma faceta da pessoa e que ela também pode ser
diabo perante acontecimentos.

3. As Bestas
Para pensar como poderia responder a pergunta de investigagdo, como
pode ser influenciado o pensamento critico sobre a representacio da
mulher monstro, surgiu como ideia o projeto pratico ser um conjunto de
objetos que ilustrassem as personagens do folclore portugués. Tendo em
conta que tipos de objetos ja existem ou foram criados sobre estas temati-
cas, surgiu a ideia de um bestiario, um livro de bestas.

A decisio sobre os suportes a utilizar limitou-se ao uso do papel e da
cerimica, a ultima como consequéncia da influéncia que o figurado de
Barcelos tomou no trabalho.

6 Entrevista realizada no dia 26 de janeiro de 2023, na oficina de Mina Gallos.
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Com este projeto, pretendeu-se ter em consideragdo as problemati-
cas e perceber através da ilustragdo e da ceramica se € possivel abrir uma
discussdo sobre a iconografia atribuida as personagens, sem as invalidar
e perpetuar esteredtipos, também criar um espago em que possam ser
preservadas como uma parte da cultura portuguesa.

Com inspira¢ao nas familias anteriormente exploradas, procurou-se
aplicar coesdo das pecas em dois fatores: na paleta das cores, como mencio-
nado em Mistério e Mina Gallos, e nas decisoes estilisticas de representagio,
como na familia Ramalho. Na cidade de Barcelos procuraram-se cores que
aludissem ao que ¢ a identidade portuguesa, o azulejo do Palacio dos Condes
de Barcelos foi a primeira fase da palete, variacoes de azul com apontamentos
amarelos, acrescenta-se depois o vermelho com o mesmo objetivo de salien-
tar elementos. Quando mencionamos decisdes estilisticas referimo-nos aos
canones de representagdo, a mestranda e autora decidiu que as figuras tém
pés e maos desproporcionais ao corpo, sdo grandes e os nds dos dedos sdo
exageradamente demarcados, as faces sao estilizadas com elementos geomé-
tricos: os olhos s3o uma oval inclinada preenchida sem alusio a iris, ligeira-
mente inclinados, as pestanas sdo retangulos ou tridngulos que acompanham
aforma do olho; as bocas sdo grandes e com curvas geometrizadas; os narizes
quando representados frontal sdo marcados com um tridngulo.

A representac¢do do nu no espago natureza retira as personagens a sua
temporalidade, assim a besta ndo tem nenhum indicador do ano em que
sdo encontradas, sdo intemporais.

Sendo que este trabalho ¢ influenciado pelo objeto Bestiario, decidiu-
-se no caso da ilustra¢do adicionar molduras numa tentativa de apropriar
a gravura medieval, e na ceramica aplicar os mesmos padrdes decorativos
nas bordas dos objetos, uma preocupacio de coesdo nos objetos.

3.1. A mulher lagarto

Partindo da figura da familia Mistério, foram elaboradas duas mascaras e
dois pratos em ceramica que representam o lagarto antropomorfico. Para
isso, foram explorados varios desenhos de observagdo com perspetivas
diferentes, focando-se especialmente na cabega da figura, que continha
icones que generalizavam a peca para o género feminino.

O interesse em caracterizar a mulher lagarto estava em representa-la
como um todo, desconstruindo a ideia de um animal com a cabega de
alguma coisa. Para isso, foram associadas quatro espécies de lagarto a um
moodboard (iguana, sarddo, camaledo e dragdo barbudo), reinterpretando
caracteristicas como tamanho, escamas, espinhos e posi¢io de olhos.

Fig. 8. Pratos da mu-
lher lagarto (2023).

Fig. 9. Mascara mulher
lagarto (2023).

Fig.10. Mascara mu-
lher lagarto (2023).
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Fig. 12. Mascara
Diaba (2023).

Fig. 13. Illustracdo
Diaba (2023).
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Os pratos apresentam um corpo de lagarto, sendo um uma adap-
tagdo do sarddo no seu comprimento e o outro pensado mais como um
camaledo, com cabegas que tém como icone de feminidade o cabelo com-
prido. As mascaras focam-se na representa¢io facial, com um elemento
repetitivo sendo o uso de magas do rosto circulares e a ilusao de escamas,
semelhante a iguana.

3.2. Diabha

A personagem da Diaba parte de uma convergéncia das ideias dos ar-
tesdos Mistério com as ideias de Mina Gallos.

