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W H AT EXACT LY 
1 5  C O M P U T E R 

A N I M AT I O N ? 
W H AT A R E  V I S U A L  

E F F E CTS ? 

WAS I ST 
E I G E N T L I C H  
C O M P U T E R ­

A N I M AT I O N ? 
U N D WAS S I N D  

V I S U A L  E F F E CTS ? 



How a re these d ifferent? How is exce l l e n ce i n  
t hese defi n e d ?  W h i ch p i eces o f  com p uter  
g ra ph i cs work  best  reflect these "defi n it ions?"  
And h ow exact ly  d oes one  com pa re work 
com i ng from a h igh-end  p rod u ct ion  h o u se to 
a s i x-week stu d e nt project to a n  i nd epende nt 
a rt i st 's p i ece? 

How a re these d ifferent? How i s  exce l l e nce i n  these 
defi ned ? Wh ich p ieces of com puter g ra ph ics work 
best reflect these "defi n it ions" ?  And how exactly 
does one com pa re work  com i ng from a h igh-end 
p rod uct ion house to a s i x-week student p roject to 
a n  i ndependent a rt i st's p iece? 
I have spent h a lf of my l ife work i ng with computers 
-a lways rel ated to com pute r g ra ph ics (even if on ly 
i n  " i ntent") a nd  a lways for the pu rpose of a n i mat ion .  
"So what? , "  you ask (a nd "R ightfu l ly so," I say) . We i l , I 
a m  41 . 
G ra nted th i s  add it iona l ,  sma l l  p i ece of i nformation 
i sn 't i nterest ing in itse lf e ithe r  (u n less you a re a 
fr i end  of my sti l l  you ng c h i l d re n  a nd enjoy the t h ri l l  
of i mag i n i ng someone s o  "a rcha i c ") but, together  
with the fi rst l i ne, th i s  cha nges the  perspect ive on 
me a nd on my com ments. It p rovides "context ." It 
a l lows perh a ps an openness, an u nde rsta nd i ng, 
thought poss i b i l it ies that weren't p revious ly there. 
H a lf of 41 i s  20 yea rs ( in i ntegers) . That's a long t ime 
i n  the h i story of com pute rs. There have been many 
changes. 
I wr ite a l l of that not beca u se I th i n k  it's i m porta nt 
to know a bout me, but beca u se I do be l ieve that 
unde rsta n d i ng the i m porta nce of "context" is essen­
t i a l .  What i s  the Pr ix Ars E lect ron i ca ?  What a re the 
categor ies?  What a re the wo rks? How a re they com­
pa red ? How a re they j udged ? What resu lts a re bei ng 
p resented here? 
The Pr ix Ars E lect ron ica was c reated to gather, 
acknowledge, honor  a nd  m a ke a ccess i b l e  to others 
(th rough the Ars E l ect ron ica Fest iva l a nd the Ars 
E l ect ron ica Center) the cu r rent state of d igita l med ia 
creativ ity. That's a sentence packed with i ntent. 
Gathe r i ng  work i s  in itself a h uge job, but it is a 
worthy one as it is exact ly t h rough t h i s  co l l ected 

Worin unterscheiden sie sich? 
Wie definiert man den Begriff "her­

ausragend"? Welche computergrafi­
schen Werke reflektieren diese 'Defini­

tion " am besten ? Und wie vergleicht 
man die aufwendigen Produkte eines 

High- End-Proauktionshauses mit 
einem In sechs Wochen entstandenen 

Studenten projekt oder dem Werk 
eines unabhängigen Künstlers? 

I ch habe me in  h a l bes Leben m it der  Arbeit m it 
Computern zugebracht - und  i m mer i m  Zusam­
menhang m it Computergrafi k (wen n  a uch tei lwe i ­
se nur  von der  Z ie lsetzung  her) und  i m mer m it dem 
H i ntergru nd der  An i mat ion .  "Na und ?", werden S ie  
fragen ( und  z u  Recht, wie ich a n me rke). Nun - ich 
b in  41 . 
Ich gebe zu ,  d aß  d ieses k le ine Stückchen I nforma­
tion a l s  so lches a uch n icht gerade i nteressa nt i st 
(a u ßer fü r d i e  Freu nde me i ner noch j ungen K i nder, 
fü r d ie d i e  Vorste l l u ng von jemandem so "Archa i ­
schen" v ie l le icht a ufregend se in  ka n n), a ber  z usam­
men mit dem e rsten Satz ä ndert d ies doch d ie  
Perspekt ive me i nes Sta ndpunktes und  me iner  
Kommenta re - s i e  e rha lten e inen "Kontext", der  
e ine Offenhe it e r l a u bt, Verstä ndn is, gedank l i che 
Mögl ichke iten, d ie  es ohne  i h n  n icht gä be. Die 
Hä lfte von 41 i st - gerundet - 20, und das  i st e i ne  
la nge Zeit i n  der  Gesch ichte de r  Com puter, da  hat 
es viele Veränderungen  gegeben. 
Ich sch re i be a l l  d ies n icht etwa, wei l  der Lese r  etwas 
über mich wissen so l l ,  sondern we i l  ich ü berzeugt 
b in, daß es wicht ig i st, Verstä ndn i s  fü r d ie Zusam-
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body of work t hat the  re-defi n it ion of the med i u m  
a nd the re-eva l u ai ion of exce l l ence with i n  that 
h a ppens .  
The methods and means of "computers" makes 
them at t imes a m ed i um ,  at t imes a too l ,  at t imes a 
p racess a nd at t i mes a resu lt (a nd often a l l  of the  
afo rement ioned ro l l ed i nto one) .  That mea ns t hat 
these "med i a "  evo lve cont inuous ly. As do the cat­
egor ies a nd j udg i ng  cr ite r ia of the Prix Ars 
E l ect ran ica honor i ng the "top work." 
Th is  statement d i scu sses the "Com puter An i mat ion"  
and "Vi sua l  Effects" categories, subm iss ions, j u ry a nd 
resu lts. So, fi rst a nd foremost, what exact ly is com­
puter a n i mat io n ?  What a re vis ua l  effects ? How a re 
they d ifferent? Wh ich  p ieces of computer gra ph ics 
work best refl ect these "defi n it ions?" 
A lthough most of u s  have at least a n  i ntu itive 
response to these q uest ions, a proposed re­
defi n it ion of the i r a nswers is exactly what is a s ked 
for of the wor ld  at l a rge when the a n n u a l  Pr ix Ars 
E l ect ran ica com petit ion i s  opened . lt was a l so the 
wonderfu l ta s k  set before the j u ry serv ing both 
these categor ies, in  the form of a l a rge and  wide ly 
ra ng ing body of s u bm itted work .  These written 
words a re i n  m a ny ways a reflect ion of my view of 
the th ree d ay "conversat ion" that tra nsp i red wit h i n  
a nd th rough th i s  body of work a mongst j u ry 
mem bers Mau r ice Benayoun (Fra nce), Rob Legato 
(USA), Ba rba ra Robertson (USA) and  myself, I nes 
H a rdtke (Ca nada ) .  
The defi n it ion of  com p uter a n i mation ca n be  l a rge, 
sma l l  or somewhere in between. For me ( imp l ic it ly 
a n d  exp l i c it ly on the  " I a rger" end of th i ngs), 

. 

"a n i mat ion" rema i n s  "the a rt of givi ng l ife to some­
th i ng  that wou l d  othe rwise not have a ny". Add i ng  
the  word "computer" t o  t h is obvious ly imp l ies the 
u se of a computer  somewhere i n  th i s  p rocess of 
"a n i mat ion ." B ut, for a com puter a n i mation com­
pet it ion honor i ng  top work i n  the fie ld (as opposed 
to an a n i mat ion fest iva l doing "the same") ,  a com­
puter must not o n ly be i m p l icated but must be a n  
essent ia l (a nd s o  i r rep l a cea ble) component of the 
ach ievement o r  m a n ifestat ion of " resu lt ." 
Although "vi sua l effects" a re often a n i mated, t h i s  
category ca n loose ly be defi ned as being d r iven  by 
p re-dete rm i ned (exi stent) "act ion" (as opposed to 
the "a n imat ion"  category which determ i nes 
"act ion") .  Pe rh a ps "add i ng" l ife a s  d i st inct fram 
"giv i ng" l ife . Th i s  d efi n it ion moves the j udg ing away 

menhä nge zu h a ben .  Was ist de r  Pr ix Ars E l ectro­
n ica ? Was s i nd  d iese Kategor ien ? Wie kön nen s i e  
verg l i chen werden ,  w ie  beu rte i lt ?  Welche E rgeb­
n i sse werden h ie r  vorgeste l lt? 
Der Pr ix Ars E l ectron ica wu rde geschaffen ,  u m  den 
a ktue l l en  Stand  der  Kreat ivität in den d ig ita len 
Med i en  z u  dokumentieren, z u  bewerten ,  z u  hono­
r ieren  u nd  ( i n  Zusa mmena rbeit m it dem Ars E l ec­
tron i ca Fest iva l  u nd dem Ars E l ectron i ca Center) 
a nderen  zugäng l ich zu machen .  Schon das  Zu­
sa m mentragen der  Werke i st e ine umfa ngre iche 
Aufgabe, a ber  es i st l ohnend ,  wei l  gerade d i ese 
Sammlung von Werken e i ne  Neudefi n it ion  des 
Med i u m s  u nd e i ne  Bewertung dessen ermög l icht, 
was m it u nd in i h m  gesch ieht .  
D ie  m it dem Begriff "Computer" verbu ndene!l 
Methoden u nd M itte l l a ssen u n s  d iesen  m a nchma l  
e he r  a ls Med i u m  begre ifen ,  manchma l  a l s  Werk­
zeug, manchma l  a ls Prozeß u nd manch m a l  a uch a ls 
E rgebn i s  - u nd n icht se lten treffen a l le d i ese 
Term i n i  gemei nsam zu. D ies bedeutet, d a ß  s ich  das  
"Med i u m" konti n u ie r l i ch  weiterentwickelt - wie ja 
a uch d ie Kategor ien u nd Beu rte i l ungskr ite r ien des 
Pr ix Ars E lectron i ca ,  der  d ie Sp itzen l e istu ngen a us­
zeich net. 
D ieser Aufsatz d i s kut iert die E i n re ich u ngen,  E rgeb­
n i sse, J u ryentsche idu ngen u nd Kategor ien zu "Com­
putera n i m at ion"  u nd "Vi sua l Effects". Da bei ste l lt 
s i ch  zunächst d ie Frage, was denn  eigent l ich  Com­
putera n i m at ion i st, was Vis ua l  Effects s i nd .  U nd 
wori n u ntersche iden s i e  s ich ? Welche Werke der  
Com putergrafi k geben d i ese "Defi n it ionen"  a m  
besten wieder? 
Obwo h l  jeder von uns z u m i ndest i ntu it iv a uf d iese 
Fragen a ntworten kön nte, so i st doch jedes J a h r  be i  
der  Aussch re i b ung des Pr ix Ars E l ectron i ca e i n e  
genere l l e  Neudefi n it ion fü r d ie bre ite Öffent l i c h ke it 
erforder l i ch .  Es wa r e i ne  wunde rba re Aufga be fü r 
d i e  J u ry, d iese be iden Kategor ien a n hand  e i ne r  bre i ­
ten Pa lette e i nge re ichter Werke beurte i l en  z u  d ü r­
fen ,  u nd d ieser Text sp i egelt i n  v ie ler le i  H i n s icht 
me ine  E i n schätzu ng der d re itägigen "Konversat ion"  
wider, d i e  s ich r und  u m  d i e  vie lfä lt igen Werke zwi­
schen den J u rym itg l iedern Mau r ice Benayo u n  (F) ,  
Rob Legato (USA), Ba rba ra Robertson (USA) u nd m i r, 
I n es Ha rdtke (CDN), entsponnen  hat .  
D ie  Defi n it ion des Begriffs "Computera n imat ion" 
ka n n  weit oder eng gefaßt se i n oder i rgendwo i n  
der  M itte l iegen .  F ü r  m ich ,  d i e  i ch  eher  a uf de r  
"weitgefa ßten" Se ite der  D i nge stehe, b le i bt 
"An i m at ion"  i m mer "d i e  Ku n st, e i ne r  Sache Leben 
e i n z uha uchen, das sonst ke i nes hätte". D ie 
Beifügung des Begriffs "Computer" bedeutet da be i  
offens icht l ich ,  d a ß  d e r  E i n satz d e s  Com puters 
i rgendwo i n  d iesem "An imat ionsprozeß" e i n e  Rol le 
sp ie lt .  Aber bei e i nem Com putera n imationspre i s, 
der  d i e  Sp itzen a rbeiten a uf d i esem Geb iet a us­
ze i chnen  wi l l  ( i m Gegensatz z u  e i nem re i nen  
An imat ionsfest iva l ,  das a u s  se i ne r  S icht "da s  g le i ­
che" vorhat), d a rf der  Com puter n icht b loß e i n  
i mp l i z ites Werkzeug sei n , sondern m u ß  e i n e  essen ­
t ie l l e  ( und  dam it u nersetz l iche)  Kom ponente des  



from "content" and  towa rds the  more "techn ica l "  
given that the  effect itself a nd more so its i ntegra ­
t ion i nto the a ct ion is what now, by defi n it ion ,  i s  
" im porta nt". Notab ly, the word "com puter", a lthough 
not exp l ic it in  the t it le ,  i s  a l most exc l u s ively im pl i c it 
to th i s "add i ng" - a lthough there do rem a i n  some 
opt ica l pr i nte rs out the re in the wor ld ,  t he i r  n u m­
bers a nd u se (sad ly i n  m a ny ways) a re dwi nd l i ng. The 
vi s u a l  effects here a re a ss umed to be d ig ita l .  
Does t h i s  s p l it of  givi ng  vers u s  add i ng l ife, computer 
a n i mat ion versu s  v isu a l  effects m a ke sen se ?  I s up­
pose so. It is a nother  way of "see i ng" a nd compa ri ng 
work  i n  th i s  very l a rge com puter gra ph ics fie l d .  Do I 
th i n k  that t h i s  s p l it wi l l  rem a i n  va l i d ?  Not l i ke ly. l n  
com puter g ra ph ics the re wi l l  hopefu l ly rema i n  
movement a n d  evo l ut ion .  There w i l l  a lways be 
trends .  There w i l l  a lways be a m ass of effort a round  
the " I i m itat ions"  a s  we i l  a s  a round  the newly pro­
v ided,  bou nda ry-brea k i ng too l s  a nd  methods .  And ,  
often our l i m itat ions a re exact ly our cu rrent day 
defi n it ions, o u r  u ndersta nd i ng,  o u r  i m p lementa­
t ions, our ways of t h i n k i ng  a n d  perce iv i ng .  Soon,  
with a l l  of the  work be i ng  done i n  the  i ntegrat ion of 
sound  a nd  v i sua l ,  the categor ies of "mus ic" a nd  
"a n i mat ion"  wi l l  not be suffic ient .  With a l l  that i s  
h appen i ng i n  the " i nteract ive" wor ld  we  wi l l  soon be 
ob l iged to widen a nd  re-defi ne  ou r  not ion of " l ife" I 
th i n k. Let's hope so. 
For now though ,  the categor ies of Com pute r 
An imat ion a n d  Vis ua l Effects sta nd as they a re. And 
we the j u ry screened a l most 300 p ieces in the 
former  and 65  in  the latter. We d i d  move a coup l e  of 
p ieces between the categor ies ba sed on the natu re 
of the work. 

What a re the pri zes tor? 

What is the " resu lt " ?  

T h e  P r ix Ars E lect ron i ca Com pute r An imation a n d  
Vi s u a l  Effects category each have a top awa rd lfi rst 
p r i ze - the Go lden  N ica ,  two second  pr i zes and  up to 
twe lve honora b l e  ment ions poss i b l e . What, then ,  a re 
these pr izes for? 
The pr i zes and honora ry mentions a re for exce l l ence 
i n  the fie l d ,  i n  the  category. Per iod .  
What i s  exce l l e nce? We i l , exce l l en ce i s  certa i n ly 
someth i ng  that everyone  ha s  access to-concept­
u a l ly, tec h n ic a l ly, t h rough its a pp l icat ion ,  t h rough 
the  content. And  a l l  of th is  togethe r  i s  in order  to 

Werkes bzw. des erz ie lten "E rgebn i sses" d a rste l l en .  
Auch  wen n d i e  "Vi sua l  Effects" hä ufig a uf An i ma­
t ion basieren, ka n n  man  d iese Kategor ie d efi n ieren  
a l s  von e i n e r  vorgegebenen - d .  h .  bereits existen ­
ten - Ha nd l u ng best immt ( i m  Gegensatz z u r  "An i ­
mation", d i e  d i ese Hand l u ng sel bst best im mt). 
Viel le icht kön nte man  a uch  sagen " Leben h i n zufü­
gen" im Gegensatz zu "z u m  Leben e rwecken ". Diese 
Defi n it ion versch i ebt d i e  Bewertu ng  weg vom 
I nha lt h in z u  den eher  "techn ischen "  Aspekten, wei l  
jetzt der Effekt sel bst - u nd noch stä rker se i n e  
I ntegration i n  d i e  Hand l ung  - pe r  defi n it ionem 
wichtig w i rd .  Und  wen n  der  "Computer" h i e r  a uch  
n icht exp l i z it i m  Titel steht, so ist e r  doch  fü r das  
"H inzufügen "  essentie l l , denn  wen n  es a uch noch 
e in ige wen ige t rad it ione l l e  opt ische Ausgabegeräte 
in d ieser B ra nche g ibt, so i st i h re Za h l  u nd i h re 
Anwend u ng rück lä ufig (was i n  v ie ler  H i n s icht 
bedauer l i ch i st) . Die Vis u a l  Effects werden hier a l so 
a ls d igita l versta nden .  
Macht nun d iese Trennung  i n  "Leben spenden"  und 
" Leben h i nzufügen" - Com putera n i mat ion gegen 
Visue l le Effekte - ü berha u pt S i n n ?  I ch g la u be 
schon: Es ermögl icht e i ne  a ndere Betrachtu ngs-
und Beu rte i l ungsweise der  Arbeiten i n  d iesem r ies i ­
gen Fe ld der  Com putergrafi k. B le i bt d iese Tre nnung  
fü r d ie Zu ku nft gü lt ig u nd  a ufrecht? Da s  h a lte ich 
n icht fü r wa h rsche i n l ich .  In  der  Com putergrafi k 
wi rd es hoffent l ich a uch weiterh i n  Bewegu ng u nd 
Entwickl u n g  geben, Trends u nd Tendenzen .  Es w i rd 
s icher l ich i m mer  e i n  Menge Anstrengu ngen rund 
um d ie "G renzbe re iche" wie rund um d ie neuen ,  
grenzübe rschreitenden Werkzeuge u nd  Methoden 
geben, u nd nur  z u  hä ufig l iegen d iese G renzen  in  
un seren gegenwä rtigen Defi n it ionen, i n  u n serem 
Verstä nd n i s, u nseren  Umsetzu ngen, u n se re r  Art des 
Denkens u nd Wa h rnehmens  begründet .  Betrachtet 
man die Bem ü h u ngen de r  I ntegrat ion von B i ld u nd 
K l ang, so w i rd k l a r, daß  d i e  Kategor ien "M us i k" u nd 
"An imation "  ba ld n icht mehr  a us re ichen werden,  
und  be i  a l lem, was in der  " i ntera ktiven "  We lt pas­
s iert, werden wi r  ba ld  gezwungen  se in ,  a uch  u nse­
ren Begriff von " Leben" zu e rweitern und neu zu 
defi n ieren  - g la u be u nd hoffe ich .  
Gegenwä rt ig jedenfa l ls ha ben wi r  uns m it den 
Kategorien Com putera n imat ion und Vis u a l  Effects 
au se ina nderzusetzen .  Und  d i e  J u ry hat fast 300 
Werke i n  der  e rsteren u nd 65 i n  der letzeren Kate­
gorie begutachtet, wobei e i n ige Stücke von e i ne r  
Kategorie i n  d i e  a ndere verschoben wurden ,  wei l  
d ies de r  N at u r  des Werks besser entsprach .  

Wofür werden die Preise vergeben] 
Was ist das "Ergebnis"] 

Beide Kategor ien des Pr ix Ars E l ectron i ca - Com pu­
teran imat ion u nd Visua l  Effects - habe n  je  e i nen  
Ha uptpre i s, d i e  Go ldene  N ica, zwei Auszeichn u ngen 
und bis z u  zwölf Anerke n n ungen zu  vergeben.  Doch 
wofür werden d i ese Pre i se zuerka n nt? 
Die Preise u nd Anerkenn u ngen werden  fü r hera us-

(/) 
t­
U 
W 
LL. 
LL. 
W 

-I 

<{ 
=> 
(/) 

> 
......... 
z 
o 

t­
<{ 

� 

Z 

<{ 

0::: 
W 
t­
=> 
CL 
� 
o 
U 

W 

:J: 
t-

LL. 

o 

t­
Z 
W 

� 
w 
t­
<{ 
t­
(/) 



-

o o 
lIf""'" 

ach ieve exce l l ence of resu lt-the actua l man ifes­
tat ion of the  or ig i n a l  idea or concept .  " Exce l l ence" 
a lways (a lways ! )  i s  s u ited to context. And ,  a ny con­
text ca n be mastered . Any context can have its 
bou nda r ies pushed on. Any context ca n se rve as  a 
s p r i ngboa rd for c reativity (a nd for exce l l ence wit h i n  
that). 

What is  the select ion process? 