Ambeas as representa¢des da Diaba mencionadas anteriormente
apresentam-na como uma pessoa do género feminino devido aos seus
seios. E comum associar a Diaba 4 transsexualidade, pode associar-se a
uma historia popular portuguesa na qual Deus, durante uma discussao
entre o diabo e uma mulher, decapita-os,‘deus cortou as cabegas do diabo
e da mulher e trocou-as quando
as pos no sitio (porisso é que a
mulher tem a cabega leve)” [6],
ou seja, a mulher ficou com a
cabeg¢a do Diabo e o Diabo com
a cabe¢a da mulher.

No entanto, levanta-se a
questdo da associagdo de uma
conota¢do negativa a sexuali-
dade, a Diaba € o resultado de
duas formulas: um Diabo ridicu-
larizado via atributos femininos ou de uma figura feminina com tipologias
corporais associadas a sedugao, como seios grandes e pele vermelha.

Como resposta a essas questoes, a Diaba foi representada através de
uma mascara de cerdmica e uma ilustragdo. A figura é apresentada como
a criadora do Diabo, ou seja, a mae, contendo elementos denotativos
da figura, como dentes grandes e afiados e chifres, mas inspirados no
veado. A quantidade de chifres simboliza a sua idade. No corpo da figura,
procurou-se nao destacar nenhuma caracteristica incomum, para evitar
conotagdes negativas.

Conclusoes

O figurado de Barcelos é uma forma de preservar a cultura portuguesa.
Sendo uma arte popular, representa o pensamento da artesa e do artesao,
e do ambiente em que estdo inseridos, € um trabalho que parte da tradi-
¢do familiar e, por essa razdo, perpétua tematicas e iconografias. Inicial-
mente era um artesanato maioritariamente feminino, mas o seu sucesso
levou ao crescimento do nimero de homens no setor.

O desafio do trabalho pratico residiu na dificuldade de representar a
mulher monstro sem integrar esteredtipos que isolam um grupo. Conside-
ramos a aparéncia do género feminino como uma construgao social, mas
uma mulher nio tem necessariamente de cumpri-lo, por essa razio, ela
ndo pode ser pensada apenas como um corpo com mamas e cabelo com-
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prido, uma imagem generalizada, uma vez que, e mais na contempora-
neidade, ndo retrata a diversidade das defini¢Oes e representagdes visuais
do que € uma mulher. No entanto, atribuir caracteristicas inusitadas ao
conceito social impode a ideia de adversidade, ou seja, ela € considerada
monstruosa por essa caracteristica. Esta etapa do trabalho explicita a
problematica da iconografia feminina e masculina usados como forma

de ridicularizar, especialmente na representag¢do da Diaba e do Diabo, a
figura androgena como grotesco.

As pegas apresentadas neste artigo fazem parte de um conjunto que
pretende abordar outras criaturas monstro e levantar outras questdes de
representa¢do. Por essa razdo, na totalidade, podem responder as proble-
maticas com uma maior distingdo de possibilidades de corpo. Pretende-se
continuar esta tematica da mulher monstro no futuro tendo em conta a
vasta panoplia de criaturas que esta presente no artesanato portugués e
a sua riqueza plastica. A possibilidade do trabalho em ceramica inicia-

-se neste trabalho, mas a curiosidade obriga a uma nova aventura pelas
localidades de Galegos para aprofundar o conhecimento das tradi¢des
familiares de trabalhar o barro e dos seus imaginarios proprios.
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Abstract

This is an analysis of a contemporary adaptation of Afro Futurist novelist
Octavia Butler’s dystopian, speculative novel The Parable of the Sower, the
first of a trilogy of books she wrote. Illustrator John Jennings and writer Da-
mian Duffy have created a striking and unsettling Graphic Novel adaptation
in response to Butler’s novel that has the potential to influence and expand
the awareness of new and younger audiences, encouraging them to explore
challenging political and environmental subject matter that they might
otherwise overlook. There is a slew of graphic novels that have acquired a
higher status in recent years overriding historic perceptions of the form in
which they were considered to be at the lower end of the literary hierarchy.
Theorists including Linda Hutcheon and Kamilla Elliot in their analyses of
adaptations question whether or not absolute loyalty to the original source
is essential for them to have value. The theme of educational value for
contemporary audiences is also explored.

Introduction:

Contemporary adaptations of classic novels have the power to influence
new and younger generations of readers in which seeds may be planted
that can enrich and expand their current knowledge of a range of issues
that they may not yet be familiar with. Adaptation theorist Linda Hutch-
eon suggests that ‘Adaptations are so much a part of Western culture that
they appear to affirm Walter Benjamin’s insight that “storytelling is always the
art of repeating stories”. [1] Children often enjoy the repetition of reading
a particular story until knowing it intimately so perhaps in a similar way,
adult audiences might enjoy engaging with source narratives in adapted
into different forms to become more familiar with them, internalising
them so that they might then understand the narrative from multiple
perspectives.

Adaptations allow a familiar story to be retold, sometimes honouring
the source as closely as possible and at other times deviating from it whilst
retaining core themes. This analysis explores the work of black novel-
ist Octavia Butler and an adaptation of one of her most popular novels.
Butler’s work is notable for her representations of black characters and in
particular, black female protagonists and at the time she began writing,
such characters were a rarity. Looking to the past in black African culture,

1 Falmouth University, 25 Woodlane, Falmouth, Cornwall, TR11 4RH
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stories containing characters who were as close as one could get to being
heroes were passed on through the oral tradition by Griots who were the
elders in the community. Through time , the role of the Griot began to
shift and diminish and with it the tradition of passing on these stories with
black heroes.

Dystopian futures

Parable of The Sower, a challenging dystopian novel written by Octavia
Butler, who was auspiciously titled the mother of Afrofuturism has
recently been adapted as a graphic novel and is currently being developed
as a film for the big screen. The prescient novel, written in 1993, is un-
derpinned by themes including climate change, the collapse of American
society, slavery, homelessness, corporation owned cities and Big Pharma.
In this dystopian world, water costs more than food and many of those
living outside of the privileged gated communities are addicted to ‘Pyro’,
a drug which causes its users to derive pleasure from starting fires. Such
themes explore some of the concerns of the time and now 30 years later,
these have become ever more pressing. Butler’s novel was adapted by
African American illustrator and academic John Jennings and comics
afficionado and author Damian Duffy, who were also responsible for
adapting ‘Kindred’, Butler’s most popular novel as a graphic novel and
are currently working on a third title. Parable of The Sower is an explora-
tion and analysis of contemporary American society as Butler imagined
it to be in the 2020s. The author of an article published by Callaloo claims
that the novel is not postmodernist as some theorists have suggested, but
instead ‘post Fordist.

In addition to illustrating Parable of The Sower academic John
Jennings is also the author of the ‘The Blacker the Ink, constructions
of Black identity in comics and sequential art ‘and in his analysis provides
some fascinating but troubling insights into the subject. He begins his
investigation with an overview of the history of censorship in relation
to comics and graphic novels with an example of the racism inherent in
publishing at that time, writing that in 1955, the head of the CMAA (com-
ics code - a system similar to the Hays Code used to rank film censorship)
Charles F. Murphy rejected a story put
forward for publication in the comic book
series Incredible Stories. ‘Murphy’s
personal objection is said to have been, “You
can’t have a Negro” in the story [2] .

It’s worthy of note that black people
had, in fact appeared in Comic books
before that time - Herge’s Tin Tin in The
Congo for example, published in 1930
includes visual representations of black
men portrayed in subservient roles such
as sedan bearers for white masters, these
visual representations being highly cari-
catured in ways that would be perceived

UNCLE TOMS CABIN |

|

B
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Fig I: Classic Comics.
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as offensive today. Another challenging representation appears on the
cover of an issue of Classic Comics, in which an illustration inspired by
Harriet Beecher Stowe’s controversial novel Uncle Tom’s Cabin depicts a
slave owner handling three vicious dogs on leads hunting for an escaped
slave who is hiding in a river.

Those faced with the task of adapting novels can experience chal-
lenges with the process and decisions need to be made as to how closely
one might stay true to the original form, but when interpreting words and
translating them as images there is the possibility that the adaptor might
miss nuances within the original narrative and omit important informa-
tion as an outcome of their personal and often unconscious biases. Adap-
tation theorist Linda Hutcheon has defined the process of adaptation as:

‘An acknowledged transposition of a recognizable other work or works
A creative and an interpretive act of appropriation/salvaging
An extended intertextual work engagement with the adapted work (3]

As Jennings and Duffy’s adaptation of Parable of the Sower was under-
taken after Butler’s death, the author’s input and feedback was absent
from the equation.

Earthseed

It could be claimed that the graphic novel form sits somewhere
between that of illustration and film and is a bridge between both. Within
the context of both graphic novels and film, the process usually starts with
a storyboard of some kind. The graphic novel is often, but not always a
combination of words and static images, the words either being contained
within text boxes or captured within speech bubbles. Sometimes text is
integrated within the image, unbounded by a frame. As certain theorists
have pointed out, adapting novels into other forms results in a new entity
existing in its own right, although related to the original. Adaptation theo-
rist Linda Hutcheon takes the position that there is value in the process and
outcome : ‘You might tell me that through images film conveys a vast amount
of information that words can only attempt to approximate, and you would be
right, but approximation is precious in itself, because it bears the author’s stamp
more than the book, and that the same would be true of the film.’ [4] The term
‘approximation ‘ could be seen as a useful way to consider any adaptation
and is certainly relevant to Duffy and Jennings’ graphic novel.