So, how does one i dent ify, determi ne, com pa re a nd 
u lt i mately j udge "exce l l ence" i n  th i s ?  For the j u ry we 
agreed that t rue exce l l e nce is one that beg ins  with 
exce l l ence of idea a nd i s  carr ied th rough to exce l ­
l e n ce of resu lt .  Th i s  i s  tough. lt i s  certa i n ly a ta l l  
o rde r. And ,  no, perhaps contra ry t o  popu l a r  be l i ef, 
t h i s  not ion of exce l l ence is access ib l e  to a l l . lt is not 
l i m ited or defi ned by "means." There actua l ly i s  no 
such  th ing a s  exce l l ence of "mea ns"-exce l l ent 
a pp l i cat ion  with i n  mea ns  yes, but not exce l l ence of 
mea ns. That necessa r i ly imp l ies, in order  to r ightfu l ly 
com pa re a com merc i a l  p rod uct from a top prod­
u ct ion house to a s ix-week student project, that 
contexts of s ubm iss ions  can not be j udged and /but 
m u st be made "c l ea r." And ,  if the idea was "wonder­
fu l "  but the  mea ns  were not there to man ifest it 
then  perha ps there was no exce l lence of idea i n  the  
fi rst p l ace .  

What were t h e  resu lts? 

On ly "content" i s  not enough. On ly "des ign" i s  not 
enough .  On ly " idea" i s  not enough.  And ,  do ing for the 
sa ke of dO i ng,  i s  not e nough .  
The idea has  to be for some content-u n less the 
idea i s  one  of pu re resea rch (a nd even then it m u st 
be made access i b le ) .  Render ing or execut ion ca n be 
l i m ited by "mean s" but not by care or manne r. Any­
t h i ng that a nyone  does can be done we i l  or  not .  Th i s  
may sou nd s i m p l i st i c  but i t  obv ious ly i s n 't "s i m p le "  
(ot herwise more peop l e  wou ld lido it") . 
The p ieces that t ru ly a re exce l l ent a re-aga in­
exce l l ent i n  idea ,  i n  techn i que, in app l ication of 
techn i q ue, i n  content, in p resentat ion .  The p iece i s  
i ntegra l w i th  itself. I t  i s  cons istent with itself. lt 
sta rts, i s  ca rr ied t h rough and ends "exce l l ent ly." 
Nota b ly, some peop le d rop the ba l l  a long the way 
(putt ing it b l u ntly) . 
Nota b ly, some peop l e  have ideas that don't match 

ragende Lei stu ngen a uf d iesem Geb iet zuerka nnt. 
Pu nkt .  Was bedeutet "he ra us ragend"?  N u n, he ra us­
ragende Le i stu ngen ka n n  w i rk l ich jeder  e rz ie len ­
konzept ione l l , tech n i sch ,  d u rch Anwendung oder 
d u rch I n h a lt .  U nd a l l  d ies zusam men i st erforder­
l ich ,  um ein wa hrhaft he rvorragendes E rgebn i s  zu 
erre ichen - d i e  Man ifestat ion der u rsprü ngl i chen 
I dee oder des Konzeptes. "Hervorragend"  i st e in  
Werk i mmer ( immer ! )  i n ne rha l b  se ines kontextuel­
len Zusa mmenha ngs. U nd jeder Kontext ka nn  dabe i  
se ine G renzen  e rweitern , jeder Kontext kan n  a l s  
Sprungbrett fü r Kreat iv ität d ienen (und  dabe i  b i s  
z um  Au ßergewöhn l ichen  vorstoßen) . 

Wie findet der Auswahlprozeß statt? 

Wie ident ifi z i e rt man ,  best immt man ,  verg le icht 
man, beu rte i lt man letzt l ich  das  "Hera us ragende"? 
Diese J u ry wa r s ich e i n i g  da r i n ,  daß  wa h rhaft her­
vorragende Werke m it e i ne r  hervorragenden 
I deebeg innen  und d iesen i h ren  Qua l itätsanspruch 
b i s  zum E ndergebn i s  d u rc hha lten .  Das i st zweife l los 
schwier ig, zweife l los  e i ne  große Aufgabe. Aber ­
vie l l e icht i m  Gegensatz z u r  l and l äufigen Mei n u ng ­
d iese Form der  Mei sterschaft ka n n  von j edermann 
erre i cht werden .  S ie  w i rd n i cht von den "Mitte l n "  
defi n i e rt ode r  e i ngesch rä n kt .  Es g i bt n äm l ich  kei ne  
"Qu a l ität de r  M itte l "  - e i ne  Qua l ität de r  Anwen­
d u ng i n ne rh a l b  der M itte l ,  das woh l ,  n i cht a be r  
"hervorragende M itte l"  a ls so lche. Wen n  man a l so 
e i n  kom merz ie l les Prod ukt e i nes großen Prod uk­
t ionshauses m it e i ne r  i n  sechs  Wochen entsta nde­
nen student i schen Sem i na ra rbeit gerecht und fa i r  
zu  verg le ichen hat, bedeutet d ies, d a ß  der  Entste­
h u ngszusa mmenhang der E i n re ich u ngen n icht 
bewertet werden ka n n, woh l  a be r  deut l i ch gemacht 
werden m u ß. Und wen n  d ie G rund idee hervorra­
gend ersche i nt, abe r  d ie M itte l  fü r e i ne  ebenso gute 
Umsetzung n icht a usgere icht haben ,  d a nn  muß  
man davon a usgehen, d aß  d i e  Idee v ie l le i cht doch 
n icht ganz so exze l lent wa r. 

Welche Ergebnisse zeigten sich? 

" I n h a lt" a l le i n  i st n icht gen ug. Schönes "Des ign"  
a l le i n  i st n ic ht gen ug .  E i ne "gute Idee"  a l le i n  i st 
n icht gen ug. Und  e i n  Tu n u m  des Tu ns  w i l len i st 
ebenfa l l s  n icht gen ug.  
D ie  G rund idee muß e inen best immten I n h a lt tra­
gen, a u ße r  sie wä re e i n  re i ne r  Forsch u n gsansatz, 
und  sel bst d ann  m u ß  d ies deut l ich u nd faßba r wer­
den .  Die Du rchfü h rung  oder das Render ing ka n n  
d u rch d ie z u r  Verfügung stehenden M itte l be­
sch rä n kt werden, a be r  n icht d u rch feh lende Sorgfa lt 
oder Fe rt igke it. Was i m mer jemand tut, ka nn  er  
(ode r  s ie) gut oder  wen iger gut tun .  Das  mag jetzt 
seh r s impe l  k l i ngen ,  a ber  es i st offen s icht l i ch doch 
n icht so e i nfach,  denn  sonst würden meh r  Leute 
das d u rchh a lten. 
D ie  wirk l ich herau s ragenden Werke s ind - es se i  
h ie r  wiederho lt - i n  jeder H i n s icht he ra us ragend:  in 



the  render i ng, execut ion ,  mea ns, a b i l ity a nd /or 
ca pac ity. Nota b ly, some execute we i l  and present i t  
not at a l l . Work  ca n't be n a rc i s s i st ic .  Peop l e  can 't 
stop  a nd say "What th i s  i s  is so wonderfu l that 
everyone w i l l  obv ious ly 'see'." We i l , if it i s n 't 
a ccessi b l e, it ca n never be "obv ious ." 
Nota b ly, some do not h ave a sen se of the h istory of 
the  fie ld .  A l though re l at ive ly you ng i n  itse lf, it is o ld  
e nough now to have seen m uch  i n novat ion and 
c reat ivity-many exce l l e nt ideas  a nd m a n ifestat ions 
thereof. I have never u nde rstood work ing i n  a vo id . 1 
a lways wa nt to know what ha s  been done i n  order  
to go and  do what ha sn't. Some peop l e  obvious ly 
don't sha re th i s  not ion a nd at t imes t h raughout the 
screen i ngs, red unda ncy of idea was obvious .  
Nota b ly, some ass ume-pe rha ps g iven that th is  
a ppea rs to be a "vi su a l "  category-that sound  or 
m us ic  a re not i m portant .  Th is  i s  w rang .  They a re 
i m porta nt . They a re act u a l ly essent i a l .  They must be 
i ntegra l to the p iece. 
And, most noteworthy, m a ny d id t h i ngs " r ight" . . .  
res u lt i ng  in wonderfu l d i scuss ions  a nd  debates 
a raund  the s u bm iss ions  a nd ,  of cou rse, a n  a maz i ng 
l i st of pr i ze w in ners a nd honora b l e  ment ions. 
For the com puter a n i m at ion category, the j u ry was 
act u a l ly a b l e  to get to the  poi nt where i n d iv id ua l 
mem bers "mattered ." D iffe rences i n  defi n it ions, 
i nterests, a esthet ics, u nde rsta nd i ng  needed to be 
presented, exp l a i ned ,  defended ,  a n d  accepted. Th i s  
resu lts i n  the  "a pp ropr iate" (correct? )  ra nge of  p ieces 
be i ng  se lected as "wi n ne rs". Th i s  resu lts in the 
"correct" d i st r ibut ion of pr i zes. The  l i st o r  pr ize order  
ca n neve r p lease on ly one  person o r  even a ny person 
("persona l ly") .  A l l  j u ry mem bers need to be a b le to 
l ive with it, to fi nd  it "fa i r", and to be proud of the 
who le .  A l l peop le  res pons i b l e  for the p ieces on the 
com puter a n i mat ion l i st t r u ly ca n be p roud .  
Fo r the Vi s u a l  Effects category t h i s  u nfortunate ly 
wasn't the  case .  I in no way mean  to ta ke away fram 
the pr i ze wi n n i ng a nd  honora b ly ment ioned s ub­
m iss ions-wh ich certa i n ly deserve the i r merit-but, 
in gene ra l ,  the q u a l ity of the p resentat ion of the 
s ubm iss ions  (more than the  s u b m iss ions  them­
se lves) was poor. Peop le  often, u sua l ly fa l se ly, 
assu med u ndersta nd i ng of context, of who le, of 
idea ,  of p u rpose, of method when it t ru ly wasn't 
appa rent .  
So ,  that sa id ,  here a re th is  yea r's w i n ners . . .  

i h re r  Idee,  in i h re r  Tech n i k, i n  der Anwend u ng d ie­
ser Tech n i k, in i h rem I n h a lt, i n  i h re r  Präsentat ion .  
Das  Stück ist e i n  i n  s ich gesch lossenes Ga nzes, es 
i st i n  s ich kons i stent, es beg i nnt hervorragend,  es 
b le ibt hervorragend, es endet hervorragend .  
Es fä l lt a uf, d a ß  ma nche Leute - grob  gesprochen  -
unterwegs i h r  Z ie l  a us den Augen ve r l i e ren .  
Es fä l lt a uf, d a ß  ma nche Leute I deen  h a ben ,  d i e  
n icht zu r  Du rchfü h rung oder  zu r  Ausfü h ru ng, n i cht 
z u  i h ren M itte l n , z u  i h ren  Fä h igkeiten u nd /oder  
Mögl i chke iten passen. 
Es fä l l t  a uf, daß ma nche wunderbar a u sfü h re n  u nd 
d ies den noch n icht präsent ieren kön nen .  D i e  Arbe it 
ka nn  und  da rf n icht na rz i ßt isch se in .  Man  ka n n  
n icht an  e i nem best immten Pun kt a ufhö ren  u nd 
s ich sagen :  "N u n, d ies i st so wunderschön,  d a ß  es 
jedem ins Auge fa l len wi rd", denn wen n  es  n icht 
zugängl ich ,  n icht faß l i ch i st, dann ka n n  es a uch  n i e­
ma l s  "a ugenfä l l i g" se in .  
Es fä l lt a uf, daß  e i n igen das  Gefüh l  fü r d ie  G e­
sch ichte d ieses Kunstbere ichs  feh lt .  Obwo h l  d a s  
Genre noch re lat iv j u ng i st, so i st es doch  a lt gen ug, 
e ine Menge an I n novation u nd K reativität getragen 
zu haben  - v ie le  a usgeze ichnete Ideen und  i h re 
Umsetzu ng. I ch  h abe n i e  versta nden,  w ie  m a n  i n  
e i nem Va ku u m  a rbeiten ka nn .  I ch  möchte i m mer  
wissen, was getan  wu rde, um i rgendwoh i n  z u  
gelangen, und  wa rum. E i n ige E i n re icher  te i l en  d iese 
Ans icht n icht, und es wurde bei der  Betrachtung  der 
Werke b i swe i l en  e ine sta rke Red undanz  de r  Ideen 
s ichtba r. 
Es fä l l t  a uf, d a ß  offenbar  e i n ige - i n  de r  Annahme, 
d ies sei e i ne  "vi sue l le" Kategor ie - Ton und  Mus i k  
fü r unwicht ig h a lten .  Das i st fa lsch .  S ie  s i nd  wich­
t ig ,  meh r noch ,  s ie s i nd  essentie l l .  Und  s i e  m üssen 
e in  i ntegri e rter Besta ndte i l  des Werkes se i n .  
Und am meisten fä l l t  a uf, daß  vie le a l les " r icht ig" 
gemacht h aben  ... was zu wu nderba ren  D i skuss io­
nen und Debatten u m  d i e  E i n re i chu ngen  gefüh rt 
hat und zu e i ne r  ersta u n l ichen L iste von P re i strä­
gern und Anerkennungen. 
Bei der Com putera n i mation ka m d ie J u ry soga r a n  
jenen Pu n kt, a n  d e m  jedes e i nze l ne  J u rym itg l ied a l s  
I nd ivid u u m  Bedeutu ng er langte: U ntersch iede i n  
d e r  persön l i chen Defi n it ion, i n  den I nteressen, d e r  
Ästheti k, i m  Verstä ndn i s  m u ßten präsent ie rt wer­
den, erk lä rt, verte id igt u nd a kzept iert .  Und  d a ra u s  
ergab s ich d i e  "a ngemessene" ( u n d  korrekte?)  
Auswa h l  jener Werke, d i e  a ls "Gewinner" a n zu sehen 
wa ren, d a ra us e rgab s ich d i e  "gerechte" Verte i l u ng 
der Pre i se .  Ke i ne L iste von Pre i strägern ka n n  n u r  
e iner Person gefa l len oder a uch jederm a n n  ("per­
sönl ich ") . Al le J u rymitgl ieder m u ßten s ie  a kzeptie­
ren, s ie "fa i r" fi nden und a uf das Gesa mtergebn i s  
stolz se i n .  Und  stol z  se i n  kön nen a l le E i n re i cher, d ie 
s ich in der  Pre i st räge r l i ste der Com pute ra n i m at ion 
wiederfi nden .  
Im Bere ich  der  Vis ua l  Effects wa r d ies le ider  n i cht 
der Fa l l .  Ich möchte in ke iner Weise d ie Le i st u ngen  
de r  Pre i sträger und  der Anerkennu ngen sch mä l ern 
- d ie a l le d iese E h re verd ienen -, wen n  ich d a ra uf 
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The Pr ix Ars E l ectro nica 

G o l den Nica  fo r Computer Ani mati on  

Bunny d i rected by  Ch r is  Wedge a nd prod uced at B l ue  
Sky Stud ios (USA) 

The Pr ix A rs E l ectronica Co mputer 

Ani mat ion Awa rds of D isti nction 

A Bug 's Life d i rected by John  Lasseter and  Andrew 
Sta nton, p rod uced by P ixa r (USA) 
Snack and Drink d i rected by Bob Sab i ston a nd 
Tom my Pa l lotta , p rod uced by F lat B l ack Fi lms  (USA) 

The Pr ix Ars E l ectro nica H o n ora ry 

Mentions i n  Co mputer Ani mation 

I n  the Computer An imat ion category, the j u ry chose 
to awa rd a l l  honora ry mentions .  Actua l ly choos i ng  to 
do th is wasn't d ifficu lt, g iven that we had  more 
p ieces that we wa nted to honor than  "ment ions ." 
We ended u p  com i ng u p  with q u ite a n  e l a borate 
"system" to descr i be ou r  choices, p references a nd  
sense of i m port for the  p ieces a l lowi ng for a l i st of 
work that feit "fa i r"-mea n i ng reflected each 
mem ber's pa rt ic i pat ion a nd resu lted i n  an overa l l  
"j u ry" I i st .  
Th i s  yea r  the honora ry ment ions go to . . .  
Bad Night d i rected by E m re a nd Lev Yi lmaz  of 
P rotozoa (USA) 
Bike d i rected by D ietma r  Offenhuber  of AEC Futu re­
La b (Austr ia )  
Bingo d i rected by Ch r i s  La ndreth of A l i a s lWavefront 
(Ca nada )  
En Derive d i rected by Patr ice Mugn ie r/Heu re Exq u i se 
(F ra nce, a student work) 
Fly Band! d i rected by Se ij i  Sh iota and Toh ru Patr ick 
Awa of Po lygon P ictu res (Ja pan )  
Ghostcatching d i rected by Pa u l  Ka iser, She l l ey Esh ka r  
a n d  B i l l  T. J ones of R iverbed (USA) 
Polygon Family d i rected by J un  Asa kawa and  
Tos h ifu m i  Kawa h a ra o f  Po lygon P ictu res (Ja pan )  
Ron in Romance Classics d i rected by B ruce Pu kema of 
Ron i n  I ne .  (USA) 
Stationen d i rected by Ch r i st ian Sawade-Meyer (D) 
Tightrope d i rected by Dan ie l  Rob ichaud  of Dig ita l 
Doma i n  (USA) 
Ultima Forsan d i rected by Wi l l i am  Le Hena nff 
(F ra nce) 

h i nweise, daß d ie Oua l ität der Präsentat ion der 
E i n re i chu ngen (meh r noch a ls d ie E i n re ich u ngen 
se l bst) genere l l  eher schwach wa r. D ie  E i n re icher  
h abe oft - u nd mei st z u  U n recht - a ngenommen,  
der  Kontext, das  Ganze, d ie Idee, der  Zweck oder  d ie  
Methode se i  ohneh i n  offens ichtl i ch ,  wen n  d ies ke i ­
neswegs der Fa l l  wa r. 
Und  nachdem das  a l les gesagt i st, h ie r  d i e  d iesj äh r i ­
gen P re i st räger: 

Die Goldene Nica für Computer-
animation des Prix Ars Electronica 

Bunny von Ch ri s  Wedge u nd prod uz ie rt von B l ue  
S ky Stud ios (USA) 

Die Auszeichnungen für Computer 
Animation des Prix Ars Electronica 

A Bug '5 Life von John  Lasseter und  Andrew Sta nton, 
prod uz ie rt von Pixa r (USA) 
Snack and Orink von Bob Sab iston u nd Tom my 
Pa l lotta, prod uz iert von F lat B lack Fi lms  (USA) 

Die Anerkennungen für Computer 
Animation des Prix Ars Electronica 

I m  Bere ich der  Com putera n imation hat d i e  J u ry d i e  
mög l iche  Höchstzah l  an  Anerke n n ungen a usge­
sprochen ,  u nd d ies wa r ke i neswegs schwier ig ,  wei l  
w i r  m e h r  a nerkennenswerte Stücke h atten ,  a l s  un s  
Anerken n u ngen z u r  Verfügung sta nden .  W i r  ha ben 
letzt l i ch ein z iem l ich  a usgefe i ltes "System" a usge­
a rbe itet, um un sere Auswa h l  zu beschre i ben ,  u nse­
re Präfe renzen u nd d ie s ubjektive Wert igkeit zu 
defi n ieren ,  was zu e i ne r  Werk l i ste gefüh rt hat, d i e  
w i r  a l s  "fa i r" a nsehen u nd d i e  das  persön l i che E nga­
gement jedes e inze lnen J u rym itgl i edes i n  d i eser 
Gesa mt l i ste widersp iegelt . 
D ie  Anerke nnungen des J a h res '999 gehen  a n :  

Bad Night von E m re und  Lev Yi lmaz  von Protozoa 
(USA) 
Bike von D ietma r  Offe n h u ber  vom AEC Future-La b 
(A) 
Bingo von Chr i s  La ndreth von A l i a s lWavefront 
(CDN)  
En Oerive von Patrice Mugn ier, Studenten a rbeit! 
Heu re Exqu i se (F) 
Fly Band! von Seij i  Sh iota u nd  Toh ru Patr ick Awa von 
Polygon P ict u res (J) 
Gho5tcatching von Pa u l  Ka iser, She l ley Esh ka r  u n d  
B i l l  T. Jones von R iverbed (USA) 
Polygon Family von J u n  Asa kawa und  Tosh ifu m i  
Kawa h a ra von Po lygon P ictu res (J ) 
Ronin Romance C1a55ic5 von B ruce Pukema von 
Ron i n  I nc. (USA) 
STATIONEN von Ch r ist ia n Sawade-Meyer (0) 
Tightrope von Da n ie l  Rob icha ud von Dig ita l Doma i n  
(USA) 
Ultima For5an von Wi l l ia m  Le Henanff (F) 
Un Temp5 pour elle von E rw in  Cha rr ier - e i ne  
Studentena rbeit/Heure Exqu i se (F) 



Un Temps pour elle d i rected by E rwi n Cha rr ier/Heu re 
Exq u i se (a student work, F ra n ce) 

The Prix Ars E l ectron ica G o l d en Nica 

for Visu a l  Effects 

What Dreams May Come p rod uced by D ig ita l 
Doma i n ,  Mass . i l l u s ion  a n d  POP (USA) 

The Pr ix Ars E l ectro n i ca Visua l  

Effects Awards of  D ist i n ct i o n  

A viagem by A la i n  Esca l l e (F ra nce) 
Guinness "Surfer" by Com p uter-F i l m  Com pany (G B) 

The Prix A rs E l ectr o n i ca H o n o ra ry 

Ment ions i n  Visu a l  Effects 

Th i s  yea r  the honora ry mentions  in the P r ix Ars 
E lectron ica Vi s u a l  Effects category were awa rded to . . . 
Alaris (�/iens" by J u a n  Tom i n i c M u l l e r  of Da i q u i r i 
Spa i n box (Spa i n ) 
Lottery "Fantasy" by Man ue l  Horr i l lo Fe rna ndez of 
Da i q u i r i S pa i n box (Spa i n ) 
Photoreal Digital Cars: Metal Desert and Metal City by 
Ray G i a r rata na  of Dig ita l Doma i n  (USA) 
No Way by Geoffrey G u iot, B runo  La rde a nd  Je rome 
Ma i l lot iHe u re Exq u i se ( F ra n ce, a student work) 
Original Copies by M i les/Mu rray/Sor re l l  of Fuel (G B) 
Virus by P h i l  Ti ppett a nd  C ra ig H ayes of T ippett 
Stud ios (USA) 

In conc lus ion . . .  