It is the character of Lauren first described in both Butler’s original
novel and the graphic novel that ‘as Murray Smith has argued’ is ‘crucial
to the rhetorical and aesthetic effects of both narrative and performance texts
because they engage receivers’ imaginations through what he calls recognition,
alignment and allegiance ‘[5] Butler created her protagonist, the highly
empathic teenager Lauren Olamina ( a Yoruba surname her father as-
sumed in the ‘60s ) as a conduit through which to explore and question
key themes within the novel including those of religion, climate change,
politics and the increasingly dystopian world in which she inhabits, and
she does so through writing in her personal journal. We are introduced
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to Lauren’s philosophising through her journal entries, both within the
context of the novel and graphic novel adaptation, these being written

in the first person and consequently, the reader begins to internalise the
questions that Lauren is grappling with. Jennings’ response to visually
translating the diary entries was created through the inclusion of scans of
lined exercise book pages, onto which Lauren’s hand- written manifesto
for EARTHSEED is written.

The choice to include captions written onto lined paper sourced from
an exercise book, visually connects with and reinforces the concept of the
personal journal into which Lauren both records events and proposes her
manifesto. As a visual strategy, it enables large bodies of text sourced from
the novel to be integrated within the pages and also reduces the number of
images - at almost 300 pages, the adaptation is lengthy, and such a strategy
may have been harnessed to reduce time. The use of ruled paper through-
out the graphic novel references Lauren’s writing in an exercise book and

is also used as a device through

which to include text. This allows Fig Il Jennings, J,
more text to be included than is Duffy, D Parable of
often seen in most graphic novels. the Sower.

Another innovation Jennings em-
ploys is the inclusion of digitally
captured maps of Los Angeles to
provide context.

Lauren, as a strong young
black female protagonist reflects
both physical and biographical characteristics that could be identified with
those of Butler herself. There are clear parallels between certain themes
woven into the narrative of Parable of The Sower and those of Butler’s own
life. We learn that Lauren is the daughter of a Baptist minister which mirrors
Butler’s personal experience of having been brought up within the Baptist
religion, although both later rejected this path and as the story progresses,
Lauren instead creates her own philosophy or manifesto titled EARTH-
SEED, which is documented within the pages of her journal.

The first page of Butler’s novel commences with a passage from Lau-
ren’s manifesto ‘EARTHSEED ‘and is followed by a paragraph whereby
Lauren describes a recurring dream in which she is learning to fly. After
several pages of imagery designed to set the visual tone of his adaptation,
Jennings created a panel depicting a celestial map of the stars, followed
by another in which Lauren levitates above the floor. The map of the stars
alludes to Lauren being asleep and dreaming, but as the narrative unfolds
it transpires that this is also a reference to key themes connected to her
‘EARTHSEED ‘manifesto and her growing awareness of the necessity for
humans affected by climate change and the breaking down of civilization
to colonise other worlds. In addition to learning how to fly in her dream
Lauren also possesses the trait of hyper empathy, meaning that she expe-
riences pain as acutely as the person in which it originates.

The language of Butler’s novel spares no detail of sometimes violent and
shocking events unfolding which subsequently evokes searing imagery in
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Fig III: Jennings, ] Par-
able of the Sower.
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one’s mind. The language she uses to describe
traumatic events, in its directness is often hard
to digest, and somehow more potent than
Jennings ‘images, which at times border on
the grotesque, whilst at other times evoking a
sense of menace and foreboding. Lauren lives
with her family in a gated community and as
the narrative unfolds, we learn that societal
anarchy reigns beyond the boundaries.

Hyper Empathy

Occasional trips between the increasingly threatened safety of their en-
closed community to the chaotic world beyond is initially visually conveyed
through the use of graffiti covered walls, dominating early panels. As the
family and friends venture outside, they and the reader are also confronted
by grotesque visual representations of beheaded humans, maggot ridden
faces and amputated limbs and these traumatic injuries are alluded to once
again in a series of 3 panels on page 9 in which Lauren is seen cycling on her
bike through the streets herself bearing horrific physical wounds. The visual
reference here to the physical traumas witnessed in the earlier panels, is an
allusion to the fact that Lauren’s physical traumas mirror those of wounded
individuals and this is Jennings’ solution to visually conveying Lauren’s hy-
per empathy. Tones of red are the overriding palettes used throughout these
panels which connote the bloody trauma and pain that Lauren viscerally
experiences when witnessing the physical suffering of others.