If a n  idea i s  worth rea l i z i ng ,  then  it i s  worth rea l i z ing 
wel l . lf you don't know the  work  i n  the  a bove l i st, 
p l ease t ry a nd  see it. These a re ideas  exception a l ly 
we i l  rea l i zed . l n d iv id u a l ly a nd togethe r, they c u r­
rently defi n e  com puter a n i mat ion a n d  v i s u a l  effects. 
They a re o u r  top-of- l i ne p resent .  They poi nt towa rds 
o u r futu re .  And they wi l l  become pa rt of ou r  won­
de rfu l h i story. 
It was a n  honor  a nd a p l ea s u re to have been on th i s 
yea r's j u ry-to h ave had  access to s uch a wonderfu l 
body of wor k; to s it, d i scu ss, debate with my d i s­
t i ngu i shed co-j u rors ;  to h ave had the cha nce to meet 
fi rsthand  the  a maz i ng g roup  of peop l e  respons ib l e  
for the P r i x  Ars  E l ect ron ica com pet it ion .  To a l l  of  you 
I s ay tha n k  you a nd congratu l at ions .  

Die Goldene Nica tür  Visual Effects 
des Prix Ars Electronica 

What Dreams May Come, prod uz iert von D ig ita l 
Doma in ,  Mass. i l l u s ion  u nd PoP (USA) 

Die Auszeichnungen tür Visual Effects 
des Prix Ars Electronica 

A viagem von A la i n  Esca l l e  (F) 
Guinness "Surfer" von (FC / Com puter-Fi l m  
Company (U K) 

Die Anerkennungen tür Visual Effects 
des Prix Ars Electronica 

I n  d iesem J a h r  wu rden fo lgende Anerke nnu ngen 
fü r Visua l  Effects des Pr ix Ars  E l ectron i ca vergeben :  
Alaris "A l i ens" von J u a n  Tom icic M u l le r  / Da iq u i ri 
Spa i nbox ( E )  
LotteryJantasy" von Manue l  Horri l l o  Ferna ndez / 
Da iqu i r i Spa i n box (E)  
Photoreal Digital Cars: Metal Desert & Metal City 
von Ray G ia rrata n a  von D ig ita l Doma i n  (USA) 
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No Way von Geoffrey G u iot, B runo La rde, Jerome 0::: 
Ma i l lot - e i ne  Studentena rbe it/Heu re Exq u ise (F) UJ 
Original Copies von M i l es/Mu rray/Sorre l l  von Fue l  (U K) J-
Virus von Ph i l  T ippett u nd Cra ig H ayes von Ti ppett :::> 
Stud ios (USA) 

a.. 

Zum Abschluß 

Wenn e i ne  Idee es wert i st, rea l i s ie rt zu werden ,  
dann  i st s ie  es wert, gut rea l i s i ert z u  werden .  Wer 
die Werke der  obigen Liste n icht kennt, so l lte s i e  
s ich unbed i ngt a nsehen .  D iese Ideen wurden a us­
nehmend gut u mgesetzt. Sowoh l  als e i nzel n e  wie 
i n  i h rer Gesa mtheit defi n i e ren  s ie den gegenwärti­
gen Stand  der  Com putera n imation und der  Vi s u a l  
Effects. S i e  ste l l en  d i e  gegenwärt ige Spitze des 
Genres da r, s i e  s ind z u ku nftswe i send u nd werden  
Te i l  unserer wunderba ren  Gesch ichte se in .  
Es war e i ne  E h re u nd  e in  Vergn ügen, M itg l ied der  
d iesjäh r igen J u ry z u  se in  - Zugang  zu h aben  zu 
e i ner so großart igen Gesa mtheit a n  Werken, z u  s it­
zen und zu d i skut ieren, mit me i nen geeh rten 
Mit j u roren z u  debatt ie ren ,  Ge legen he it z u  h aben ,  
d ie ersta u n l i che  G ru ppe von Leuten kennenzu le r­
nen, d ie fü r den  Pr ix Ars E l ectron ica vera ntwort l ich  
s i nd. I hnen a l le n  d rücke ich me inen Da n k  u nd 
meine G l ückwünsche a us. 
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C h r l s  

" It 's a s uspense story. A case of m i staken identity, 
with a twist that I t h i n k  has a lot of hea rt to do it," 
says Ch r i s  Wedge. When  asked why a ra bb it?  Wedge 
a n swered, "I was a lways dood l i ng ra bb its, I th i n k  
beca u se I was fasc i n ated by the cha racter of U nc le  
Wiggly a nd the  a n i m at ion i n  those o ld i l l u strat ions  
from the 1930'S. That was defi n itely a n  i nfl uence. 1 
wa nted to c reate someth i ng i n  that r ich storybook 
styl e-rea l i st i c, yet fa ntasy." 
I n  fact, the short, wh ic h  bega n as a n  effort to st retch 
the  l i m its of B l u e  S ky Stud ios' p ropr ieta ry l ight i ng  
softwa re, ha s  such  a wa rm, fi lm ic, photorea l i st ic 
sty le  that it be l ies the computer tech nology that 
made  it poss ib l e .  T h rough the use of a softwa re 
techn i q ue  ca l l ed rad ios ity, which is a comp lete 
s i m u lat ion of how natu ra l  l ight works, Wedge a n d  
h i s  c rew were a b l e  t o  c reate a n  u n pa ra l le led 
d i mens iona l ity a n d  o rga n ic rea l i sm never before 
attem pted i n  a com p uter-a n imated fi lm .  
" I n  a rea l  envi ro nment there is usua l ly more t h an  
one s i ng le  color  o f  l ight i l l um i nat i ng  a scene,"  
Wedge exp l a i ned .  "There a re a l l  these sympathet i c  
h ues-ye l low bou nc i ng  off a ye l low wa l l ,  greens  
be i ng reflected from t rees outs ide, b l ue  from the s ky; 
colou rs we may not even be awa re of u n l ess they're 
m i ss ing .  Recreat i ng  t hat ambient i l l u m i n at ion in the  
computer g ives u s  a r i ch ness of l ive action photo­
gra phy a nd the ve rsa b i l ity to make a nyth i ng  
ha ppen ." 
Sti l l , p ioneeri ng t h i s  new tech n ique  wasn't easy. The 
techn i ca l  tea m bega n by sett ing u p  a master l ight­
i ng  progra m that wou ld be fa i r ly cons i stent 
th roughout the fi l m .  "That got us 90 percent of the  
way there," exp l a i n ed Dave Wa lvoord ,  who served a s  
d ig ita l effects s u pe rv isor  of t h e  fi lm .  "But t h e  rea l 
t r i ck  ca me  when you 'd be look ing at a shot a nd  
t h i n k-oh man !  the  stove i s  just popp i ng out way 
too much a nd we rea l ly wa nt the attention on 
Bunny. That's when  rad ios ity stopped bei ng  ou r  
friend  a nd sta rted work i ng  aga i n st us." 
Wa lvoord sa id the  tea m cou ldn't twea k the l ightn i ng  
to  correct the b rightness  of t he  stove beca use with . 
rad ios ity, that l itt l e  cha nge affected the who le g loba l 
l ight i ng  st ructu re .  l ro n ic a l ly, th i s  p rob lem is exactly 
what h a ppens on a l ive-action set . " I n  the stud ios, 
they're a lways fight i ng  rad ios ity," Wa lvoord sa id ,  
s m i l i ng, " But they ca n st i ck  out the i r  ha nds a nd 

L u e  S ky S t u d i o  

"Es  ist e i n e  spa n nende Gesch ichte. E i n  Fa l l  von I rr­
tum in de r  Identität, mit e i ne r  Wendung, d ie me ine r  
Ans icht nach doch  zu Herzen geht", mei nt Ch r i s  
Wedge. Auf  d i e  Frage, wa ru m a usgerech net e i n  
Hase, a ntwortet Wedge: " I ch h abe schon  i m mer 
Hasen  gekr itze lt, wah rsche in l i ch wei l  ich von der  
F igu r  des U nc le Wigg ly und den I l l u st rat ionen der  
30er  J a h re fasz in iert war. Das hat m ich s icher  bee i n ­
fl u ßt .  U n d  i ch  wol lte i rgend etwas i n  d iesem rei ­
c hen  Märchenbuch-St i l  p rod uz ie ren  - rea l i st i sch 
u nd doch vo l l  P hantas ie ."  
Tatsäch l ich hat d ieser Ku rzfi l m  - der e igent l ich a ls 
Versuch begonnen  hatte, d i e  Fäh igke iten der  B l ue  
S ky Stud ios im  Bere ich der  L ichteffekte zu  e rweitern 
- e i nen  so wa rmen, fi lm i schen fotorea l i st ischen St i l ,  
d aß  e r  d ie Com putertechn i k  verleugnet, d ie i hn  
e igent l ich erst mögl ich gemacht hat. Du rch d i e  
Verwendung  e i ner  Softwaretechn i k, d ie m a n  a l s  
"Rad ios ity" beze ich net und  d i e  e i n e  u mfassende 
S imu l at ion des Verha ltens von natür l ichem Licht 
ermögl icht, waren Ch rist Wedge u nd sei n Tea m  i n  
d e r  Lage, e i n e  b i sher  une rre ichte Tiefe u nd  e i nen  
orga n ischen Rea l i smus  zu  erz ie len ,  wie s i e  noch  n ie 
i n  e i nem com putera n i m i erten F i lm  e rz ie lt wurden .  
" I n e i ne r  rea len Umgebung g i bt es norma lerwe ise 
mehr  a l s  n u r  e i ne  Lichtfa rbe, d i e  e i n e  Szene  be­
leuchtet", e rk l ä rt Wedge. "Es ex ist ieren  da d ie v ie len 
m itschwi ngenden Fa rbtöne, gel bes L icht ,  das  von 
e i ner ge l ben  Wa nd a bstra h lt, G rü ntöne, d ie von 
Bä u men  d ra u ßen  reflekt ie rt werden ,  B l a utöne au s  
dem H i m me l - Fa rben a l so, d ie wi r  mögl icherweise 
erst dann wa h rnehmen ,  wen n  s ie  feh len .  Wen n  wi r 
d ieses U mfe ld l icht im Computer n achste l l en ,  g i bt 
u n s  da s  den  Fa rbre ichtum der  rea len Fotografie u nd 
d ie F l ex i b i l ität, wi rk l ich a l les geschehen z u  l assen ."  
A l l e rd i ngs wa r es n icht le icht, a ls  P ion ie r  d ieser 
neuen Techn i k  a ufzutreten .  Das Tech n i ke rtea m be­
ga n n  d a m it, e i nen  Haupt l ichtpla n  zu erste l len ,  der  
d u rch den  ga nzen F i lm  h i n du rch z iem l ich  kons i ­
stent b le iben  sol lte. "Das wa ren schon e i n m a l  90 
P rozent des Weges", e rk l ä rt Dave Wa lvoord, der  a l s  
D igita l Effects Supe rv isor a m  Fi l m  m itgea rbe itet 
h at .  "Aber d ie e igent l iche Arbeit beg i n nt d a n n, 
wen n  man  s ich e i ne  Szene a ns ieht u nd festste l len  
m u ß: 0 je, de r  Herd sticht v ie l  zu sehr  heraus, und 
w i r  wol lten doch d i e  gesa mte Aufmerksa m ke it auf 
B unny konzentr ieren . . .  I n  d iesen S ituat ionen hörte 
Rad ios ity a uf, u nser Freund  zu se i n ,  u nd began n, 
gegen u n s  zu a rbeiten." 
Wa lvoord erk lä rt, daß das Tea m  n icht e i nfach das  
Licht e i n  wen ig  verä ndern kon nte, u m  den  Herd aus  
der  He l l igke it  zu  bekom men ,  wei l  i m  Rad ios ity­
Verfa h ren jede noch so k le i ne  Verä nderu n g  sofort 
d ie g loba le Lichtst ruktu r  betrifft. l ron i scherweise ist 
d ies e ines  jener  Prob leme, die auch bei  Live­
Fi l ma ufna h men a ufzutreten pflegen. "Auch in den 
Stud ios kä mpfen sie stä nd ig m it Refl ex l icht", sagt 
Wa lvoord m it e i nem Läche l n",aber d i e  kön nen e in ­
fach d ie Hand ausstrecken und  sch ne l l  he ra usfi n-



figu re out where the shadow is com i n g  from.  It's a 
l itt le  more com p l icated i n  the  com p uter." The tea m 
ended u p  putt i ng  the com p uter-eq u iva l ent of 
" bounce ca rd s" a nd "fl ags" i n  the p rogra m m ing, 
b locks that wou ld add o r  ta ke away i n d i rect l ight. 
"And somet i mes, we j ust had to t h row physics out 
the wi ndow a nd do what looked r ight," Wa lvoord 
stated .  
N i n a  Bafa ro, one  of two lead a n i m ators that i nc l ud ­
ed Doug Doo ley, sa id  that a lthough extens ive refer­
ence mate r i a l of the rea l ra bb its a n d  moths  was 
used, both cha racters a re h i gh ly sty l i zed to ca ptu re 
the storybook q ua l ity of Wedge's vi s i on .  That v is ion 
i s  what c h anged Bafa ro's m i n d  a bout com puter 
a n i m at ion .  " I  ca me from a t rad it i ona l  a n i mat ion 
background  a n d  d i d n't l i ke com p ute rs," she  sa id .  "But 
when I saw B u n ny-even ea r ly on ,  before she  had 
fu r, I knew that B lue S ky was the  o n ly computer­
a n i mat ion stud i o  I cou ld work for. The com pa ny has  
a rea l respect for t rad it io n a l  a n im at ion roots." 
Bafa ro, who with Doo ley was respons i b l e  for the 
major ity of the scenes i n  the  fi l m, s a i d  she  was 
espec i a l ly sens it ive to the cha racte rs' phys ica l 
p resence, add i ng "with the moth ,  the  focus  was on 
g iv ing we ight  to the body, a l most a s  if it i s  a 
struggle for h i m  to stay a i rborne .  B u n ny was th i s  
c rotchety, b itter, o ld woman  cha racte r, so her  move­
ments had  to be feeb le  a n d  fu l l  of effort-but with 
q u ic k  express ive ra bb it ea rs a nd body movements." 
J i m  B resna h a n, who a l so a n i mated fo r the fi l m, sa id 
gett i ng  phys i ca l s u bsta nce to read  on  screen has a 
lot to do  with t im i ng a nd  phys ics .  "A good a n i mator 
has to be a b it of a sc ient i st as we i l  as an actor

,
" 

B resna h an  exp l a i ned add i ng  "what's u n iq ue a bout 
Bunny a nd B l u e  S ky a n i mat ion i n  genera l ,  is a n  
attent ion t o  cha racter deve lopment .  We  a ren 't j u st 
out there movi ng l i m bs u p  a nd down l i ke 
puppeteers .  We t ry to u ndersta nd the  cha racter's 
h i story a nd  mot ivat ion . lt is that a spect of a rea l 
performa nce that gives ou r  work a lot of hea rt and  
be l  i eva b i  I ity." 
The  score is a l so a n  or ig i n a l-com posed by Tom 
Wa its a nd Kath leen B re n n a n  who have co l l a borated 
on a n u m ber  of fi l m s  i n c l u d i ng Dead Man Walking, 
One From The Heart, (wh ich  ga rnered a n  Academy 
nom i n at ion) ,  Night on Earth a nd American Heart to 
n a me a few. The mus i c  for Bunny, ha s  a n  emotiona l  

den, woher  de r  Schatten kom mt. I m  Computer i st 
das e in wen ig  kom pl iz ie rter." Sch l ieß l ich w u rden  
soga r Com puterä q u iva lente zu  den  t ra d it io ne l le n  
Lichtab len ksch i rmen  und  Refl ex ionsfl ächen a ufge­
ste l lt, um i n d i re ktes Licht wegzunehmen  oder u m ­
zu leiten . "U nd m a n c h m a l  h a ben  w i r  e i nfach d ie 
ganze Phys i k  ü be r  Bord geworfen u nd d a s  getan ,  
was r ichtig a usgesehen hat ." 
N i na Bafa ro - geme insam m it Doug Doo ley H a u pt­
a n i mator in  - ber ichtet, d aß  trotz de r  Verwen d u ng 
von ausfü h rl ichem Referenzmater ia l echte r Hasen 
und echter Motten  be ide Cha ra ktere sta rk st i l i s i e rt 
wu rden, u m  d i e  von Chr i s  Wedge a ngestrebte mär­
chenhafte An m utung  zu erz ie len .  D iese Vis i on  
Wedges hat auch  Bafa ros E i nste l l u ng z u r  Com pu­
teran imat ion verä ndert :  ", c h  kom me vom trad it io­
nel len Tri ckfi l m  u nd mochte Computer n icht", sagt 
s ie. "Aber a ls ich B unny d a n n  gesehen ha be, u n d  
d a s  noch i n  e i n e r  frühen  Phase, n äm l ic h  bevor s ie  
i h r  Fel l  bekam ,  d a  wu ßte i ch ,  d aß  B l ue Sky das  e i nz i ­
ge  Com putera n i mat ionsstud io  i st, fü r d a s  ich a rbei­
ten kön nte. D ieses U nternehmen hat wi rk l i ch 
Respekt vor der  Trad it ion u nd den  Wurze l n  de r  An i ­
mation." 
J im Bres n ahan, der a uch An i mat ionen zum Fi l m  
beigetragen hat, me i nt, d aß  e s  v ie l  m it Tim ing  u n d  
Phys ik  z u  t u n  ha be, wen n  e i n e  a n im ierte F igur auf 
dem B i ldsch i rm  gut rü berkommt. " E i n  guter An i ­
mator muß e in  wen ig Wissenschaft le r  u nd  e in  
wen ig Scha usp ie le r  se in", e rk lä rt er und fügt h i nzu :  
"Was an  B u n ny so e i nma l ig i st - u nd a n  B l ue-Sky­
An imat ionen a l lgeme in  -, i st da s  Auge n merk, da s  
auf d ie E ntwick l ung  e ine r  F i gu r  gelegt w i rd .  W i r  
bewegen n icht e i nfach G l ieder h i n  und  her  wie e i n  
Pu ppensp ie le r  se i n e  Mar ionette. Wi r vers uchen,  d ie 
Geschichte u nd  d ie Motivat ion u n se rer Gesta lten 
zu verstehen .  U n d  d i eser Aspekt e i ne r  rea len  Da r­
ste l l u ng g i bt u nseren Arbeiten so vie l  Herz u n d  
G laubwürd igkeit ." 
D ie Origi n a l  mu s i k  des F i lms  wurde von Tom Wa its 
und Kath leen B re nnan  kom pon ie rt, d ie bei etl i chen 
F i lmen zusa m mengea rbe itet hatten, d a r unter  Dead 
Man Walking, One From the Heart (was e i ne  Osca r­
Nom i n ie rung nach  s i ch zog), Night on Earth und  
American Heart, u m  n u r  e i n ige z u  n ennen .  D i e  
Mus i k  zu  Bunny hat e i ne  emotiona le  Span nwe ite, 
d i e  von e i n em u n gewöh n l i chen hym nena rt igen  
Akkordeon-So lo b i s  zu  e i nem I n strumenta lchaos 
re icht, da s  a n  e i n  s i ch e i n st immendes Orcheste r  
er innert. Wa its l e i ht e i nem von i h m  se l bst gesch ri e­
benen Text zum Abspa n n  se ine berüchtigte k n i r­
schende St i m me.  
"Der  Sch l üsse l  zu  Bunny", ste l lt Wedge sch l ieß l ich 
festl l, l iegt d a ri n , daß es z ua l lererst e ine F i l me rfah­
rung und e i ne Gesch ichte i st .  W i r  s i nd  e i nfach tech­
n i kverrückt geworden ,  a ber  der  F i l m  wurde so a nge­
legt, daß er  d iese Tatsache versch le iert. Es gi bt kei ne  
P last i kobe rflächen ,  n ichts, was den  typischen  Com­
puter- E i nd ruck hervorruft, und a uch kei ne  besonde-
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ra nge that jou rneys from an unu sua l accord ion 
hym n - l i ke so lo to a n  i n strumenta l chaos most 
rem i n i scent of an o rchest ra wa rm ing up. Wa its l ends  
h i s i nfa mous  g rave l ly voca l sty le to  Iyrics he wrote 
for the end i ng  c red it ro l l .  
"The  key t o  Bunny," Wedge conc l udes, " i s  that i t  i s  a 
fi l m  exper ience a n d  a story fi rst. We j u st ha ppened 
to go i n s ane  with the technology, but it i s  des igned 
to h ide  the fact. The re a re no p l ast ic su rfaces, noth­
i ng  that ha s  a defi n ed com puter s ignatu re and no 
pa rt i c u l a ry gra p h ie s pec i a l  effects. We don't wa nt 
peop le to t h i n k  too h a rd a bout what went i nto 
c reat i ng  it .  We j u st wa nt them to s it back a nd  
en  joy it ." 

ren grafi schen Effekte. W i r  wol len  n icht, d aß  d ie 
Leute a l lzusehr  da rübe r  nachdenken ,  was d a h i nter 
steckt. Wir wol len  e i nfach ,  daß s ie  sich z u rück leh­
nen  und  den F i l m  gen ießen ."  
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As Toy Story was ente r i ng  its fi n a l  yea r  of p rad uct ion 
in  '994, Joh n Lasseter a nd h i s  tea m  bega n act ive ly 
exp lo r i ng  ideas for the i r next featu re p roject. A fi l m  
i nvolv i ng i n sect cha racters h a d  been d i scussed a nd 
seemed a natu ra l ,  beca use it cou ld  ut i l i ze the 
strengths  and adva ntages of computer a n i mation .  
The  spa rk of  the idea for A Bug '5 Life ca me one d ay as  
And rew Sta nton a nd Joe Ranft were havi ng l u nch .  
They bega n ta l k i ng  a bout the  c l a s s i c  Aesop fa b le, 
The Ant a nd the G rasshopper, in wh ich  a sta rv i ng  
g ra sshoppe r, fid d l e  i n  h a nd,  d rops i n  on a fa m i ly of 
a nts a nd begs for a b ite to eat. When the grass­
hoppe r  confesses that he  spent the s u m mer months 
ma k i ng  mus ic, the i n du str ious a nts t u rn h im away 
a n d  suggest that he spend the wi nter da nc i ng .  
Aesop's conc l us ion was "there's a t ime to work and a 
t ime  to p l ay." Sta nton a nd  Ra nft conc l uded that it 
m i ght m a ke for a p retty i nterest i ng scena rio if the 
g rasshoppe r, be i ng  m uch bigger than  the a nts, de­
c ided to j u st ta ke the food . The i r  act ive imag inat ions  
bega n rac i ng  a nd  they l a ughed at  the h u morous 
poss i b i l i t ies .  
La sseter s h a red the i r  enth us i asm and he l ped flesh 
out the idea .  
B r i ng ing  the  co lou rfu l cast of cha racters fram A 
Bug '5 Life to the screen req u i red the co l l ect ive ta lents 
of more tha n  s ixty a n i mators. U n l i ke t rad it iona l  
D i sney featu res, where one su pervi s i ng  a n imator 
a n d  a tea m a re a ss igned to work on a pa rt ic u l a r  
c h a racter, a n i mators a t  P ixa r wou ld typ ica l ly work on 
m a ny if not a l l  of the cha racters d u r i ng the cou rse of 
p rad uct ion .  With a l a rge cast of bugs that i nc l uded 
' 3 m a i n  cha racters a nd s ix  su pport i ng  p l ayers, each 
one pos i ng  i ts  own set of cha l l enges, and scenes 
often i nvo lv ing a s  m a ny a s  e ight or n i n e  cha racters, 
t h i s  was a n  extreme ly d ifficu lt fi lm  to work on fram 
a n  a n i mat ion sta ndpo i nt .  Fram a pu re ly tech n i ca l  
sta ndpoi nt, A Bug '5 Life represents a major adva nce 
over its p redecessor, Toy Story. New too l s  and  
p roced u res had to  be created specifi ca l ly to  meet 
the  demands  of t h i s  p rad uction wh i le the 
exper ience ga i ned on the i r  fi rst fi l m  a l lowed the 
P ixa r tea m to ta ke the a rt form to the next l eve l of 
accomp l i s h ment in a l l  a reas . The p rad uct ion itself 
had ten t i mes the com puti ng power of Toy Story, 

L I F E  . 
n d re w  S t a n t a n  / P l x a r 

Als Toy Story 1994 i n  se i n letztes P rod u kt ionsj ah r  
g i ng, bega n nen  John Lasseter u nd se i n  Team 
bere its, Ideen fü r i h r  nächstes Fi l m projekt zusam­
menzutragen .  E i n  Fi l m  m it I n se kten a l s  Da rste l le r  
war a nd i skut iert worden  und  s ch i e n  a uch auf de r  
Hand  zu  l iegen ,  wei l  d a be i  d i e  Stä rken der  Com­
putera n imat ion am besten z u m  Tragen kommen  
kön nten .  
Der e igent l i che Anstoß zu  A Bug '5 Life ka m a l le r­
d i ngs a n  jenem Tag, a n  dem And rew Sta nton u n d  
Joe Ranft bei m  Mittagessen a uf Äsops k lass ische 
Fabel von der  Ameise u nd der  Heusch recke zu spre­
chen kamen ,  in der e in verhu ngernder  Grashüpfer ­
d ie F iedel  i n  der  Hand  - bei e i ne r  Amei senfa m i l i e  
a n k lopft u nd u m  etwas zu  essen b ittet . A l s  de r  
Grash ü pfer gesteht, d a ß  e r  den  Som mer  m i t  Mus i­
z ie ren  verbracht hat, sch icken i h n  d i e  fle i ß igen 
Ameisen weg u n9 sch l agen ihm vor, daß er im Win ­
ter ta n zen  so l l e .  Asops Mora l de r  Gesch ichte wa r, 
d aß  es e i n e  Zeit z um Sp ie len u nd e i ne  fü r d ie Arbeit 
gä be. Sta nton u nd Ra nft kamen zum Sch l u ß, daß  
d ies e i n  z i em l ich i nteressa ntes Szena r io ergeben 
könne, wen n  s ich d ie Heuschrecke - sehr viel größer 
a ls die Ameisen - das Futte r e i nfach nehmen 
wü rde. I h re stets wache Phantas i e  fi ng a n  B l üten z u  
tre i ben ,  u nd s ie  h atte n  v i e l  Spaß  m it den  humorvol­
len Mögl ichke iten .  
John  Lasseter tei lte i h re n  E nthus i a smus  u nd ha lf 
m it, de r  Idee das  nötige F l e isch zu geben. 
Um d ie fa rbenfrohen Cha ra ktere von A Bugs Life 
a uch a uf den  Sch i rm zu bekommen,  m u ßten über  
60 ta lent ierte An i matoren zusa m mena rbe iten .  
Anders a l s  be i  t rad it ione l len D i sney-Trickfi lmen,  wo 
jewe i l s  e i n  S upervisor u n d  se in  Tea m  e i ne r  e i nz igen 
F igu r  zugete i l t  s i nd ,  w i rken d i e  An i matoren be i  
P ixa r im Laufe der  Prod u kt ion norma le rweise a n  
v ie len - wen n  n icht soga r a l l en  - Gesta lten m it .  Be i  
e iner derm a ßen  u mfa ng re ichen Käfer-Besetzu ngs­
l i ste m it im merh i n  1 3  H a u ptda rste l le rn  u nd sechs 
Neben ro l len ,  d ie j ewe i l s  ganz spez ie l le Hera usforde­
ru ngen ste l lten - und  das  in Szenen  m it bis zu acht 
oder neun  "Darste l le rn"  -, war d ieser F i lm  vom An i­
mat ionssta ndpunkt extrem schwier ig. 
Vom re i n  techn ischen Sta ndpunkt ste l lt A Bug '5 Life 
gege n ü be r  se inem Vorgä nger Toy Story e i nen  gro­
ßen Sch ritt vorwä rts d a r. Neue Werkzeuge u nd Ab­
lä ufe m u ßten spez ie l l  e ntwickelt werden, um den 
Anforde ru ngen d ieser P rod u kt ion gerecht z u  wer­
den ,  wä h rend  es a ndere rseits d ie E rfa h ru ng a us 
dem ersten F i lm  dem Pixa r-Tea m er l au bte, d i e  
Ku nstform i n  j ede r  H i n s icht a uf d ie nächsthöhere 
Le i st ungsebene zu br i ngen .  D ie Prod u kt ion sel bst 
versch l ang  d ie zeh nfache Rech ner le i st u ng  von Toy 
Story, m it 1000 Prozessoren  i n  der  RenderFa rm, d i e  
rund v ierma l  so sch ne l l  a rbeiteten w i e  be im  ersten 
F i lm .  Aber d iese Fa kto ren  wurden d u rch d ie enorme 



with 1 ,000 processors i n  the  Rende rFa rm operat ing 
a bout fou r  t i mes faste r  than the  ones on the l a st 
fi l m .  But those factors were cou nterba l a nced by the 
e normous com p l ex ity of the  fi l m .  For exa mp le, the 
most d iffic u lt scenes in A Bug 's Life sti l l  req u i red over 
100 hours per fra me to render. The average shot 
c locked i n  at a bout ' 5  hou rs of render  t i me." 
Toy Story proved that we cou ld do a nyth i ng if we put 
out m i nds  to it," says La sseter. " It re i nforced my bel ief 
that it's not the tech no logy that's i m porta nt; the 
story a nd the cha racters need 100% of ou r focus. A l l  
the tech nology is  derived fram what's needed i n  the 
story. The foundation of the way we work is that a rt 
cha l lenges tech nology, then tech nology i nsp i res the a rt. 

Komplex ität des F i lms wieder a ufgewogen.  
So benöt igten d ie schwier igsten Szenen in 
A Bug's Life noch i m mer ü ber  100 Stu nden  z u m  
Render i ng e i nes e i nz igen Kaders, u nd das  Rendern  
se l bst d u rschsch n ittl i cher E i n ste l l u ngen daue rte 
noch i m mer  gut '5 Stu nden pro Kader. 
Joy Story hat bewiesen, d aß  wi r  a l les machen kön­
nen,  wen n  wi r  es uns e i nma l  in den  Kopf gesetzt 
haben", sagt Lasseter. IIUnd  me ine  Ü berzeugung,  
daß es n icht a uf d i e  Technologie a n kom mt, i st w ie­
der bestä rkt worden :  D ie Gesch i chte u nd d i e  Cha -
ra  ktere bra uchen h undert Prozent Aufmerksa m keit .  
Die Techno log ie wi rd von dem a bgeleitet, was w i r  
fü r d ie Gesch ichte bra uchen .  D i e  Gru nd lage u n serer 
Arbeit besteht d a ri n ,  daß die Ku n st die Technologie 
herausforde rt, und dann d ie Techno log ie d ie Ku n st 
i nsp i ri e rt ." 
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Snack and Drink is the l atest in a ser ies of a n i mated 
documenta ry shorts from F lat B l ack  Fi lms .  It featu res 
Rya n Power, a s ix-foot ta l l  th i rteen-yea r-o ld  i n  Aust in ,  
Texas .  Rya n ha s  the cond it ion of  a ut ism :  "a n a bsorp­
t ion in se lf-sentered s u bjective menta l act ivity, es­
pec i a l ly when acco m pa n ied by ma rked withd rawa l 
fram rea l ity." F i l m m a ke rs Bob Sab i ston and  Tommy 
Pa l lota fo l l ow Rya n to a loca l conven ience store to 
p u rchase a "s nack  a nd d r i n k ." Along the way Rya n 
descr i bes h i s  fa sci n at ion with a set of s i x  a n i mated 
k id 's ca rtoon ta pes sta r r i ng Fieva l ,  the mouse cha r­
acter fram An American Tail. 
Rya n is a pa rt icu l a r ly a pp rapr iate s ubject for ou r  
a n i m at ion tech n i q ue .  The d rea m l i ke a nd  fractu red 
natu re of our images match the s ubject matter  of 
his d i a log very we i l . Rya n i s  a rema rka b le  a nd en ­
gag ing  k id-we fee l  fortun ate to  have met a nd been 
a b l e  to fi lm  h im .  H i s  mother  i n it i a l ly i nvited us to do 
the i nterview-she  to ld  us  that her  son was a ut i st ic  
a nd obsessed with c a rtoon a n i mat ion . lt was her 
fee l i ng that seei ng h i m self a n imated wou ld  have a 
p rafound  effect on h i rn .  One afternoon i n  Decembe r  
'998 we  went to  Rya n 's house to  meet and  fi lm  h im .  
At fi rst he wou ld not con sent to  be i ng  i nterv iewed .  
Two st ra ngers with a ca mera proba b ly made h i m  
ne rvous .  He  d i sa ppea red i nto t h e  back of t h e  house 
for a wh i le ,  a nd  we chatted with h i s  mother a nd 
s i ster. Eventua l ly h e  rea ppea red a nd  a n nou nced that 
he was goi ng to 7-" , a conven ience store a round the 
corner  fram h i s  house .  We asked i f  we cou ld  accom­
pa ny h i m, a nd  he sa i d  ok .  The  whole i nc ident was 
sponta neous-yet the  s ituat ion perfectly su ited ou r  
needs a nd seemed to re l ax  Rya n enough to  ta l k  to 
us at l ength .  A few d ays ago I d rapped off the 
fi n i s hed ta pe at h i s mother's house-Rya n ha s  s i nce 
moved back to E I  Paso. He has not seen Snack and 
Drink yet-we a re a l l  eager to hea r a bout his reac­
t ion to the fi l m . 
Snack and Drink is pa rt of ou r  ongo i ng software/a rt 

l a c k  F i l m s  

Snack and Drink ist der  j ü ngste e i ne r  Ser ie von a n i­
m i e rten Dokumentar-Ku rzfi lmen  von F lat B lack  
F i lms. Der F i lm beschäftigt s ich m it dem 1 3j äh rigen ,  
1 .80 m großen Ryan Power, de r  i n  Aust i n ,  Texas, lebt .  
Ryan le idet a n  Autismus  - e i ne r  "Absorpt ion i n  e i n e  
s i c h  u m  s i c h  sel bst d rehende, s ubjektiv ge ist ige 
Akt ivität, besonders wen n  s ie  von a usgeprägtem 
Rückzug aus der  Rea l ität begleitet w i rd" .  Bob 
Sab i ston und Tom my Pa l l otta folgen Rya n zu  e i nem 
n ahegelegenen Laden ,  u m  "e inen  Snack  u nd  e i nen  
Dri nk "  e i n zu ka ufen .  Auf  dem Weg e rzä h lt Ryan von 
der  Fasz i nat ion, d ie sechs  Ze ichentr ickfi l me a uf i h n  
a us ü ben ,  d a runter a uch Feivel der Mauswanderer. 
Ryan hat s ich a ls besonders gee ignet fü r u nsere 
An imat ionstechn i k  e rwiesen. D ie trau mgle iche u nd 
zerspl itterte Qua l ität u n serer B i l der  paßt sehr  gut 
zum Thema se i nes D ia logs. Rya n i st e in bemerkens­
wertes u nd sehr  e i n ne hmendes K i nd  - wi r  s i nd  
froh ,  se i n e  Beka nntschaft gemacht u nd i h n  gefi l mt 
zu haben .  Se ine  Mutter h at un s  z u m  I nterv iew e in ­
geladen - s ie  hatte u n s  ber ichtet, i h r  Sohn sei Auti st 
u n d  von Zeichentr ickfi l men völ l i g  besessen .  S ie  
g la u bte, daß es e i nen  t iefen E i nd ruck  a uf i h n  
machen würde, s ich  se l bst i n  e i ne r  An i mat ion z u  
sehen .  E i nes  Nachm ittags im  Dezember  1 998 fu h­
ren w i r  a lso zu Rya ns  Hau s, um i h n  z u  besuchen .  
Zuerst wol lte er s ich n icht i nterv iewen la ssen -
zwei Fremde  m it e i ne r  Ka mera machten i h n  offen­
s icht l i ch nervös. E r  verschwa nd e i ne  Wei l e  i n s  
H i nterh au s, und  w i r  u nterh ie lten u ns mit  se i ner 
Mutte r  und se iner  Schwester. l rgendwa n n  tauchte 
er  wieder a uf und  ga b beka nnt, e r  werde  zu ,,7 - 1 1 "  
gehen ,  e i nem Lebensm itte l l aden g le ich u m  d ie  
Ecke. W i r  fragten ,  ob  w i r  i hn  begle iten d ü rften ,  und 
e r  sagte, es se i  ok. D ie  S it uation hatte s ich sponta n 
e rgeben u nd pa ßte den noch perfekt zu un seren 
Wü nschen ,  a u ße rdem sch ien s ie  Rya n h i n re ichend 
z u  entspa n nen ,  so daß e r  au sfü h rl ich  m it u n s  
sprach .  
Vor  e i n igen Tagen h a be ich das fertige Ba nd  bei  se i ­
ne r  Mutter vorbeigebracht - Ryan ist i n zwischen 
wieder in E I  Paso.  E r  hat Snack and Drink n och n icht 
gesehen ,  a ber  wir  s i nd  a l le gespa n nt d a ra uf, von 
se iner  Reakt ion a uf den  F i lm  zu hören .  



p roject. F l at B l ack  F i lms  i s  act ive ly d eve lop ing a 
method of do i ng  a n i m at ion wh i ch  reta i n s  maximum 
respect for t h e  i nd ivid u a l  a rt i st .  S i m u ltaneous ly we 
a re deve lop i ng  softwa re too l s  to ena b le  a rt ists to 
express themse lves in new ways. The work  that 
resu lts from i nt rod uc ing a rt i sts to these new too l s  i s  
a lways fresh-they a re conti n u a l ly c h a l l enged to 
a d apt the i r  a esthet ic sens i b i l it ies to the new tools .  
Many m i sta kes a re l eft i n  the fi n a l  work-they show 
the lea r n i ng  p rocess at work a nd u lt i m ate ly 
contr i bute to the st rength  of the  p iece. 

Snack and Drink i st Te i l  e ines größeren Softwa re/ 
Ku nst-Projekts. F l at B lack  F i lms  entwickelt e i n e  
An imationsmethode, d i e  d en  e i nze l nen  Kü n st le r  so 
sehr respekt ie rt wie mögl ich .  G le ichzeit ig e nt­
wickeln wir Softwa re-Werkzeuge, d ie es dem 
Kü nst ler ermögl ichen, s i c h  a uf neue Wei se  a uszu­
d rücken .  D ie  Werke, d ie s ich da ra u s  ergeben,  d a ß  
w i r  Künst ler  m it d i esen neuen Werkzeugen beka n nt 
machen, s i nd  stets von besonderer  Fr ische - s i e  
leben von de r  Hera u sforderu ng, d ie ä sthet ische 
Sens ib i l ität d iesen neuen Werkzeugen a n z u pa ssen .  
Viele Feh le r  werden i n  der  fertigen Arbeit be lassen ,  
denn s ie  ze igen den Lernprozeß am Werk se l bst 
und tragen l etzt l i ch  z u r  Stä rke des Stückes be i .  
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Polygon Family i s  a fa m i ly of fou r, perform i ng a n  
o rd i n a ry d a i ly l ife with a n  express ion of de l icate 
ha b it a nd  gestu re .  
Polygon P ictu res was one of the fi rst compan i es to 
a pp ly rea l i st ic te lev is i on  a spects to its  work, p ro­
d uc i ng  five s hort CG a n i mation p ieces express ly for 
TV, b u i lt u pon d ifferent themes. 
Polygon Family i s  one of these short CG a n i mat ion 
p ieces. 
The p roject was n a m ed "D igita l Ad u lt Sesa me", 
beca use we wa nted to h igh l ight the fact that the 
contents cou l d  be e njoyed by a d u lts as we i l  as  
c h i l d ren .  
On the tec h n ica l s id e, we ca me u p  with a n  or igi na l 
p roject management system ca l led DWARF (D ig it a l  
Work  i n  p rocess & Asset Rout ing Fou ndat ion) .  
Up u nt i l  that poi nt, such mam moth projects, wh ich 
i nvo lved m a ny peop le  work i ng s imu lta neous ly on 
l a rge q u a nt it ies of d ata over a long per iod of t ime, 
had  been overseen by peop le, wh ich i nevita b ly 
enta i led cons i de ra b l e  h u man  resou rces costs a nd 
i n effic ienc ies .  
DWARF com puter izes th is  process, thus rea l iz i ng a 
soph i st icated p rod uct ion management system i n  
sync with t h e  futu re o f  C G  prod uct ion .  