In another series of panels Lauren’s hyper empathy with an injured
and dying dog is depicted both through her body language, facial expres-
sion and clusters of reverberating red jagged marks around the upper part
of her body which visually represent pain and trauma. The juxtaposition
of two final panels at the bottom of the page, simultaneously depict a
moment in time when the dog finally dies a violent death and Lauren also
experiences the life leaving the animal. These two panels are connected
by a roughly hewn bright red border with a division between them drawn
inred. Lauren’s hair breaches the constraints of the border and connects
with the dog, enabling the reader to understand that this is a single mo-
ment in time in which both Lauren and the dog simultaneously experi-
ence extreme pain. In addition to her ability for hyper empathy, Lauren is
also a seer and from the outset of the novel displays a dogged determina-
tion to awaken her family and community from their denial with regards
to the fragile gated community in which they live to acceptance of the very
real possibility of the feral homeless communities living beyond breach-
ing the wall that has kept them safe until recently.

In places images also allude to the identification of certain plants
that Lauren discovered through reading her father’s books. In the section
where Lauren is trying to educate her friend Joanne by introducing her to
her father’s survivalist books, Jennings has integrated scans from books or
newspapers into his visual language. The visual representations of black
characters are nuanced and expressive, and colour is often used to height-
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en drama with dramatic lighting and tone. Variations in panel sizes are
utilized to show transitions from one environment to another The panels
are often panoramic and suggest the dimensions of a cinema screen. In
places, Jennings breaks with this visual convention and introduces a series
of trapeziums outlined with a red frame to connote danger and violence.
Colour is applied strategically to images to communicate shifts from the
city to the desert and canyons beyond where the families from the gated
community travel by bike.The visual language is expressive, with bold
black mark making outlining each form and with an ever- present urban
graffiti aesthetic populating backgrounds. Colour is vibrant and striking
and palettes shift to represent day and night - it is also used strategically
to herald changes in atmosphere and emotional tone.

As the story progresses, the walls of the gated community are
breached and a series of burglaries undertaken, until eventually the drug
crazed ‘red and green faces ‘from beyond the wall, high on ‘Pyro ‘a drug
which feeds a desire for setting fires, torch the buildings. Prior to the
disintegration of the gated community there existed an oppressive tension
and ominous foreboding at the boundary wall, which threatened to erupt
at any given time. When this boundary is breached, chaos and anarchy
ensue and those from the outside plunder, pillage, murder and rape in an
orgy beyond comprehension, forcing the community within to flee and
enter the terrible chaos and anarchy of the outside world. Thus, Lauren is
forced to navigate a treacherous journey away from her home and mur-
dered family. ‘Freud argues that, in consequence of the fact that “‘instinctual
passions are stronger than reasonable interests’ .. civilized society is perpetu-
ally threatened with disintegration” [6] . Butler taps into our deepest fears,
perhaps unconscious or at least, residing at the boundaries of conscious-
ness, that civilization is woven together with the finest of threads. The
dissolution of the wall and the community within is a metaphor for wider
civilization breaking down - the wolf at the door has now entered and
barbarism unfolds as human’s feral instincts, repressed for so long are un-
leashed. Butler spares little in her description of the brutality and volatility
beyond the wall dismemberment and torture are commonplace and the
rape of women and minors a regular occurrence. What Freud would term
repression of humanity’s darker desires, or in Jung’s terminology The
Shadow content of the human mind is released, with devastating results.
Theorist Sheldon George has explored the troubling perspective that
those responsible for slavery in America were acting out their repressed
desires upon the black slaves under their control and in parts of the novel,
Butler alludes to slavery once again as she did within the context of Kin-
dred. ‘However, beginning with slavery, what the history of race and racism
in America has shown is the possibility of civilization grounding itself on these
very instincts of aggression and destruction whose repression in Freud’s theory
seem so essential to social progress’ [7]