M I LY . 
a w a ti a ra / P o lygo n  P l c t u re s  

D ie  v ierköpfige Polygon Family l ebt e i n  gewö h n l i ­
oches Al ltags leben  und  verfügt ü ber  e i n  a usgefe i l ­
t e s  Bewegu ngs- u n d  Gesten repertoi re. 
Polygon P ictu res wa r ei nes der  ersten U nterneh­
men ,  da s  d ie rea l i st i schen G rößenverhä l tn i sse des 
Fernsehen s  a uf se i n e  Arbeit a ngewendet hat, i n­
dem es fü nf com putera n i m ierte Ku rzfi lme  zu u nter­
sch ied l ichen Themen a u sd rück l ich fü r da s  Fernse­
hen prod uz ie rt hat. Polygon Family ist e i nes d ieser 
ku  rzen CG-An i mat ionsstücke. 
Das Projekt wurde  a ls "D ig ita le  Sesa mstra ße fü r 
E rwachsene" beze ichnet, wei l  w i r  d i e  Tatasche 
u nterstre ichen wol lten ,  daß der  I n h a lt von E rwach­
senen wie von K i ndern genossen werden  kan n .  
Auf d e r  tech n i schen Se ite h a ben w i r  dafür e i n  e ige­
nes Projekt-Management-System entwickelt, d a s  
DWARF he i ßt (D ig ita l Work i n  Process & Asset 
Rout i ng  Fou ndat ion) .  B i s  zu d iesem Ze itpun kt wur­
den  Ma m m utprojekte d ieser Art, be i  denen g le ich­
ze it ig e ine Vie lza h l  von M ita rbe itern ü be r  e i nen  l an ­
gen Zeitra u m  a n  e i ner  enormen Menge von Daten 
a rbeiten, von Menschen ü berwacht, was i n  jedem 
Fa l l  beträcht l iche Kosten und  e i n iges an I n effiz i enz  
nach s ich  zog. DWARF com puter i s ie rt d iesen Prozeß 
u n d  ste l lt e in a usgefe i ltes Produkt ionsmanage­
m ent-System zur Verfügu ng, das m it der Zukunft 
de r  CG-Prod u kt ion im E i n k l ang steht. 
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U N  T 5 . P O U R  E L L E  
h a r n e r  / H e u re E xq u i s e  

A sea s ide  bathed by the  s un, a young woman  moves 
i nto the l ight, t ime  is accelerat i ng in front of the l e n s  
of  the  ca mera ,  u n ro l l i n g  the  fi l m  of  a l ife. 
Th is  short fi l m  shows u s  a young woma n  com ing  to 
a n  i s l a nd  to fi l m  a n  ec l i pse. When the ca mera sta rts 
to ro l l , t ime  a cce le rates a l l  a round her faster a nd  
fa ste r. So  she  wa l ks i n  t h i s  magic u n iverse. 
Th i s  student fi l m  was made at the SUP IN FOCOM 
CG I schoo l  in 1998 .  The  idea ca me to me wh i l e  go i ng 
t h rough the  pages of a fash ion magaz ine. The 
fl a r i ng  sty le  a nd the  "bu rnt" look of these photo­
gra phs  attracted me so m uch that I wa nted to 
reprod uce t h i s  k i n d  of i mage with CG too ls .  I then 
made  a scen a r io  a round  those strong images that I 
h ad  i n  my m i nd .  
The s u bt l e  va r iat ions  of the of l ighti ng c reate a trop­
ica l and pa ra d i s i a c  c l imate. I wa nted the aud ience to 
fee l  the  heat a s  if sta nd i ng  i n  the s un .  
I n  my  op i n ion ,  t h i s  sho rt fi lm  is  more fi n a l i zed i n  
terms o f  l ight i ng .  I l i ke t o  use l ight t o  erase, colou r, 
h eat or freeze a n  obj ect . I t h i n k  the quest for rea l i sm  
i n  CG  shou l d  be a ch i eved by a very deep and  
thorough work on l ight i ng  rather than  work on the  
com p lex ity of  the  objects. 
Beca use of the  c h a racter a n imat ion,  wh ich i s  rea l ly 
not my spec ia lty, I p refer red to focus  a l l  my efforts 
on the  atmosphe res of the  shots to fi ne tune  the  
p ictu re. The who le  fi l m  was  made w ith  3DSmax2 .  
I then knew that I cou l d  not obta i n  u ltra - rea l i st ic 
p i ctu res, so I tested a gra ph ie l i ne h a lfway between 
photogra p hy and c l a ss i ca l CG p ictu res . S i nce I had  to 
work on a sma l l  h a rdwa re configu ration, I had  to 
exper i ment, fi n d  tec h n ica l tr icks, turn a rounds, a nd 
eventua l ly deve lop  a new approach .  Th i s  is some­
t h i ng t hat peop l e  work i ng  on h igher-end h a rdwa re 
wou ld not ventu re i nto. 

E i n  son nendu rchfl uteter Stra ndabsch n itt, e i ne  
j u nge Fra u  im  Licht, d ie  Zeit besch leun igt s i ch  vo r 
dem Versch l u ß  de r  Kamera u nd  entro l lt d en  F i l m  
e i nes Lebens .  
D ieser Ku rzfi l m  ze igt uns e ine j u nge Fra u, d ie a uf 
e i ne  I n se l  kom mt, u m  e i ne  Sonnenfi n stern i s  zu fi l ­
men .  Wä h rend d ie Ka mera zu  l a ufen beg i n nt, be­
sch l eun igt s i ch  d ie Ze it um sie herum mehr  u nd  
meh r, u nd s i e  wandelt i n  e i n em  magisch a n m uten ­
den U n iversum .  
Diese Studentena rbeit entsta nd  1998  a n  de r  SUP I N ­
FOCOM-Computergrafi k-Sch u le .  D ie  Idee ka m m i r, 
a l s  i ch d ie Seiten e i nes Modemagaz i n s  d u rch blät­
terte. Der leuchtende St i l  u nd  der ü berbe l i chtete 
Look  der Fotos h a ben m ich so fasz in iert, d a ß  ich 
d iese Art von B i l dern m it com putergrafischen Werk­
zeugen reprod uz ieren wol lte. Da ra ufh i n  bega n n  ich, 
ein Szena r io u m  me ine  Phantas ie-B i l der  a ufzu­
bauen .  
D ie  s ubt i l en  Va r iat ionen  der  Be leuchtung schaffen 
e i nen  parad ies isch-trop ischen Höhepu n kt .  Ich wol l ­
te ,  d aß  das  Pu b l i kum d ie H itze fü h len  kön nte, a l s  
stü nde  es sel bst i n  der  Sonne .  I ch  a rbe ite ge r ne  m it 
L icht, u m  zu löschen,  zu fä rben oder u m  e i n  Objekt 
he iß  oder ka lt ersche inen zu l a ssen .  Ich g la u be, d a ß  
s ich d e r  erwün schte Rea l i smus  i n  d e r  Com puter­
grafi k ehe r  d u rch e i ne  i ntens ive Ausei n a nderset­
zung  m it der  Beleuchtung denn  d u rch e i ne  beson ­
dere Kom plexität d e r  Objekte erz ie len l äßt. D a  d ie 
Cha racter-An imation n icht gerade zu me inen  Stä r­
ken zä h lt, h abe ich a l l  me ine  Anstrengu ngen a uf d ie 
Fe i n a bst immung  der E i n ste l l u ngen ger ichtet. Der 
gesa mte F i l m  entsta nd  m it H i lfe von 3Dsmax2 .  M i r  
wa r k la r, d aß  i c h  ke i ne  u ltra-rea l i st ischen B i lde r  
e rre ichen kon nte, deswegen bem ü hte ich m ich um 
e i ne  grafi sche Li n i e, d i e  i rgendwo zwischen Foto­
grafie u nd  "k l ass ischen"  CG-B i ldern l i egt. Da m i r  
n u r  e i n e  besch rä n kte Ha rdwa re-Ausstattung  z u r  
Verfügung sta nd ,  mußte i c h  experi ment ieren ,  m i r  
techn i sche  Tricks und  "H i ntert ü rchen"  e i nfa l le n  l a s­
sen u nd  b i swe i l en  sogar  e inen  vö l l ig neuen Ansatz 
fi nden  - etwas, das sich jema nd ,  der m it H igh-End­
Ha rdwa re a rbeitet n ic ht u n bed i ngt a ntun  würde .  
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E R W I N  C H AR R I E R  (F) . 24, STA RT E D  TO PLAY WITH CG I O N LY F O U R  YEARS AGO AT H O M E .  H E  D I SCOVE R E D  A PASS ION FOR 
PHOTOG RAPHY AND C I N EMA V E RY LATE AT SCHOOL, B UT NOW H E 'S TRY ING TO CATCH U P. H E  H AS BEEN WO R K I N G  S INCE  O N E  
Y E A R  AT MAC G U F F  L IG N E, A F R E  N C H  CG I COMPANY BAS E D  I N  PAR IS, WH E R E  H E  DOES S O M E  MATTE PA I  N T I  NGS, CG P LANTS AN D 
LOTS OF COOL STU F F. UN TEMPS POUR ELLE IS H I S  F I RST F I LM .  _ Erwin Cha rrler (F). 24. begann erst vor vier Jahren, sich 

z u h a u se m it CG I z u  beschaftigen. Wa h rend seiner Schu lzeit hatte er spat eine Leidenschaft fu r Photogra phie und K ino 
entWickelt. a be r  Jetzt versucht e r  a u fzuholen.  Se it  e inem J a h r  a rbeitet e r  bel Mac G uff L igne.  e iner  fra nzosIschen CG·F l rmJ 
m it Sitz I n  Pa ris. wo e r  Matte Pa lnt l ngs herstellt. computergrafische Pflanzen und et l iche a n dere coole Sachen Un Temps 
Pour E/le ist sein erster F i lm 
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Ghostcatching is a v i rt u a l  dance co l l a borat ion 
c reated by d igita l a rt i sts Pa u l  Ka iser and She l l ey 
E s h ka r  i n  co l l a borat ion with dancer/choreogra phe r  
B i l l  T. Jones .  Ka i ser  a nd  E shka r  made the  vi s u a l  a nd 
sou nd composit ion ;  Jones choreogra phed and  per­
formed the  da nce. l n  add it ion, Michae l  G i ra rd and  
Su s an  Am kra ut (a uthors of the Cha racter Stud io 
softwa re) corrected the  motion ca pt u re data a nd 
contr i b uted to the  choreograph i e  composit ion .  
Ghostcatching fi nds  i ts  p l ace i n  the u nexpected 
i ntersect ion of d ance, d rawing, and  computer com­
pos it ion .  The work i s  made poss ib le  by advances in  
mot ion ca ptu re, a tech nology that tracks sensors 
attached to a moving body. The res u lt i ng data fi les 
refl ect the  posit ion and rotat ion of the body in 
mot ion ,  without p reserv ing the performer's mass or 
m uscu l atu re. Th us, movement i s  extracted fram the 
pe rformer's body. 
Ca ptu red ph rases become the bu i l d i ng  b locks for the  
v i rt u a l  com pos it ion .  As  d ata, t he  ph rases a re ed ited, 
re-choreogra phed ,  a nd  staged for a d ig ita l perform­
a nce i n  the  3D  space of the com puter. 
H e re, t he  body of B i l l  T. Jones is m u lt i p l ied i nto many 
d a nce rs, who perform as th ree-d imens iona l d raw­
i n gs. The i r  a n atom ies a re i ntertwi n i ngs of d rawn 
st rokes, wh ich a re in fact pa insta k i ngly mode led as 
geometry on the com puter-never d rawn on pa pe r. 
So, we may ask :  What is h u man  movement i n  the 
a bsence of the  body? Ca n the d rawn l i ne ca rry the  
rhyt hm, weight, a nd i ntent of physica l movement? 
What k i nd  of da nce do we conceive i n  th is ghostly 
p l a ce, where enc los u res, entang lements, a nd re­
f leet ions  v ie with the wi l l  to brea k free? 

it'T. J o n e s 

Ghostcatching i st e i ne  v i rtue l l e  Ta nzszenerie, d ie 
a u s  der  Zusammena rbeit der  m it d ig ita len Med ien 
a rbeitenden Künstle r Pa u l  Ka iser  und  She l ley E shka r  
m it d e m  Tä nzer  und Choreogra phen B i l l  T. Jones 
entsta nd .  Ka iser  und  Eshka r  sch ufen d ie v i sue l le  
und  k la ngl i che Kom posit ion,  Jones choreogra ph i er­
te und  ta nzte d i e  Bewegu ngsszenen .  Weiters h aben 
Michae l  G i ra rd und Susan Am kra ut (d ie Autoren der 
Cha ra cter Stud io  Software) die Mot ion -Captu re­
Daten korr ig iert und  an de r  choreogra ph ischen 
Kom posit ion m itgewi rkt. 
Ghostcatching i st ein Mix a u s  Ta nz, Ze ic h nung und  
Com puter- Kom pos it ion .  Das Werk wurde  d u rch d i e  
Fortsch ritte i n  Mot ion Captu re mögl i ch ,  e i ner  Tech­
n i k, d ie a n  e i nem Körper befest igte Sensoren ver­
folgt .  D ie  d a rau s  resu lt ie renden Datenfi les reflekt ie­
ren d ie Pos it ion und Rotat ion des Körpers i n  de r  
Bewegung, ohne  d abe i  d i e  Masse ode r  Musku l atu r  
des Akteu rs zu  übernehmen - d i e  Bewegung w i rd 
a lso gewisserma ßen a u s  dem Körper des M itwir­
kenden extra h ie rt .  
D ie  a ufgenom menen Bewegungsphrasen werden  
zu  Ba uste i nen  der  v i rtue l len Kom pos it ion .  D ie  
Daten werden  ed it iert, neu choreogra ph iert und  a l s  
d ig ita le  Auffüh rung i m  3D-Ra u m  des Com puters 
i n szen iert . 
H i e r  wurde der Körper von B i l l  T. Jones i n  za h l re iche 
Tä nzer  m u lt i p l i z ie rt, d i e  s i ch  a l s  d re id i mens iona le  
Ze ich n u ngen bewegen .  I h re Anatom ie  besteht a us 
s i ch  i ne i  na  ndersch I i ngenden Zeich n u ngsstr ichen ,  
d ie i h rerse its m ü hsam i m  Com puter e rste l lt wur­
den - s ie  wu rden n i ema l s  a uf Pap ier  geze i chnet .  
W i r  ste l l en  a l so d ie Frage: Was ist mensch l iche  
Bewegu ng ohne  den dazugehör igen Körper? Ka nn  
e i ne  geze i chnete Li n i e  den R hyt h mu s, da s  Gewicht 
und die Abs icht e i ne r  phys i schen Bewegu ng t ra ns­
port ie ren ?  Welche Art von Ta nz e rleben  wi r  i n  d ie­
sem geisterhaften Raum,  wo U m h ü l l u ng, Versch l i n ­
gung und  Reflexion i m  Widerstreit stehen m it dem 
Wi l l en  a uszu brechen?  



c 

o 

> 
"­
IU 
"­
o 

c 

o 

J: 

« 
u 

z 



c: 

o 

-
C'tJ 

E 
c: 

« 

L... 
QJ -
c. 

E 
o 

U 

C h r l s  o p  § Pa n d re t h  / A l i a s l Wa v e f r o n t  

The  mak i ng  of the  a n i mated short fi l m  Bingo was a 
u n i que  exercise i n  p rod u ction, softwa re deve lop­
ment, a nd  storyte l l i ng .  The prod uct ion tea m  for 
Bingo needed to a cco m p l i sh at least two s i m u lta­
neous  goa l s .  F i rst, we needed to he l p design, test 
a n d  verify CG softwa re wh i le  the l atte r was u nder  
deve lopment-softwa re wh ich wou ld  event u a l ly 
become A l i a s lWavefront's a n i mation p rogra m Maya . 
Second ,  we had  a goa l of exper imenti ng  with the  
storyte l l i ng a nd  i magery that CG a n imation i s  
u n i que ly ca pa b le  of p rod uc i ng. For  these reasons, 
Bingo is both h ig h ly refi ned as a p iece of cha racter 
a n i mat ion and d i st i n ct ly exper imenta l i n  its 
n a rrative. 
Bingo exper i ments with n a rrative form i n  at l east 
one  importa nt way: it i s, to my knowledge, the  fi rst 
a n imat ion wh ich is ent i re ly based on a theat r ica l 
sho rt p l ay,wr itten for the  stage. The p l ay itse lf, 
e nt it l ed Oisregard This Play, is a n  a bs u rd i st, su r rea l 
d ra m a  performed by a t heatre com pa ny fram 
C h icago, the  Neo-Futu r i sts . The d i a logue sou ndtrack  
i n  Bingo was reco rded d i rectly from a performa nce 
of th i s p l ay, a nd  the  a n i m ated imagery was created 
after th i s  record i ng ,  com p letely ba sed on th i s 
t heatr ica l performa nce. 

" By mea ns  of s h rewd l ies, u n rem itt i ngly repeated, it 
i s  poss i b l e  to ma ke peop l e  be l i eve that heaven i s  
h e l l-a nd he l l  heaven .  The  greater the l i e, the more 
read i ly it wi l l  be be l i eved ." 
Adolf H it l e r, from Mein Kampf 

I h ave ta l ked a bout i m p l ementi ng softwa re tech­
n i q ues and exper i ment i ng  with n a rrative a s  "goa l s"  
i n  p rod uc ing Bingo. B ut most i m porta ntly for me, my 
goa l in creat ing Bingo was to te l l  a story l a rge ly 
d r iven by the statement a bove-one wh ich h a s  
t ro u b led me  both for the  evi l i t  conveys, and  for t he  
stu n n i ng accu ra cy i t  expresses a bout h u man  natu re. 
When I saw the Neo-Futu r ists perform i ng Oisregrad 
This Play, I saw a c rysta l l i zation of th i s  statement 
wh ich I fe it cou l d  be g iven power th raugh the a rt of 
computer a n i m ation .  Bingo shows a conseq uence 
when one l acks se lf-em powerment .  We see the  
a bs u rd ,  d a r k ly h u mou rous  but d i stu rb i ng  effect that 
a l i e, " u n rem itt i ng ly repeated" has  on a n  otherwise 
i nte l l igent a nd  m a n nered person, and  that person's 

Die Herste l l ung des com pu­
tera n i m ie rten Ku rzfi lms  
Bingo ste l lte un s  i n  Prod u k­
t ion ,  Software-E ntwick l u ng  
u nd i m  E rzä h ler i schen vor 
e i ne  e i n z iga rt ige Aufga be. 
Das Prod u kt ionstea m m u ßte 
zum i ndest zwei Ziele g le ich­
zeit ig e rre ichen :  E i nerseits 
sol lte CG-Softwa re ent­
wicke lt, getestet u nd noch 
wä h rend der E ntwick l ung  
verifi z ie rt werden - Software, 
d i e  i rgendwa n n  z um 
A I  i a s lWavefront -An i mat ions­

progra m m  Maya werden  wol l te. Andere rse its h at­
ten w i r  un s  vorgenommen, m it e i ner E rzäh lebene  
und  B i ldwe iten zu  exper iment ieren ,  wie s ie  nu r  d ie 
Com puterg rafi k zu schaffen  i n  der  Lage ist. Aus d ie­
sen Gründen  ist Bingo sowoh l  e i n  höchst raffi n ier­
tes Be isp ie l  fü r Cha racter-An i mation a l s  a uch i n  sei­
ne r  E rzäh lweise sehr experi mente l l .  
Bingos e rzä h ler i sche Besonderhe it l iegt z um i ndest 
i n  e i nem Pu n kt: Meines Wissen s  i st es d i e  erste 
An imat ion ,  d ie z u r  Gänze a uf e i nem kurzen Thea­
terstück bas iert, das  fü r d ie B ü h ne konz ip ie rt wur­
de.  Das Stück  se l bst - Oisregard This Play ("Beachten 
S ie  d ieses Stück n icht

"
) ist ein a bsu rd-su rrea les 

Dra ma ,  das von den Neo-Futu r i sts - einer Theater­
com pagn i e  aus  Ch icago - a ufgefü h rt wi rd .  Der 
Sou ndtrack der D ia loge in Bingo wurde d i rekt bei 
e i ner  Auffü h rung  d ieses Stückes m itgeschn itten ,  
u nd d i e  a n i m ierte B i ldwelt entsta nd a ussch l ieß l ich 
a uf Bas is d i eser Theatera uffü h ru ng. 

"Du rch gesch ickte Lügen, u n a b läss ig wiederho lt, i st 
es mögl ich ,  d i e  Leute g la u ben zu machen ,  der  H im­
mel  se i  d ie Hö l le und  d i e  Hö l l e  der H im mel .  Je d re i ­
ster d ie Lüge,  desto eher  w i rd ihr  G l auben  ge­
sche n kt werden ."  A. H it le r, Mein Kampf 

I ch h a be ü ber  d i e  I mp lement ie rung von Softwa re­
Tech n iken und  ü ber  d i e  E rzä h l u n g  a l s  "Z ie le" bei 
Bingo gesprochen .  Aber am wicht igsten wa r fü r 
m ich ,  e i ne  Gesch ichte i m  S i n ne des ob igen Z itats zu 
erzä h len - e i nes Z itats, das  m ich ob des Bösen,  das 
es verm itte lt, i rr it iert und das  m ich g le ichze it ig 
wegen der  Schä rfe se iner Beobachtung der 
mensch l ichen  Natu r  ersta u nt .  A ls  ich d i e  Neo­
Futur i sten be i  der Auffü h ru ng von Oisregard This 
Play sah ,  erka n nte i ch  e i nen  Kr i sta l l i sat ionspu n kt 
d ieser Aussage und  fü h lte, d aß  man  i h r  d u rch d ie 
Ku n st der  Com putera n imat ion noch mehr  Gewicht 
ver le i hen  kön nte. 
Bingo ze igt e i ne  mög l i che  Konseq uenz feh lenden 
Sel bstvertra uens .  Wir  sehen ,  we lch  a bsu rden ,  
schwarzh u mor igen und  g le i chze itig störenden 
Effekt e i n e  "u n a b läss ig wiederho lte" Lüge bei e iner  
i m  Grunde  i ntel l igenten und  woh le rzogenen Person 



se lf- pe rcept ion .  To me, the  m a i n  c ha racter i n  Bingo 
ha s  free wi l l :  he is free to wa l k  away from that stage 
where he is confronted by the  othe r  c ha racters. He i s  
a l so free to tel l these cha racters who he  rea l ly i s ,  i f  
not "B i ngo the C lown." That h e  does ne ither, and 
eventu a l ly accepts the  a bs u rd conc l u s ion that he i s  a 
c lown, is on a deep l eve l i nfu r iat i ng  to watch . lt a l so 
m i r rors an eq ua l ly a bs u rd ,  often  i nexp l ica b le  vu l ner­
a b i l ity that I h ave seen in peop l e  ( i nc l u d ing  myse lf) 
to accept i nacc u rac ies or " u n re m itt i ng ly- repeated 
l i es" a bout ou r  se lf- ident it ies .  I wa nted to give voice 
to that percept ion in Bingo. 

auslösen ka n n  u nd wie d i ese Person sich se l bst 
wa hrn i m mt .  F ü r  m ich hat der Hautpda rste l le r  i n  
Bingo e i n e n  fre ie n  Wi l len :  E r  ka n n  jederzeit d ie 
Bühne ver la ssen ,  a uf der  er m it den  a nderen 
Chara kteren konfront iert wird. Er hat a uch d ie 
Fre ihe it, d iesen F iguren  zu sagen, wer er i st, wen n  e r  
denn  n i cht B i ngo der  C lown ist .  Daß e r  weder  da s  
e ine noch das  a ndere tut und i rgendwa n n  e i nfach 
d ie  absurde  Sch l u ßfo lgerung a kzept iert, e i n  C lown 
zu se in ,  l äßt den Betrachter auf e i ner  ga nz t iefl ie­
genden E bene  Wut empfi nden .  Es sp i egelt e i ne  
ebenso absu rde  u nd  häufig u nerk lä r l i che Bere it­
schaft wider, d ie ich bei Leuten (auch bei m i r  sel bst) 
erfah ren h a be - U ngenau igke iten oder "unab läss ig 
wiederho lte Lügen" ü ber  i h re e igene  Ident ität h i n­
zuneh men.  Dieser Wa h rnehmung wol lte ich i n  
Bingo Ausd ruck und  St i m me verle i hen .  
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U LT I  . F O  S A N 
l l a m L e  e n a n ff 

Th is  p roject was my grad uation project for my Mas­
ter of Arts at the Nat iona l Cente r of Comics and 
Image. Over the cou rse of five months, my work 
cons i sted of do i ng the scr i ptwrit i ng, story-boa rd a nd 
p rod uct ion .  The or ig i n a l  mus i c  is by David George l i n ,  
student a t  the Lou i s  Lu m ie re c inema school ,  Pa r is .  

The story ta kes p l ace d u r i ng the Second World Wa r, 
i n  '942, a bove the  town of Lo r ient .  The encounter i s  
between a p i l ot of the  Roya l Ai r Force a nd the ca p­
ta i n  of a s ubma r i ne .  Du r ing the n ight a subma r i ne  
comes back home after  a long journey. A group  of 
La ncasters m ust dest roy th is  s ubma r ine  base of the 
u ndergrou nd b u n ke rs of Keroman .  
I wa nted to  show these two a rmy corps, more ex­
posed d u r i ng  the Second Wor ld Wa r, each one with 
its toy, a s  in the d rea ms  of ch i l d .  
The greatest d iffi cu  I t i e s  were the creat ion of the  
d iffe rent envi ronments (a i rlsea) and  represent i ng  
the atmosphere of  a bom ba rdment ( i n s i de  the a i r­
p l a ne) .  
I worked a lot with l i ght i ng and  used the sun of a n  
env i ron ment shade r  t o  do exp los ions .  

(Ultima Forsan t ra n s l ates as 
"may be the l a st . . .  hou r") 

Ich h abe d ieses Projekt als D i p loma rbeit fü r me inen  
Master of  Art a m  Nationa l  Center of  Com ics a nd 
I mage gemacht. Über  fü nf Monate a rbe itete i ch  a m  
Skr i pt, a m  Dreh buch u nd a n  d e r  e igent l i chen Pro­
d u kt ion .  Die Mus i k  zum Fi l m  sta m mt von David 
George l i n ,  e i nem Studenten der K i nosch u le  von 
Lou i s  Lumiere, Pa r is .  
D ie  Gesch ichte sp ie lt '942 - wäh rend des Zweiten 
Weltk r ieges - i n  der  Nähe  des Ortes Lor ient u nd 
ze igt d i e  Begegnung  zwischen e i nem Pi loten der  
Roya l A i r  Force und  e inem U-Boot-Ka pitä n .  
Wä h rend d e r  Nacht keh rt da s  U -Boot n a c h  l a nger 
Fa h rt he im .  G le ichzeit ig nähe rt s ich e i n  Geschwa­
der  von La ncasters, das  den Auftrag hat, d ie Bun ker  
der  U-Boot-Bas i s  von Keroman  zu  ze rstören .  Ich 
wol lte d iese beiden  G ruppen von M i l itä rs - d ie zu  
den  expo n ie rtesten des  Kr ieges gehört h aben  -
jewe i l s  m it i h rem Sp ie lzeug ze igen, wie s i e  i m  
Tra u m  e i nes K i ndes ersche inen  kön nten. 
Das Schwier igste wa r woh l ,  u ntersch ied l iche Um­
gebu ngen (H imme l  und Meer) zu  schaffen und d ie 
Atmosphä re des Bomba rdements aus  der  S icht der  
F l ugzeugka nze l  wiederzugeben. I ch  habe v ie l  m it 
L ichtq ue l l e n  u nd Be leuchtungseffekten gea rbe itet 
u nd d ie Explos ionen m it H i l fe von Son nen- und  
Schatten masken e rzeugt .  

(Ultima Forsan he ißt ü bersetzt etwa 
"Vi e l le icht d i e  letzte ... Stu nde") 
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P a  n� Mgn i e r l IH'lu� E xg u i s e  

The  fi l m , wh i ch  i s  mo re than  ju st a story, evokes a 
few moments torn  from the a pathy of a c ity. The 
h a rbor city, th is  sma l l  sea s ide ca pita l of a Med iter­
ra nea n cou ntry, h a s  been a bandoned by most of the  
i n h a b ita nts. A jou rna l i st on the rad io  reports of 
ch aos, confu s ion ,  a state of emergency in the city. A 
m a n  at a wi ndow looks out at the sea, hea rs the 
no i ses of the  city-a nd  fea rs the worst . . .  
A s h i p  docks, a nd it may be the l a st one .  
The  t it le of the  fi l m-En derive ("Dr ift ing") reflects a 
m u ltifaceted fee l i ng: a  cou ntry los ing contro l ,  i n  the  
m i d st of  a p rocess of  po l it ica l  d i ssol ution ,  domi nated 
by l atent v io lence; the g l i d i ng movement of the 
ca mera pass i ng  over the  ocea n to the s ite of the 
d ra m a  and stopp i ng  at the protagon i st of the story; 
the  man 's fee l i ng of d rift ing as he s its at the wi ndow 
with nowhere to flee-except to the hor izon of the  
sea .  
The  fi l m's com p uter generated images were created 
with a 3D progra m .  The computer generated image, 
t h at i s  ne i ther  a n i m at ion nor pa i nt ing nor c i nema ,  
opens  up  an  a ma z i ng space, i n  wh ich the rea l  and  
the  imag i n a ry co l l i de .  For me ,  En  derive i s  a fi rst 
attempt i n  t h i s  d i rect ion .  

Der F i lm ,  der  mehr  a l s  e i ne  
b loße Gesch i chte ist, evoz i e rt 
e i n ige der  Apath ie e i ner Stadt 
entr issene Momente. Die 
Hafenstadt, d iese k le i ne, a m  
Meer ge legene Hauptstadt 
e i nes M itte l meerstaates, i st 
von den me isten i h rer Bewoh­
ner  ver la ssen worden .  Im Rad io  
ber ichtet e i n  Jou rna l i st vom 
Chaos, von der Verwi rru ng, vom 
Ausn a h mezusta nd ,  d ie  i n  de r  ":&:::::=--::-':..:;..::.:: 
Stadt herrschen .  E i n  Ma n n  a m  
Fen ster b l ickt aufs Meer, hört 
d ie Gerä usche der Stadt - und  
befü rchtet das  Sch l im mste . . . .  
E i n  Sch iff legt ab, vie l le icht i st 
es das  letzte. 
Der Titel des Fi lms - En Derive 
("Tre i bend") - sp iegelt e i n  v ie l ­
sch icht iges Gefü h l  wider: das 
E ntgleiten e i nes Staates, der 
s i ch i n  e i nem pol it ischen Auflö­
su ngsprozeß befi ndet, in dem 
u nterschwe l l ige Gewa lttät ig­
keit herrscht; d i e  g le itende 
Bewegu ng der  Ka mera, d ie 
ü ber  das  Meer h i n  zum Ort des 
Dramas  stre icht und  dabe i  a n  
d e n  Protagon i sten der 

Hand l u ng hängen­
b le i bt; das  Gefüh l  
d e s  S ich-Tre i ben ­
Lassens  des  Man­
nes, der  a n  se i nem 
Fenster s itzt u nd 
s ich n i rgendh i n  
fl üchten ka n n ­
a u ßer  a n  den Hor i ­
zont des Meeres. 
D ie  computerge­
nerie rten B i lder  
des Fi lms  wurden  
m it e i nem 3 D­
Progra m m  erste l lt .  

Das com putergener ierte B i ld ,  das wede r  An i mation  
noch Ma le re i  noch K i no  i st, eröffnet e i nen  ersta u n l i ­
chen Raum, i n  dem das Rea le und das  Imag inä re 
a ufe i n anderpra l len .  En Derive i st fü r mich e i n  erster 
Versuch in d iese R ichtung .  



c: 

o 

M 
N 
'I""'" 



c: 

o 

t'D 

E 
c: 

<C 

::J 
a.. 
E 
o 

u 

B I K E  

3 D  done i n  Soft image 3D-designed as  a loop 
seq uence, the sto ry i s  con structed by switch i ng  the 
poi nt of view. Sou ndtrack done i n  Mathemat ica ­
Freq uenc ies were com puted by mathematica l 
fu nctions a nd  l ayered with short ana log no ise 
i m pacts. 

Col l a borator: Ma rkus Decker 

Die 3D-E lemente wurden in Softimage 3D a l s  
E nd lossch le ife gesch r ieben,  d ie Gesch ichte se l bst 
w i rd au s  der Verä nderung des Betrachter-Sta nd­
punkts entwickelt . 
Der Sou ndtrack entstand i n  Mathematica, wobei 
die G rundfreq uenzen aus mathematischen Fu n k­
t ionen e rrechnet und  m it ku rzen a n a logen 
Geräuschte i l en  ü ber lagert wu rden .  

M ita rbeit: Ma rkus Decker 
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Each of the longer form p ieces that I do is a n  
attem pt t o  lea rn t h e  c raft of a n i mat ion .  What I fee l  
a re wea knesses i n  the l a st a n i mat ion gives me an  
excuse to  prod uce a nother  i n  hopes of  add ress i ng 
these wea knesses. So fa r I have as many ideas as I 
h ave wea knesses. As l observe my progress it has 
come to me that I h ad  better come up  with a lot 
more ideas .  The broad n a rrative i n  the a n i mation i s  
the st ructu re .  The " I itt l e  moments" a re added to keep 
me a m u sed as  I attem pt to stave off the boredom of 
a n i mati ng in a com puter. The fru strat ion of never 
be i ng  p lea sed with what I prod uce i s  offset by my 
growing fa sci nat ion with a n imation .  
The tech n ica l end of our p rod uct ion i s  fa i r ly s im p le .  I 
u se Soft image ru n n i ng  on a SG I 2 Extreme with a n  
R4ooo. D u e  to a l ack  of eq u i pment I try to "ed it i n  
t h e  ca mera"  a s  m uch a s  possi b le .  The fi n a l  ed it was 
done on a F l ame cou rtesy of La mb  & Compa ny. 

J edes me ine r  l ängeren Stücke i st n u r  e i n  Versuch ,  
das  H a ndwerk der  An i mat ion zu er le rnen .  Das, was 
ich a l s  d ie Schwächen de r  jewe i l s  l etzten An i mat ion 
a nsehe, g i bt mi r  e i ne  Ausrede, e i ne  neue zu machen 
- i n  der  Hoffn u ng, d i e  Schwächen a uszurä u men .  
B i sher  h a be ich so v i e l e  I deen  wie Schwächen ,  u nd 
wen n  ich m i r  me ine  Fortsch ritte so a nsehe, d a n n  
sol lte i c h  besser noch s e h r  v ie le Ideen a uf Lager 
h aben .  
Das  E rzäh ler i sche d ieser An imat ion l i egt i n  de r  
Str u kt u r. E i n ige k l e i ne  z usätz l i che Momente h a be 
ich h i nzugefügt, u m  m ich zu u nterha lten u nd der  
La ngewe i l e  des An im ierens  am Computer z u  e ntge­
hen .  Die Frustration ,  n iema l s  m it dem zufrieden zu  
s e i n ,  was ich prod uz iere, w i rd l a ngsa m von de r  
stä nd i g  wachsenden Fasz i nat ion , d ie  d ie An i mat ion 
a uf m ich a us ü bt, verd rä ngt. 
Die techn i sche  Se ite u n serer P rod u kt ion i st z i em l ich  
e i nfach .  I ch verwende Soft image, das  a uf e i ne r  SG I2  
Extreme m it e i ner  R4000 l ä uft. Aus Ma ngel an 
E qu i pment versuche ich ,  so v ie l  wie mög l i ch  schon 
" i n  der  Ka mera z u  schne iden" .  D ie Sch l u ßbearbe i ­
tung erfolgte m it freund l icher U nterstützu ng  von 
Lam b  & Com pa ny a uf e i nem F la me. 
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T D a n i e l  R o  iQ,PuF, D i g i t a l D o m a i n  

Tightrope i s  a 5 m i n ute, a l l  CG-a n i mated short fi l m, 
wr itten a nd d i rected by Dan ie l  Rob ichaud ,  with 
Stephane  Coutu re a nd Bernd Angerer serv ing as  l ead 
a n i mators. The fi l m  was prod uced by Scott Ross a n d  
D ig ita l Doma i n .  Edwa rd Ku mmer was t h e  fi l m's 
executive prod u ce r, a n d  Va la Ru nolfsson was 
assoc iate prod u ce r. 
The a l legor ica l story fi nd s  our  centra l cha racter, The 
Jeste r, mov ing  a long a t ightrope th rough a mystica l ,  
c l oud - l i ke m i l ie u .  H i s  open  face revea l s  i nq u i s itive 
eyes .  For The Jeste r, l ife is a joy to beho ld .  
S udden ly, he comes u pon another  man  movi ng 
towa rd s h im - on the sa me tightrope. The other  
m a n, The Su it, h a s  an  om i nous gray demea nor. H i s 
face is obscu red by a d a rk mask .  
The  Jeste r  extends  a h a nd i n  fr iend s h i p  wh ich i s  
rebuffed by The S u it - who then attempts to knock  
The Jester off the t ightrope. 
The Jester revea l s  an a ssortment of magica l tr icks 
wh ich he  p l ays u pon  The Su it. Not to be outdone, 
The S u it responds with a desperate act which has  
poss i b ly d i re con seq uences for them both.  

Tightrope i st e i n  fü nfm i n üt iger, gänz l ich compu­
tera n i m ierter Ku rzfi l m, unter der  Reg ie von Da n ie l  
Rob ichaud .  Hauptan imateure wa ren Stephane  
Couture u nd Bernd Angerer. De r  Fi l m  wurde von 
Scott Ross u nd D igita l Doma i n  prod uz iert .  Execut ive 
Prod ucer wa r Edwa rd Ku mmer, Assoc iate Prod ucer 
Va l a  Runo lfsson .  
D ie  a l l egor ische Gesch ichte beg i n nt dam it, d a ß  
un se re Hauptgesta lt, d e r  Na rr, a uf e i nem gespa n n­
ten Hochse i l  d u rch e i ne  myst i sche, wol kenä h n l iche 
U mgebung  wa ndert .  Se in  offenes Ges icht ze igt 
e i nen  neugier igen ,  forschenden B l i ck .  Für  den  
Na rren  i st das  Leben e i ne  Lust. 
P lötz l ich  begegnet er  einem a n deren Ma nn ,  der s ich  
a uf ihn  zu  bewegt - a uf demse l ben Hochsei l !  Der  
zweite Man n",Der Anzug" genan nt, i st e i n  d ü steres 
Wesen,  se i n  Ges icht i st von e iner d u n k len Maske 
bedeckt .  
Als freund l iche Geste streckt der  Na rr e ine  Hand  
au s, d ie jedoch von se i nem Gege n ü be r, das  p lötz l ich  
versucht, i hn  vom Se i l  zu stoßen, zu rückgewiesen 
w i rd .  
D e r  N a r r  setzt s e i n  ga nzes Repe rto i re a n  
Za u bert ricks e i n ,  u m  d e m  Ma n n  i m  Anzug be izu­
kommen ,  doch u m  den st i l len  Zwe i kampf n icht zu 
ver l i e ren ,  a ntwortet d ieser m it e inem verzweifelten 
Akt, der mög l icherweise fü r beide sch l imme Folgen 
h aben  wi rd . . .  
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STAT I . E N  
C r l S  l a n  S a w a d e - M eye r 

I n  recent yea rs I h ave come to rea l ize how much  
peop le  d iffer i n  t he  ways they t h i n k  a nd  that t hese 
d ifferences i nc rease with age. lt i s  d iffic u lt to keep 
one's own goa l in m i nd ,  wh ich i s  itse lf  on ly vague ly 
defi ned.  One seeks the path to contentment a nd 
persona l recogn it ion .  
One  loses a great dea l of energy a long the way, 
beca u se the  s u r ro und i ngs consta ntly exercise i n ­
fl u ence a nd  perspect ives a re often b locked . 
P reservi ng  a nd successfu l ly ma inta i n i ng  imag i nat ion 
a n d  v i s ions  i s  a ted ious task i n  th i s  env i ron ment 
t h at is stuck  i n  a rut .  
The fi l m  shows an emot iona l  segment of th i s  path 
with the  poss ib l e  end i ng that the des i red goa l i s  not 
q u ite atta i ned a nd one loses one's ene rgy. 
I h ave not reprogra m med the 3D Stud io. 
I h ave used the ava i l a b le  techn iq ues s im p ly to te l l  
t h i s  story. 
The  look i s  most i m porta nt to me, and  I have t r ied to 
avo id  typ i ca l 3D aesthet ics .  

The odyssey of l ife t h rough a monotonous, ha rd ly 
fe rt i l e  wor ld  with its m is l ead i ng i nfl uences. A c rea­
tu re, d ragg ing a fu l l  c rate of p l ants beh i n d  it, m a kes 
its way th rough an expa ns ive waste l and .  
The  st ra nge creatu re hopefu l ly d igs a ho le  for a p l a nt 
i n  the  g round .  He re is where the p l a nts ca rr ied i n  the  
c rate a re to flou r i s h .  As soon as  the second p l a nt i s  
i n  i t s  p l ace i n  the  much  too ba r ren  grou nd ,  t he  fi rst 
s u r rende rs to the  d ryness and wi lts. Fee l i ng  
d es perate a nd he l p l ess, the  creatu re must give up  
the  second  p l a nt a s  we i l .  A gla nce a t  the hor izon 
s hows not h i ng but waste l and fa r and wide .  
Neverthe less, it goes on,  d ragg ing the crate beh i nd ,  
a i m less but sti l l  hopefu l .  Lost i n  thought, the stra nge 
c reatu re t ra m p ies over a decayed s ign post . Sudden ly 
it d i scovers a nothe r  s ign i n  the d i sta nce .  With 
renewed hope, it heads  fo r th i s  sign and fi nds  itse lf 
fac i ng  a forest fu l l  of s igns . l nstead of fi nd i ng a path ,  
though ,  it seems more i n  da nger of los i ng its 
or ientat ion comp l ete ly a mong a l l  the  confus i ng  
s ign posts. 
F i n a l ly, u n ne rved it pu shes the s igns away fu r ious ly. 
Th ra s h i ng a nd  ru n n i ng, it pushes a path t h rough the  
confus ion .  With a l oud  screa m i t  fa l l s  to  the g rou nd ,  
hav ing t ri p ped over a l a rge rock. As it comes to 
aga i n , it rea l i zes it h a s  fou nd someth i ng 
i m porta nt-a bubb l i ng spr ing of water. Hope!  

I n  den  letzten J a h ren i st m i r  bewu ßt geworden,  wie 
sta rk s i ch  Menschen d u rch Den kweisen u nter­
sche iden u nd d a ß  m it dem Alter d iese D ifferenzen  
zunehmen .  Da s  e igene Z i e l  i m  Auge zu  beha lten ,  
was a n  s i ch  a be r  a uch nur  vage defi n i e rt i st, i st sehr  
schwer. Man  sucht den  Weg zur  Zufr ieden he it u nd 
nach der  persön l i chen Anerken n u ng. 
Auf d iesem Weg ver l iert man sehr  vie l E ne rgie, da 
das  U mfel d  stä nd ig E i nfl u ß  n i m mt und oftma l s  
Pe rspekt iven  ve rbaut .  
Phantas ie  u nd Vis ionen fü r s i ch  z u  bewa h ren u n d  
erfo lgre ich z u  beh aupten, i st i n  d ieser festgefa h ­
renen U mwelt recht m ü hsam.  
Der  F i l m  ze igt e i nen emotiona l e n  Aussc hn itt d i eses 
Weges, m it dem mögl i chen Ende, daß man das  
erseh nte Z ie l  knapp verfeh lt u nd se i ne E ne rg ie ver­
l i e rt .  
Ich h abe das  3D-Stud io  n icht neu  progra m m iert. Ich 
habe d ie zugä ngl ichen Techn i ken  ben utzt, u m  e i n­
fach e i ne  Gesch ichte zu e rzä h l en .  Wert gelegt h a be 
ich a uf de.� Look u nd d i e  Vermei d u ng a l l zu  typ i ­
scher 3D-Astheti k. 