Slavery
Butler alludes elsewhere in her novel to the theme of slavery, for example
with regards to the conglomerate Kagimoto, Stamm and Frampton who,
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later in the narrative approach one of the floundering American cities
with a proposal for ‘corporate - civic Collaboration’. Lauren’s father is
adamant that they should resist the company town, who on the promise
of safety offer low wages and as one of the protesters against the company
points out also the potential for debt slavery. On page 96 of the graphic
novel Lauren’s father says that ‘this sounds half antebellum revival and
half science fiction’. As Butler points out, cities being controlled by large
corporations are commonplace in science fiction literature and again this
reinforces the prescient nature of her writing. ‘Indeed, I suggest that what
starts to develop through capitalism and slavery is “a society founded” on the
master’s discourse ...the very purpose of which is to mask the division of the
master by presenting the objects of his possession as proof that he does not lack
“[8] This quote also alludes to a moment in the graphic novel in which
Lauren makes a reference to slavery in Antebellum America and the
connection with a character who is wealthy enough to be in a polygamous
relationship with three formerly homeless beautiful black women who

are financially dependent on him. As the narrative progresses, there is
another reference to slavery alluding to a character in the novel reading in
secret and we learn that his mother worked for a man who owned many
books which she sometimes smuggled to her son to enable him to read.
This is highlighted visually through
the use of 2 text boxes, in which the
text is in the form of hand- writing on
lined paper ‘The son of a cook marry-
ing one of the maids ... Like something
from another era’ [9] There is an
acknowledgement here of themes

of slavery both in the past and in the
present time.

After her father goes missing,
Lauren ventures out with her brother
and another friend and comes across
a shocking revelation, which is visu-
ally depicted by Jennings to striking
effect. An amputated black man’s
arm hanging from the tree dominates the page and resonates with former
memories of lynchings that historically occurred in the deep south. The
image of the arm cuts a compositional diagonal and forces a confronta-
tion for the reader with the shocking sight of the arm. The composition of
the page, colour and rendering of the pyro addicts brandishing weapons
and lit torches reinforces a sense of chaos and fear as they plunder the
community. The introduction at this point of an expressionistic style devi-
ates from the more representational style seen elsewhere and heralds a
shift in the heightening of drama. The boundaries of panels are breached
and fragmented, mirroring the fragmentation and collapse of the commu-
nity. Facial expressions of the invading ‘paints ‘(people whose faces are
decorated with paints) high on the drug Pyro are contorted and exagger-
ated, conveying a primitive and tribal like set of facial characteristics. The
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following page continues with the expressionist style, digitally rendered
but in places, seemingly alluding to a woodcut or lino cut technique, con-
veyed through bold mark making.

Jennings continues to create more experimental imagery and below
he pushes the boundaries of more conventional panelling through flipping
from a two -dimensional appearance over to an illusory three- dimen-
sional physical space, at once a pathway on which Lauren walks then
segueing to an environment resembling a series of deep trenches in which
she is situated. Following this the panels are reverted once again to a more
conventional visual treatment.

As Lauren continues onwards to her escape to the north, in a search
for sanctuary she begins to share her EARTHSEED manifesto with a
few other travellers escaping the fires and chaos. An earthquake further
complicates the situation and causes more fires and riots. She then meets
with the character Bankole, a doctor with whom she forms a romantic
relationship, and he comments that Lauren’s EARTHSEED manifesto is a
‘combination of Buddhism, existentialism and Sufism.’ [10]. It transpires
that Bankole has land further up north where they could set up a new
and safer community and he invites Lauren to go with him. Towards the
end of the narrative the landscape depicted within the panels are mostly
filled with images of fires from a recent earthquake and from torchings
and these engulf and dominate the landscape. On reaching their destina-
tion they discover a well on the site of Bankole’s land and carefully stored
in her survivalist pack, Lauren has retained seeds which can be planted
to create crops which will be harvested for food. As civilization beyond
the new encampment collapses further, society appears to revert back
to slavery and power structures seemingly alluding to the distant past of
Antebellum America.

Conclusion:

As has been discussed earlier, perceptions of Graphic Novels have been
elevated in recent years and in the case of Duffy and Jennings’ adaptation
of Parable of the Sower and Kindred have been the recipients of important
literary awards. Such developments challenge perspectives both held and
dictated by a more traditional canonical hierarchy through which value is
attributed. Theorist Robert Stam, for example, would probably frame the
graphic novel as being at the lower end of the value hierarchy: ‘For some,
as Robert Stam argues, literature will always have axiomatic superiority over
any adaptation of it because its seniority as an art form. But this hierarchy
also involves what he calls iconophobia (a suspicion of the visual) and logo-
philia, a love of the word as sacred)’ [11] Octavia Butler was a pioneer who
through the creation of narratives such as Parable of The Sower was able

to shed light upon themes of a political, social and racial nature. Such
historically important novels are currently taught within some American
school curricula. Through the vehicle of their graphic novels Jennings and
Duffy (also both academics) further disseminate such challenging subject
matter to marginalised audiences who may not necessarily be comfort-
able reading novels. Critics of the genre have questioned the value of
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comic books and graphic novels and even suggested that they corrupt

the minds of those deemed unable to read them with a discerning mind.
As Jennings points out in his analysis of the genre in ‘The Blacker the ink,
constructions of Black identity in comics and sequential art ‘ there were those
who went as far as claiming that the form was potentially dangerous and
could seriously damage the minds of those reading them !

‘..inwinter 1954, Fredric Wertham, a Bavarian-born psychiatrist and

“liberal progressive concerned about the poor and disadvantaged,” published
Seduction of the Innocent, a four-hundred-page screed on the social evils and
psychological dangers involved in reading comic books ‘[12]

From a historic perspective graphic novels and comic books have
been perceived as a low brow form inferior to the novel, and which as crit-
ics such as Wertham claimed, had the power to corrupt the minds of those
considered vulnerable. However, contemporary adaptations of highly
regarded novels challenge such perceptions and certain scholars through
their analyses of these adaptations, suggest that certain graphic novels are
of real value, to the reader- indeed in recent years Jennings and Duffy’s
adaptation has received the highly regarded Eisner award. In response to
Wertham’s proposal that comics would corrupt the poor and marginal-
ised in society Jennings cites those who have challenged such hyperbole
but also cites those with an opposing perspective: ‘Wertham’s text was
“pompous, polemical, and sensational” and “aimed to impress a popu- lar
audience with professional expertise and moral outrage” (Wright 157-158).
Despite some protest from the comic book industry and a few concerned sup-
porters, “Wertham affirmed parents’ worst fears: that comics were rotting our
brains and turning kids into potential degenerates’; [13] .Jennings goes on to
explain how as a consequence of such dramatic claims, at that time strict
guidelines were constructed as a means to protect the minds of the young
:‘By August, a number of concerned publishers had formed the Comics Maga-
zine Association of America (CMAA), which decided to adopt a strict code
of self-regulation, the Comics Code Authority, patterned somewhat after the
Hollywood studios’ Hays Office of the 1930s.” [14]

Adaptation theorist Linda Hutcheon has explored motives for adapta-
tion in depth and proposes a number of theories for the practice, including
monetary gain and to further disseminate social and political perspec-
tives. She suggests that certain contemporary comic book artists create
new work with a view that these will be further adapted as films but goes
on to suggest that an adaptation might also be the catalyst needed for chil-
dren to then seek out the original source of the adaptation. ‘Adaptations
of books, however are often considered educationally important for children,

for an entertaining film or stage version might give them a taste for reading
the book on which it is based. This is what novelist Phillip Pullman calls the
“worthiness argument  [15] As Pullman points out, the engagement with
an adapted format can be a worthwhile pursuit for children and can also
be the catalyst for further learning.

In his analysis of adaptation, Gordon E Slethaug highlights a series
of questions developed by Timothy Corrigan which are designed to gage
how faithful an adaptation really is to the original. Such questions explore
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whether the characters are similar to those described in the original, if
the contexts remain the same, if the transfer to another medium trans-
lates a similar set of meanings and finally, if it is authentic. He goes on to
say ‘This privileging of the original over the adaptation is based on cultural
conceptions of morality ‘. [16] This implies an almost religious insistence
on truth. Robert Stam has expressed annoyance at historic, moralistic
perspectives of adaptations and of those scholars who used terminology
such as ‘vulgarization’ ‘desecration  ‘infidelity’ and ‘violation’ [17] in their
descriptions of the process. He goes on to point out that both Foucault and
Barthes have suggested that an author is a ‘function of discourse ‘[18] and
that their voice is ‘one among many [19] that they have been influenced by
multiple sources which also have cultural and historical influences and
that the relationship between author and reader is dynamic. Such a per-
spective challenges the notion that any form and in particular, the novel,
is a pure act of originality, unsullied by external forces and influences and
therefore morally superior. Christopher Booker, in his lengthy analysis
The Seven Basic Plots proposes that all stories are derivative and culminate
from root sources in the form of seven archetypal themes underpinning
them. If we are to support this claim then perhaps it could be suggested
that all stories, in whatever form they are transmitted, are adaptations.