Die Odyssee des Lebens d u rch e i n e  e i ntön ige, wen ig  
fruchtbare Welt m it i h ren i rrefü h renden E i nfl ü ssen .  
E i n  Wesen,  e i ne  vo l lgepackte Pfl a nzenk i ste h i nter 
s ich  herz i ehend ,  a uf dem Weg d u rch eine weite 
Öde. 
Vol l e r  Hoffnu ng g rä bt das fremda rt ige Wesen e i n  
Pfl a n z loch i n  den  Boden .  H ie r  so l l en  d i e  i n  der  K iste 
m itgebrachten Pfl anzen gede i hen .  Ka u m  fi ndet d ie 
zweite Pfl a n ze im vie l  zu trockenen  Boden  i h ren  
P l atz, m u ß  s i c h  d i e  erste der  Trocken he it e rgeben 
u nd verdorrt. Verzweifelt u nd machtlos m u ß  das 
Wesen a uch die zweite ve r loren geben.  E in B l i ck  
z um Horizont ze igt we it  u nd breit nur  Öde .  
Trotzdem z ieht es ,  m it der  K i ste i m  Sch lepp, z ie l l os, 
a ber  hoffn u ngsvo l l  weiter. In Ged a n ken  versu n ken  
t ra m pelt der  Fremd l i ng über  e i nen  morschen 
Wegwe iser. P lötz l ich  entdeckt er  in der  Ferne e i n  
weiteres Ze ichen .  M it neue r  Hoffn ung  geht er  d a r­
a uf zu ,  u nd es eröffnet s ich i h m  e i n  Wa l d  vol l e r  
Sch i lde r. Doch a n statt e i nen  Weg zu  fi nden ,  d roht er  
d u rch d ie verwi rrenden R icht u ngsweiser  vö l l i g  d ie 
Or ient ierung  zu ve r l ie ren .  
Nervl i ch  a m  Ende, stößt er  wütend d ie Sch i lder  bei­
se ite. E r  sch lägt um s ich und ba h nt s ich rennend  
e i nen Ausweg a us dem Gewi rr. M it  e i nem la uten 
Aufsch re i  stü rzt er  z u  Boden .  E i n  großer Fe l s  l ieß  i h n  
sto l pern .  A l s  e r  wieder zu r  Bes i n n u ng kommt, merkt 
er, d aß  er etwas Wichtiges gefu nden  hat - e i ne  
sprude l nde  Wasserque l l e  - Hoffn u ng !  
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The FLY BanD! i s  a fu n ky mus ic  group  from New Yor k. 
With the  d i st i ngu i s hed fee l i ng of rhythm a n d  
groove, they ma ke great sou nds us ing d a i ly goods as  
m us ica l i n st ruments. Po lygon P ictu res was one of 
the  fi rst compan ies to a pp ly rea l i st i c  te levi s ion 
a spects to i ts  work, p rod uc ing five short CG 
a n i mat ion p ieces exp ress ly for TV, b u i lt u pon 
d ifferent themes .  The Fly BanD! i s  one of these short 
CG a n i mat ion p ieces. 
The project was n a med "D ig ita l Ad u lt Sesa me", be­
ca use we wa nted to h ig h l ight the fact that the con­
tents cou ld be enjoyed by adu lts a s  we i l  a s  c h i l d ren .  
On the techn ica l s ide, we ca me u p  with a n  or ig i na l 
p roject management system ca l l ed DWARF (D igita l 
Work i n  p rocess & Asset Rout ing Foundat ion ) .  
U p  unt i l  that poi nt, such mam moth projects, wh i ch  
i nvo lved m a ny peop le  wo rk ing s imu lta neous ly on 
l a rge q ua ntit ies of d ata over a long per iod of t ime, 
had  been overseen  by peop le, wh ich i nevita b ly 
enta i led cons idera b l e  
h u ma n  resou rces costs 
a n d  i neffi c iency. 
DWARF computer izes 
t h i s  process, t hu s  rea l iz­
ing soph i st i cated pro­
d uct ion management 
system i n  sync with the  
futu re of  CG p rod uc­
t ion .  

D '  
a t n c k  Awa / P o lyg o n P i c t u re s  

D ie  FLY BanD! i st e i n e  etwas se ltsa m e  Mus i kgru ppe 
und kom mt aus New York. Mit  i h rem au sgeprägten 
Gefü h l  fü r Rhyth m us und G roove macht s i e  to l le  
K lä nge, wobe i  s ie  a l ltäg l i che D i nge a ls I n stru mente 
verwendet .  
Polygon P ict u res wa r e i nes der  ersten U nterneh­
men, da s  d ie G rößenverhä lt n i sse des Fernsehens 
a uf se i n e  Arbe it  a ngewendet hat, i ndem es fü nf 
com putera n i m ierte Ku rzfi l me zu u ntersch i ed l ichen 
Themen a usdrück l i ch fü r da s  Fe rnsehen prod uz iert 
h at .  The FLY hanD! i st e i nes d ieser ku rzen CG-
An i mat ionsstücke. 
Das Projekt wurde a ls "D ig ita le Sesa mstra ße fü r 
E rwachsene" beze ichnet, wei l  wir  d ie Tatasche 
u nte rstre ichen wol lten, daß der  I n ha lt von 
E rwachsenen  wie von K i ndern genossen werden 
ka n n .  
Auf de r  techn i schen Seite h aben w i r  dafü r e i n  e ige­
nes Projekt-Ma nagement-System entwicke lt, da s  
DWARF he ißt (Digital Work in  Process & Asset 
Routing Foundation). B i s  zu d iesem Ze itpu n kt wur­
den  Mamm utprojekte d ieser Art, be i  denen g le ich­
ze it ig e ine Vie lza h l  von M ita rbe itern über  e inen l a n­
gen Zeitra u m  a n  e i ner  enormen Menge von Daten 
a rbeiten, von Menschen ü berwacht, was i n  jedem 
Fa l l  beträcht l iche Kosten und e i n i ges an I n effiz ienz  
nach  s ich zog .  DWARF com puter i s ie rt d i esen Prozeß 
u n d  ste l lt e in a usgefe i ltes Prod ukt ionsmanage­
m ent-System zur Verfügu ng, das m it der Zuku nft 
de r  CG-Prod ukt ion im E i n k l ang  steht. 
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A young l ad  receives a te lephone ca 1 1  wh ich st i rs u p  
a n  unexpected c h a l l e nge to h i s  ego. H e  br iefly i n ­
d u lges i n  se lf-a bsorbed menta l meander ing i n  t he  
even i ng  a i r. Sad ly, i n  the  process he fa i l s  to  notice a 
se r ies of h i g h ly i m p roba b le, if not m i racu lous, 
opportun it ies before h i m .  
Although the  concept & message of Bad Night i s  
ba sed p u re ly on w h i ny psycho logica l h u mor, i t  was 
created u s i ng  i n novat ive tech n iq ues i n  performa nce 
a n i mat ion (mot ion ca ptu re a n imat ion) .  
Ta k i ng cues from the  look & movement of Ba l i nese 
s h adow puppets, E m re a nd Lev made the cha racters 
by fi l m i ng co-worke rs a nd friends i n  va r ious poses 
a n d  express ions .  T h i s v ideo was then sca nned a nd 
i m ported i nto Photoshop  where the actors were cut 
a nd pasted i nto v i rt u a l  " puppets". The l ife less 
puppets were a n i mated us ing ALiVE mot ion ca ptu re 
softwa re. Va r ious  movements were contro l led by 
joyst i cks .  

E in ju nger Mann erhä lt 
e i nen  An ruf, der e ine  u n­
erwa rtete Herau sforde­
rung an se in  Ego da r­
stel lt .  Ganz  i n  s ich se l bst 
ve rsunken  beg ibt er  s ich 
a uf e inen a bend l ichen 
Spaz ierga ng, n u r  ü ber­
s ie ht er  d abe i  le ider e i ne  
Menge s i c h  b ietender ­
höchst u nwa h rsche i n l i ­
cher, wen n  n icht gar  
wundersa mer - Gele­
gen he iten .  
Obwoh l  das  Konzept 
und  d i e  Aussage von Bad 
Night au ssch l ieß l ich a uf 
e i nem etwas wei ner l i ­
chen psychologischen 
H u mor bas ieren ,  wurde  
das  Werk u nter E i n satz 
i n novativer Techn i ken  in der Pe rformance-(Motion 
Captu re)-An i mation geschaffen .  
Fü r  d i e  I m itat ion des Aussehens  und  der Bewegung 
ba l i nes ischer Schatten pu ppen haben E m re und  Lev 
Freu nde u nd Mita rbeiter i n  versch iedenen Posen 
u nd m it u ntersch ied l ichem Ausdruck gefi l mt .  
D ieses Video haben  s ie i n  Photoshop i m port ie rt, wo 
d i e  Akteu re au sgeschn itten  und  a uf vi rtue l l e  
"Puppen"  ü bertragen wurden .  D iese u n belebten 
Puppen wurden i h re rseits m it H i lfe der  ALiVE 
Motion-Captu re-Software a n im ie rt, wobei za h l re i ­
che der  Bewegu ngen a uch ü ber  Joyst ick gesteuert 
wu rden .  
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I t 's h a rd v i s u a l iz i n g  the  Afterl ife, even with the 
wor ld 's master  a rt i sts gu id i ng the way. B r i ng i ng  
d i rector Vi n cent Wa rd's i nsp i red v is ion to  l ife on  
sc reen i n  What Dreams May Come dema nded the 
utmost from severa l effects houses, i nc l u d i ng 
Mass . i l l u s ions, Pac ifi c Ocean Post (POP), D igita l 
Dom a i n , I l l u s ion  Arts, C I S, a nd Ci nema Prod uct ion 
Se rv ices, l ne .  
V is u a l  Effects Prod uce r/Supervisor E l l en M .  Somers 
was formerly Boss F i l m 's Head of Prod uct ion for 
e ight yea rs (whe re she  or ig i na l ly met Wa rd on the 
i l l -fated Alien3) a nd Wa rner  Digita l 's VP Head of 
P rod uct ion .  Some rs was actua l ly p la n n ing to take 
some t ime  off after the  demise of Wa rner D ig ita l  
when Drea ms' p rod ucer, I nterscope P ictu res, per­
s u aded her  to com e  i n  on  the prod uct ion s ide i n  
M a rch 1997 a nd m a ke a n  eva l uat ion of t h e  effects 
t hat wou l d  be needed to com p lete the fi lm .  
Somers' pers i stence wou ld be a key i ngred ient i n  t he  
overa l l  s uccess o f  What Dreams May Come's v i sua l s. 
The  ent i re effects package had a l ready been awa rd ­
ed to Mass . i l l u s i ons  (Judge Dredd), wh i ch  was be i ng  
ba n kro l led by t rou b led m i n i-major C i nerg i .  But  i n  
Septe m be r  1 997, on  t h e  eve of product ion,  C i ne rg i  
was so ld to D i sney a nd backed out of Mass . i l l u s ions .  
S udden ly, Somers was i n  the un iq ue ly d iffic u lt pos i ­
t ion of hav ing to b ri ng i n  other effects houses to 
save the p i ct u re before ca meras had sta rted ro l l i ng !  
Somers attem pted to sp l it the work u p  a long b i b l ica l 
l i n es .  POP took over 1 1 8  shots spa n n i ng the Victor i a n  
l a n d sca pes of "Ma r ie's World" and  "B r idge C ity", the 
astound i ng "Venet i a n  Li b ra ry", a nd the sh ip grave­
ya rd a nd i nve rted cathed ra l .  The tab letop m i n i at u res 
for the he l l i s h  envi ro n ments were b u i lt by M i ke 
Joyce's C i nema  P rod uct ion Service, I ne .  D igita l 
Dom a i n  took on  54 shots ra ng ing from cha racter 
a n im at ion to reconst ruct i ng an ent i re poppy- I aden  
l a ndsca pe. 

a i n  / 

Es i st schwer, das  Leben nach dem Tode  i n  B i lde r  
umzusetzen ,  sel bst wen n  d ie größten Kü n st ler  der  
Welt versuchen,  den Weg zu  weisen. Es e rforderte 
d ie höchsten Anstrengu ngen von meh re ren  Effekt­
fi rmen, da runter Mass. i l l us ions, Pacific Ocea n Post 
(POP), D ig ita l Doma i n, I l l u s ion  Arts, C IS  und  C i nema  
Product ion Services, I nc., b i s  d ie i n sp i r ierten Vis io­
nen des Regisseu rs Vincent Wa rd in What Dreams 
May Come ("H i nter dem Horizont") zum Leben a uf 
der  Le inwand  erwachten. 
E l len  M. Somers, Visua l Effects Prod ucer/Su pe rvisor, 
wa r zuvor acht J a h re Prod u kt ions leiter in  bei Boss 
F i l m  (wo s ie  be im wen ig  e rfo lg re ichen Alien3 a uch  
Wa rd kennengelernt hatte) und  Prod u kt ionschefi n 
bei Wa rner Digita l gewesen. E igentl ich hatte 
Somers s ich e ine  Ruhepau se nach dem Absch ied 
von Wa rners gön nen wo l len ,  a ls d ie Prod uzenten 
von Dreams, I nterscope Pict u res, s ie  im Mä rz '997 
ü berredeten ,  doch be i dem Fi l m  e i n zusteigen und  
d ie e rforder l ichen Effekte z u  bewerten, d ie zu  r 
Fertigste l l u ng des F i lms  nötig werden würden .  
Somers' H a rtnäck igkeit sol lte s i ch  zu e inem der  



Mass . i l l u s ions' contr i but ion wou l d  be vis u a l i z i ng  
99% of  the  "Pa i nted Wor ld", some 58  shots dep ict i ng 
a wi ld ,  flo ra l l a ndsca pe comp r ised of r u n n ing 
p igment, wh ich i s  Ch r i s  Ne i lson's i ntrad uct ion to  the  
Afte r l ife. lt was c rit ica l that th i s  seq uence evoked a 
st rong response, or a ud i ences wou l d  t une  out of the 
fi l m  before its  emotion a l  one-two pu nch cou l d  ever 
con nect . Wa rd , who had  t ra i ned a s  a pa i nter, i ntu ited 
that the After l ife shou l d  be both fa m i l i a r  and  a l ien ,  
a nd d rew i nsp i rat ion fram the  Germa n Roma ntic ists, 
espec ia l ly the  l us h  imagery of Ca spe r  David 
Fr ied r i ch .  
Fo r th ree months  before fi l m i ng bega n ,  vi s u a l  re­
sea rche rs de lved i nto cou ntless a rt l i b ra r ies sea rch­
ing fo r i l l u st rat ions i n  the ve i n  of the i mages Wa rd 
had  i n  m i n d .  U lt imate ly, Fr ied r ich a nd other 19th 
cent u ry masters he l ped defi ne  and com m u n icate 

Haupt i ngred ienz ien  be i m  a l lgeme i nen  E rfo lg der  
B i ldwelt von What Oreams May Come entwicke l n .  
Das  gesamte Effekte-Pa ket wa r bere its a n  Mass . i l l u ­
s ions (Judge Oredd) vergeben worden ,  d a s  von 
C i nergi ,  dem krisengesch üttelten Zwerg u nter den 
G roßstud ios, fi n a nz ie rt wurde. Aber a l s  ku rz vor 
Prod ukt ionsbeg i n n  C i ne rg i  i m  Septem be r  1997 a n  
Disney ve rka uft wurde u nd a us Mass . i l l u s ions  a us­
sti eg, war Somers in der a u ße rgewöh n l ich  schwier i ­
gen Lage, a ndere Effekthäuser  here i n neh men zu 
müssen, um e i nen  F i l m  zu retten ,  von dem noch 
ke i n  Meter ged reht wa r. 
Somers versuchte, d i e  Arbeit ent la ng  b i b l i scher 
Li n ien a ufzute i l en .  POP ü bern a h m  1 18 E i n ste l l u n­
gen, da runter d i e  v i ktor i an ischen La ndschaften a us 
"Maries Welt" u nd "Bridge City", d i e  u mwerfende 
"Venez i an i sche B i bl i othek", den Sch iffsfried hof u nd 
d ie  umged rehte Kathedra le .  D ie  M i n ita u rmode l l e  
fü r d ie Hö l l en u mgebung wurden von M i ke Joyces 
C i  nema Prod uct ion Serv ice, I nc., be igesteuert. 
D ig ita l Doma i n  wiederu m ha l ste s ich 54 E i n stel­
l ungen a uf, d ie von Cha racter An i mat ion b i s  z u r  
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Wa rd's v i s ion  to a who le  ra nge of a rt isa ns, fram 
p rod uct ion des igner  E ugen io Va nett i to c i nemato­
g ra phe r  Ed u a rdo Ser ra a nd  dozens  of vi s u a l  effects 
a rt i sts .  
"We act u a l ly h i red Josh Rosen as  the Art Di rector for 
Mass . i l l u s ions a nd  i nsta l led h im  in that com m u n ity. 
A lthough a l l  the peop le  work i ng on the p raject at 
Mass. i l l u s ions, even the softwa re people ,  were pa i nt­
e rs themse lves, Josh's a rt d i rect ion had that certa i n  
fee l  we  were look ing  for. Josh was a n  a maz i ng  fi nd­
he  was a softwa re deve loper we found  on sa bbat ica l 
i n  Ita ly do i ng  i l l u st rat ive work for a book, a nd  on the  
s i de, he  was off pa i nt i ng  frescoes, you know? We a l so 
h i red S i d  Dutton of I l l u s ion Arts and  Michae l  L loyd to 
do matte pa i nt i ngs .  And basica l ly, we went to POP 
beca use there were ce rta i n  a rt ists there that I knew 
wou ld match Vi ncent's cr ite r ia , l i ke Dea k Fer ra nd ,  
who beca me  a n  i n cred i b ly i nst ru menta l perso n on 
the  fi l m .  So fi nd i ng  the r ight type of personne l  was a 
b it l i ke fi nd i ng  a need l e  i n  a haystack." 
Somers'  s u pport itse lf may have p l ayed a key ro le i n  
keep i ng  Mass . i l l u s ions' tea m-inc l ud i ng  Visu a l  

Rekonst rukt ion e i ne r  m it Moh n b l umen ü bersäten 
La ndschaft re ichten. 
Der Beitrag von Mass . i l l u s ions  besta nd a us 99% der 
"Gema lten Welt", S8  E i n ste l l u ngen, d i e  e ine wi lde 
B l u me n la ndschaft aus  noch fl ießenden Fa rbpig­
menten ze igten,  d i e  Chr i s  Ne i l sons erste Begeg­
n u ng m it dem Leben nach dem Tode e i n ra h mt .  Es 
wa r a bso lut entsche idend,  d aß  d iese Seq uenz  d i e  
K i nogänger emot iona l  fesse lt, denn  sonst wü rden­
s i e  s i ch  aus dem Fi l m  vera bsch ieden, noch bevor d ie  
emot iona le  Sch lagkraft des Werkes ü berh a upt e ine 
Chance hätte, s ich zu  entfa lten. Wa rd - sel bst a us­
geb i ldete r Ma ler  - hatte i nt u it iv erfaßt, daß das  
Leben i m  Jenseits a n he i me l nd-beka n nt u nd doch 
g le ichze it ig fremd wi rken m u ßte, u nd hatte sei n e  
I n sp i rat ion von den deutschen  Roma nt i kern, beson­
ders von Caspar  David Fr ied r ich ,  bezogen .  
Noch  vor  Dre h beg i nn  d u rchwü h lten d i e  B i l dp rodu­
zenten za h l lose Ku n stb ibl iotheken - stets a uf der  
Suche nach I l l u st rat ionen i m  S i n ne jener  B i l de r, d ie 
Wa rd vorschwebten .  Und  sch l i eß l ich h a lfen d i e  Ge­
mä lde Fr ied r ichs u nd a nderer Kü nst ler  des '9. J a h r­
h u nderts, d i e  Vis ion Wa rds zu defi n i eren u nd i n  den 
Köpfen a l le r  b i l dnerischen M ita rbeiter z u  vera n kern, 
vom P rod uction Des igner  E ugene  Vanetti z u m  
Kamera m a n n  Ed ua rdo  Serra u nd zu Dutzenden von 
Vi sua l - Effects-Kün st lern .  
"Wi r  haben  Josh Rosen a l s  Art D i rector fü r 



Effects Su pervi sors Joe l  Hyneck a nd N icho las  B rooks, 
l i ne  p rod ucer Donna  La ngston a nd softwa re creators 
P ie rre J a sm i n  a nd  Pete Litwi nowitcz-on the praject 
l ong  enough to prave that the i r  u ntested strategy 
for the  Pa i nted Wor ld 's effects wou l d  work. Others 
h ad  pos ited a more trad itio n a l  a pproach i nvo lv ing 
s hooti ng  the actors aga i n st green screen and  comp­
i ng  them i nto a d i g ita l l a ndsca pe c reated v ia m u lt i ­
p l a ne  or  3-D matte pa i nt i ngs, wh ich m ight have 
worked, but wou l d  not have given Wa rd the freedom 
he  dema nded a n d  the sen se of rea l ity he  desperately 
sought .  
Having d i sca rded motion contral and greenscreen 
wh i l e  Wa rd a nd c i nematogra pher  Ed u a rdo Serra 
p l a n ned com p lex a nd  very fl u i d  ca mera moves i n  
Monta na 's G l ac ie r  Nat iona l Pa rk, Somers' tea m  re l i ed 
on trad it iona l  track i ng a nd Lida r s u rveys of the loca­
t ion to recreate ca mera mot ion a n d  locate objects so 
the shots cou ld l ater be i m mersed in ru n n i ng p ig­
ment .  Lid a r  is bas i ca l ly a rad a r  s u rvey, typ ica l ly used 
in b u i l d i ng d a m s  a nd  so on, wh ich gave us  'a bu rst' 
-or c loud-of poi nts, res u lt i ng  in a 3 -D wi refra me 