‘As Kamilla Elliott has astutely noted, adaptation commits the heresy of
showing that form(expression) can be separated from content (ideas) - some-
thing that both mainstream and semiotic theories have resisted or denied ...
beginning to theorize

..in both academic criticism and journalistic reviewing, contemporary
popular adaptations are most often put down as secondary , derivative ,’belat-
ed, middlebrow, or culturally inferior”. [20] As the form of the graphic novel
has also been historically perceived as a low brow pursuit, and add into
the mix that Butler’s novel has been defined as fitting within the genre
of science fiction , it might also be construed that Duffy and Jennings’
book had all the odds stacked against it in terms of perceptions of value,
however when considering Walter Benjamin’s earlier comment about
storytelling, and the notable fact that both the Graphic Novel and Butler’s
original novel have won prestigious awards ,this is proof of alternative
perspectives suggesting otherwise. Virginia Woolfe, commenting on early
cinema, suggested that it was a ‘parasite’ on novels but did also add that
it could bring another perspective, notably that of emotion that might
be lacking in words alone. Indeed, the idea of the adaptation as being
parasitical on other ‘purer ‘forms is in alignment with perspectives that
perceive the process as immoral and of debasing the original. In the case
of Duffy and Jennings adaptation, the translation of her novel decades
after Butler wrote it , ensures that the story continues to be disseminated
to young and contemporary audiences who are now faced with some of
the pressing issues outlined in the book, including climate change . Key
themes embedded within the graphic novel remain intact, so it might be
argued that this is justification for the adaptation and as theorist Linda
Hutcheon has pointed out, ...teachers and their students provide one of the
largest audiences for adaptations. Many of us grew up with the Classics
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Ilustrated comics or the animated cartoon versions of canonical literature.
[21] The graphic novel could be seen, for younger and marginalised read-
ers, as a more palatable form through which to initially access narrative
themes explored through novels and if such engagement piques their
interest in challenging and important concepts that they may otherwise
have avoided, then surely that is, as Pullman says, a worthy pursuit.

In an article published in the journal Callaloo the author suggests
that ‘Butler’s Earthseed novels ‘can be read as cautionary tales, warning
us of the regressive nature of nostalgia for the future frequently produced out
of the confrontation with post - Fordism.’ [22] It might, therefore, be fair to
surmise that Jennings and Duffy’s reimagining of Butler’s powerful story,
is a way of passing important and timely messages on to new genera-
tions, much in the way that stories of the oral tradition have historically
been disseminated using new and evolving media and technologies. (The
graphic novel is available both in analogue and digital formats). In addi-
tion to the text, Jennings’ imagery conveys atmosphere, tone, character
and sense of place, all of which visually impact the reader and support
with an understanding of worlds perhaps previously unknown. This could
be particularly potent for a demographic of younger readers unfamiliar
with such content. It could be argued that Octavia Butler wrote stories in
part because she wanted to see black people reflected in them -in a simi-
lar sense, illustrator John Jennings and Damian Duffy are keeping Butler’s
stories alive and bringing them to the attention of new audiences. In these
books we see positive role models for young black people, who are defined
not as mere bystanders, but characters who have agency and power.

As Sheena C. Howard points out, the comic book genre can of-
fer sanctuary for those black children and teenagers seeking out more
positive role models with whom they can empathise. ‘Blacks are seldom
recognized and celebrated for their exceptional historical contributions
and achievements beyond sports and entertainment, Black children often
turn elsewhere to fuel their imaginations. The fantastical worlds of comic
strips, cartoons, and comic books have the powerful potential to weave
imaginary narratives that offer possibilities for seeing Black heroism.
Nonetheless, it is possible to engage with these worlds and walk away
with little understanding about either how Blacks have contributed to
these genres or how Blacks have used these genres to transmit positive,
political messages to consumers.’ [23]. Howard also looks to the historic
past of those pioneers of black comics such as George Herriman, a Creole
man living in New Orleans who became widely known with the publica-
tion of his comic book Gooseberry Sprig and went on to create Krazy Kat
which featured characters who would transition between black and white,
the book being cited by scholars to contain commentaries on racism.
Following on from Herriman in 1935, black comic book artist Oliver Har-
rington created a number of publications, including Dark Laughter, and
like Herriman his work often embedded political commentaries which
highlighted racist themes.

Octavia Butler’s books are now included as part of the school cur-
riculum in some American states, which has the potential for encouraging
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healthy debate and discussion around such challenging themes. In addi-
tion to contemporary critical analyses of comics created by black artists,
for example as seen in Jennings’ The Blacker the Ink and Sheena C.
Howard and Ronald L. Jackson’s Black Comics there is currently a grow-
ing awareness of mediums through which black academics and artists
are contributing to a deeper understanding of their pasts, presents and
futures and ways in which they might harness these mediums to impact
upon and influence the debate further and disseminate important politi-
cal, social and cultural messages to new audiences.
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