Mass. i l l u s ions  a nge­
worben u nd i h n  i n  
d iese Pos it ion e i nge­
setzt. Obwoh l  a l l e  bei 
Mass . i l l u s ions  m it dem 
Projekt beschäftigten 
M ita rbeiter - sei bst d i e  
Softwa re l eute - e i ne  
kü n st le r i sche Aus­
b i l d u ng h atten, bot 
doch e rst Joshs kü nst­
ler i sche Le itu ng die Ge­
wä h r, da ß das  von u ns 
gesuchte Gefü h l  h i n ü­
bergebracht werden 
kön nte. Josh wa r e in  
a bsol uter G l ückstreffer 
- e i n  Softwa re­
entwick ler, den w i r  
wä h rend  e i nes 
U r l au bsj a h res in Ita l i en  
a ufgespü rt hatten ,  wo 
er I l l u st rat ionen fü r e i n  
B u c h  gezeich net u nd 
nebenbei Fresken 
gema lt hat .  Wi r h aben 
a uch  S id Dutton von 
I l l u s i on  Arts und 
Michae l  Lloyd a nge­
heuert, u m  
H i ntergru ndgemä Ide 
zu prod uz ie ren .  U nd 
sch l ieß l i ch g i ngen wi r  

vor a l lem desh a l b  zu  POP, wei l  i ch  wu ßte, d aß  dort 
e i n ige Künst ler beschäftigt wa ren ,  d ie V incents 
Kriter ien gena u  e rfü l len  wü rde, etwa Dea k Ferra nd,  
der späte r wi rkl ich e ine I ntegrationsfigur  in d i eser 
Prod ukt ion wu rde. I n sgesa mt wa r die Suche nach 
dem r icht igen Persona l  a ber  so etwas wie d i e  Suche 
nach der Nade l  i m  Heuha ufen . "  
Somers' U nterstützung hat e i ne  w icht ige Ro l l e  da­
be i  gesp ie lt, das  Team von Mass. i l l u s ions  - darunter 
d ie  Visua l  Effects Su perv isors Joe l  Hyneck und  
N icholas Brooks, d ie Produzent i n  Donna  La ngston 
sowie die Softwa reentwick ler P ie rre J a sm i n  und  
Pete Litwinowitcz - so l a nge i m  P rojekt z u  h a lten, 
b is s ie bewiesen hatten, daß i h re b i s l ang  unerprob­
te Strateg ie fü r die Effekte der "Gema lten Welt" tat­
säch l ich fu n kt ion ie rte. Andere h atten e inen trad i ­
t ionel leren  Ansatz vorgesch lagen ,  etwa e i ne  B l ue­
box-Aufnahme der  Scha usp ie le r  u nd i h re E i n bet­
tung in e i ne  d ig ita le La ndschaft, d ie ü ber  Mu lt i­
Ebenen oder 3D-Matte-Gemä lde  e rste l lt werden 
sol lte. Das hätte woh l  a uch fu n kt ion iert, a ber  es  
hätte Wa rd n i cht d i e  geforderte F re i h e it und jenes 
Gefüh l  der Wi rk l i chke it gegeben, das er  so verzwei ­
fe lt gesucht hat .  
A l s  Mot ion Control u nd B l uebox-Verfah ren ausge­
sch ieden worden  wa ren, wei l  Wa rd u nd der Kame­
ra man n  Ed u a rdo  Serra kom plexe u nd sehr fl ü ss ige 
Ka mera bewegu ngen im G lac ie r  Nat iona l  Pa rk i n  
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of the  l a ndsca pe. Then by doing a trad itiona l s u rvey 
of the  ma r ke rs we p l aced on locat ion ,  we cou ld l i ne 
u p  th i s  w i re fra me  with the shot a nd bas i ca l ly rec­
reate both ca mera move and topogra phy." 
Amaz i ngly, every s i ng le  shot i n  the "Pa i nted Wor ld"  
bega n a s  a photogra p h ic p l ate, yet ended u p  look i ng  
l i ke i t  had  been fres h ly h a nd-pa i nted by a 1 9th 
centu ry maste r. But  s i n ce Rob in  Wi l l i a ms a nd  Cuba 
Good i ng  J r.  h ad  to rema i n  un retouched, they were 
pa i n sta k i ng ly extracted from every shot .  Then a new 
edge-detect ion system created by Mass . i l l u s ion a n d  
d u bbed "mach i ne  v i s ion" was a ppl ied t o  t h e  now 
c lea n p l ates to fu rthe r  deconstruct each shot i nto 
between fifteen a nd t h i rty ma ps, wh ich  were then  
treated w i th  pa rt i c l e  systems brushstrokes to  c reate 
the " Pa i nted Wor ld"  effect . But a pp lyi ng d ri pp i ng,  
swi r l i ng  pa i nt to thousands  of flowers and l eaves 
dema nded both proced u ra l  and manua l  contro l .  
Then  Mass . i l l u s ions  b u i lt a too l k it of  a n u m ber  of 
b rushstrokes, so they cou ld control the co lor, 
sepa rat ion ,  th ickness a nd dynam ics of the  pa i nt­
stro kes themse lves t h rough certa i n  h a nd les, wh ich 
a l l owed them to c reate pa i nt ro l l i ng  down b l ades of 
gra ss in certa i n  s hots. The amaz i ng th i ng a bout t h i s 
p rocess is that we cou l d  h ave a c ra ne on a 30' 

ca mera track, movi ng i n  every poss ib le  ax i s  known 
to the  c i nematogra ph i c  man, a nd then bas ica l ly 
a pp ly b rush  strokes to every leaf and  every deta i l  i n  
t h at scene !  

Monta na  p l anten, verl i eß  s i c h  Somers' Tea m a uf tra­
d it ione l l es Track i ng  und a uf L ida r-Aufn a h men des 
Drehorts, u m  die Kamera bewegu n g  u nd Objekte zu 
verorten, d am it d ie E i n stel l u ngen später i n  d ie fl ie­
ßende fa rbe geta ucht werden kon nten .  " Li da r  i st so 
etwas Ahn l iches wie e i ne  Rada ra ufn ahme - man  
verwendet es be i sp ie l sweise be i m Deich bau  -, u nd 
w i r  erh i e lten dadu rch e i ne  Pu n ktwol ke von Daten,  
d ie a ls  G ru nd lage e i nes d re i d i mens iona len  Dra ht­
model l s  der Landschaft d iente. M it H i lfe der trad i ­
t ione l l en  Ma rkie rungspu n kte vo r  Ort kon nten wi r  
da n n  d ieses G ittermode l l  m it de r  E i n ste l l u ng  a b­
g le ichen und  so d ie Ka mera bewegu ngen u nd  d i e  
Topogra ph i e  nachba uen ."  
E rsta u n l i cherweise bega n n  tatsäch l ich jede e i nze l ­
ne E i n ste l l u ng i n  der  "Gema lten Welt" a ls Photogra­
ph i e, a uch wen n  sie l etzt l i ch  so a uss ieht, a l s  wä re 
s i e  soeben von e i nem Meisters des 19 . J a h r h underts 
fri sch i n  Ö l  gemalt .  Aber nachdem Rob i n  W i l l i ams  
u nd  Cuba Good i n g  J r. u n retouch i e rt b le iben  m u ß­
ten, wurden s ie  m ü hsam au s  jeder e i n ze l nen  Auf­
n ahme  hera u sgefi ltert .  Danach  wurde m itte l s  e i nes 
von Mass. i l l u s ions  geschaffenen  Ka ntenerken ­
n u ngssystems j ede  Aufn a h me i n  1 5  b i s  30 E benen  
zer legt, d ie wiederum m it Pa rti ke lsystem-P i n se l ­
str ichen bea rbe itet wurden ,  um den  Effekt e i ne r  
gema lten We lt z u  erz ie len .  Ta usende von B l üten 
und B lättern m it tropfender, fl i eßender Fa rbe zu 
betu pfen verl angte nach prozed u ra le r  ebenso wie 
man ue l l e r  Steuerung. 
"Mass. i l l u s ions  h at d a nn  e i n  Werkzeugset a u s  d iver­
sen P inse l str ichen zusammengeste l lt, das es er­
l a u bte, d ie Fa rbe, Tren n u ng, D icke u nd Dyna m i k  der  
P i n se lstr iche a ls so lche ü be r  Art H a ndgriffe zu  steu­
ern ,  womit man  bei e i n igen E i n ste l l u ngen be isp ie l s­
weise Fa rbe ü be r  e i nze l ne  G ra s ha lme h i n u nterl au ­
fen l assen kon nte. Das  E rsta u n l ic he  d a ra n  i st, d aß  
w i r  a n  e i nem Zeh n-Meter-Kra n e i n e  Kamera hän ­
gen  h aben ,  d i e  s i c h  i n  jeder dem Ka meramann  nu r  
erdenk l i chen Ebene  bewegt, u nd d a ß  w i r  t rotzdem 
jedes e i n ze l n e  B l att, j edes e i n ze l ne  Deta i l  i n  d i eser 
Szene m it i n d ivid ue l le n  P i n se l str ichen bea rbeiten 
kön nen !  Das i st schon gen i a l ." 



D igita l Doma i n's V isu a l  
Effects Su perv isor Kevi n Mack  
c reated the  " Pa i nted Wor ld 's"  
o n ly i nd igenous  species, the 
" Pa i nted B i rd ", a s  a 3-D 
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Kevi n  Mack, Vi sua l  Effects 
Su pervisor bei D igita l Dom a i n, 
hat das  e i nz ige n u r  i n  de r  
"Gema lten Welt" vorko m men­
de Lebewesen beigesteue rt, 
den "Gema lten Vogel" ,  de r  a ls 1- . "'"  -- - ,,� _ 

a n i m ated e l ement wh i ch  was s u pp l i ed to 
Mass . i l l u s ions  for com pos iti ng .  DD  h and led a n  
add it iona l  54  shots, i n c l u d i ng fu i l l a ndsca pe 
reconst ruct ion on the seq uence in wh ich Ch r is  fl ies 
t h rough a fie l d  of popp ies, a n d  a dd i ng a ghost ly b l u r  
t o  Cuba Good i ng  J r. B ut the i r "ma i n  event scene," 
accord i ng to Somers, "was the Autu m n  Tree, wh ich 
b lows a p a rt a s  C h r i s  con nects with Ann ie and  
rea l izes t h i ngs a re horr i b ly wrong." The "Autu mn  
Tree" wasn 't con structed a s  a mode l ,  i t  was actua l ly 
grown o rga n i ca l ly u s i ng  a ser ies of a lgor ithms i n  
what's ca l led a n  L system .  
T he  rema rka b l e  image ry o f  What Dreams May Came 
is a testa ment to the  dete rm i nat ion of a sma l l  group  
of  fi l m m a ke rs a nd effects a rt i sts to  conv inc i ngly 
port ray pa rad ise a nd d a m nat ion on ce l l u lo id .  It a l so 
rep resents a synthes i s  between  two ve ry d ifferent 
a rtforms .  "One  t h i ng the  fi l m m a ke r  a nd  the pa i nter 
h ave i n  com mon is t hey're t ry i ng  to desc r i be the 
wor ld , " Wa rd conc l udes.  " I  wou ld l i ke to t h i n k  that 
th i s  fi l m  ha s  actua l ly opened a nothe r  perceptua l 
way for a rt i sts to v iew the  wor ld  a n d  a comp letely 
d iffe rent ra nge of opt ions  of how to descr i be it. 1 
hope u lt i mately that a rt i sts wi l l  choose to work i n  
l ive-act ion fi l m  pa i nt i ngs-not m atte pa i nt ings­
a nd pe rhaps we h ave i n it i ated that .  

3D-an im ie rtes E lement z u r  Kom posit ion an 
Mass. i l l u s ions weitergegeben wu rde .  Danebe n  hat 
DD noch weitere 54 E i n ste l l u ng bea rbe itet, d a r unter 
d ie Landschaftsrekonstrukt ion i n  jener Seq uenz, in 
der Chr is d u rch das Moh nfe ld fl iegt, und C u ba 
Gold ing J r. e i ne  geisterhafte Unschä rfe h i nz ugefügt. 
Aber i h re wicht igste Szene, so Somers, "wa r de r  
,Herbstba u m', der  a use inanderfä l lt. a l s  Ch ri s  
Verbind ung  z u  An n ie bekommt und  merkt, d a ß  
i rgendetwas schreck l ich fa l sch gela ufen i st .  Der 
Herbstbau m  wu rde n icht a l s  Mode l l  geba ut, sondern 
man hat ihn orga n isch wachsen lassen d u rch e i n e  
Ser ie von Algorithmen i n ne rha l b  e i nes sogena n nten 
L-Systems." 
Die bemerkenswerte B i ldwelt von What Dreams May 
Come legt Zeugn i s  a b  von der  Entsch lossenhe it e i ner  
k le i nen G ru ppe von F i lmschaffenden und  
Effektkü nst lern ,  das  Pa rad ies und  d i e  Verd ammung  
überzeugend a uf Ze l l u lo id da rzustel l en .  De r F i l m  ist 
a uch eine Synthese zweier  sehr u ntersch ied l icher  
Kunstformen . " E i ns ha ben F i lmemacher und  Ma ler  
gemeinsam :  Be ide versuchen d ie Welt z u  besch re i ­
ben", sch l ießt Wa rd . " Ich ste l l e  m i r  gerne  vor, d a ß  d ie­
ser Film Kü nst lern e inen neuen Weg e röffnet, d ie 
Welt zu sehen, und  e ine  völ l ig neue Pa l ette von 
Mögl ichke iten, sie zu  besch re i ben .  Ich hoffe, d a ß  s ich 
letzt l ich Künst le r  dazu entsch l ießen werden ,  m it 
Live-Act ion-F i l mgemälden zu a rbeiten statt m it ste­
henden H i ntergru ndgemä lden - und  v ie l le icht 
haben wir  das j a  i n it i i e rt." 

WHAT DI?EAMS MAY COME. D I R E CTO R :  VI N C E N T  WAR D  PRODUCERS :  STE P H E N  S I  MON AN D BA R N ET BAI N . VFX A RT D I R ECToR: J OS H UA 
ROS E N .  VFX S U P E RV ISORS :  J O E L  HVN E K  A N D  N I CH O LAS BROOKS. VFX LI N E  PRODUCER :  DON NA LAN G STO N .  SOFTWARE  CR EATO RS: P I E R R E  
JASM I N. P E T E R  LITW I N OW ICZ. 3 D  S U P E RV ISOR :  M I K E  S C H M ITl I N  COLLABORATION WITH T H E  VFX COMPA N I ES :  PAC I F I C  OCEAN POST. 
MASS. I LLUS ION .  D IG I TAL  DOMA I N ,  G IANT K I L L E R  ROBOTS, MOBIL ITV, SHADOWCASTER AND LU N A R F I S H .  _ Wilat Dreams May (ome 

("H i nter dem Horizont") Regle Vincent Ward. Produzenten Stephen Sllllon und Barnet Bam.  VFX Art·Dl rector Jos h u a  Rosen. VFX 
Su pervisors Joe l Hynek und N lcholas Brooks. VFX Llne Producer Don na Langston Software Creators Pierre Jaslll i n. Peter Lltwinowlcz 
3D-Supervisor M i ke Sch IllItt U nter der Mitwi rkung folgender VFX Firlllen: Paclflc Ocean Post. Mass i l l us lon,  Digital DOlll a i n  sowie 
G lant K i l le r  Robots, Mobt l ity, Shadowcaster u nd Lu n a rfish 
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G U  N N E S S  " S U R F E R " c C - C o m pu t e r  F i l m  C o m pa ny 

Fo r severa l long seconds  the ca mera l i ngers on a 
ma n's face. He is wa it i ng. At l a st we cut to h a nd­
he ld  footage fo l lowi ng  the  man a nd  h i s  t h ree 
compan ions, a l l  ca r ryi ng  s u rfboa rd s .  They h u r i 
themselves i nto a heavi ng  ocean .  The u lt imate wave 
ha s  a rr ived. lt sta rts to ro l l  and  we see that the men  
a re not a lone .  The sp i r it of the wave is  phys i ca l ly 
e m bod ied i n  enormous wh ite horses wh ich a re 
c h a rg ing t h raugh the  water with them.  Above, 
be low and  i n s ide the wave men a nd  horses s u rge 
t h r i l l i ng ly forwa rd . 
Th i s  a ston i s h i ng  vi s u a l  effect was created by The 
Com puter F i l m  Com pa ny for the l atest G u i n ness 
te lev is ion com merc i a l , "Su rfer", wh ich fi rst a i red on 
17th  Ma rch 1 999. 
Acc l a imed d i rector Jonatha n  G l azer has  co l l a borated 
with CFC before, i n it i a l ly with the N i ke "Pa rk l ife" 
com merc i a l .  The com pa ny a l so prad uced some 
a l a rm ing ly rea l i st ic  effects for h i s contravers i a l  
m us ic  v ideo for U .N . K. L. E . , "Ra bb it i n  You r  Head­
l ights ." " lt was the  pa i nter ly q u a l ity that C Fes 
des igners b rought to one of the U .N .K. L. E .  shots that 
gave me the confidence I needed that they cou ld 
h a nd le th i s  work," reca l l s  G lazer. "I wa nted some­
t h i ng  that was mytho log ica l and yet utterly rea l .  
Work ing with such contra st i ng e lements, one l iq u id ,  
one m uscu l a r  a nd  so l i d ,  they p rod uced of the most 
ext raord i n a ry com pos it i ng  work I 've seen ." 
Ru mour  ha s  it that the  b rief for the com merc ica l 
was d a u nt i ng  enough to frighten off some other 
effects houses but, says Sen ior Vi s u a l  Effects De­
s igne r  Paddy Eason ,  "Th e  sca ry jobs a re the ones that 
m a ke a l l  th i s  worth do i ng." 
A n u mbe r  of ways of ach iev ing the creative tea m's 
v i s ion were cons idered, i nc l ud i ng do ing it a l l  as CG, 
o r  u s i ng  rea l  waves but CG horses, both of wh ich 
wou ld haven given the team greater contra l but, a s  
Eason  notes, "We a re very awa re that the k i nd  of 
h a p py acc idents you get i n  the rea l wor ld ,  the natu ­
ra l movements of waves a nd horses, wi l l  a lways give 
you a bette r shot .  So o u r  fi n a l  cho ice was to use rea l 
waves a nd  horses, where necessa ry add i ng  CG water 
a n d  the odd CG horses leg." Dom i n ic Pa rker, head of 
3D, adds :  "We wa nted to fi nd a way of convey ing the 
chaotic a nd  vio lent dyna m ic of the fi l m  u s i ng CG 
e lements to fi l l  i n  the  ga ps from the shots-u nder­
water  hooves, bubb les, s u rf, spray, and  spu me." 
The fi lm  ce lebrates the p leasures i n  store for those 

Etl iche l a nge Seku nden h i n d u rch  verwei lt d i e  
Ka mera a uf dem Ges icht e i nes Ma n nes.  Sch l ieß l ich 
sch ne iden  w i r  um a uf e ine Handkamera ,  d ie den 
Mann und se ine d re i  Gefä h rten verfo lgt, d ie a l l e  
S u rfbretter t ragen .  S i e  werfen s i c h  i n  den  a ufge­
wüh lten Ozean ,  u nd  d a n n  kom mt end l i ch  d ie Wel le 
a l le r  Wel l en .  S ie  beg i n nt zu ro l l en ,  u nd w i r  erken­
nen ,  daß d ie Mä n ne r  n icht a l le i n  s ind .  Der Ge ist der 
Wel l e  mater i a l i s ie rt s i ch  in r ies igen wei ßen Pfe rden ,  
d ie m it den  S u rfern d u rch  das  Wasser toben .  Ober­
h a l b, u nterh a l b  u n d  i n nerha lb  der  Wel l e  stü rmen 
Menschen u nd Pferde nach vorne. 
D ieser e rsta u n l iche v i sue l l e  Effekt wu rde  von The 
Com puter  F i l m  Company fü r den neuesten  TV­
Werbespot von G u i n ness prod uz iert, de r  u nter dem 
Titel Suifer e rstma l s  a m  1]. März '999 a usgestra h lt 
wu rde .  
Der gefe ie rte Regisse u r  Jonathan  G lazer  hatte 
bereits z uvor m it CFC zusam mengea rbe itet, u n d  
zwa r a m  Parklife-Spot f ü r  N i ke. D i e  Company h atte 
a uch e i n ige bestü rzend rea l isti sche Effekte fü r se i n 
umstr ittenes Mus i kv ideo Rabbit in Your Headlights 
fü r U .N .K. L. E .  produz ie rt . "Es i st d i e  ma ler i sche Qua­
l ität, d ie d ie Leute von C FC bei e i ner  der  U .N .K. L. E .­
E i nste l l u ngen zusta ndebrachten, d ie m i r  das  nöt ige 
Vertra uen ga b, daß s ie a uch d iese Aufgabe erfü l lten 
kön nten", e ri n ne rt s ich G l a zer. " l ch  wol lte etwas, da s  
zug le i ch  mythol og isch u n d  doch rea l  a n m utet. Be i  
der  Arbe it  m it so kontra st ierenden E lementen -
e i nes fl üss ig ,  e i nes m usku lös u nd fest - haben s i e  
e i n es der  ersta u n l i chsten Kom posit ionswerke ge­
schaffen ,  da s  ich je  gesehen habe." 
Gerüchteweise w i rd ber ichtet, daß schon das 
Expose fü r den Werbespot a nspruchsvo l l  gen ug 
wa r, e i n ige a ndere Effekt-Häuser  a bzusch recken ,  
a ber, so ber ichtet der  Sen ior  Vis ua l  Effects Des igner  
Paddy Eason, ,,d i e  a bschreckenden Jobs  machen das  
ganze  e rst spa n nend ." 
Es wurden  versch iedene Mögl ich keiten z u r  Umset­
zung  de r  V is ionen des kreativen Tea ms a ngedacht, 
d a runter a uch d ie Va r ia nte, a l les d u rch  Com puter­
grafi k z u  erste l l en  ode r  a be r  echte Wel l en  und  com­
pute rgener ie rte Pferde z u  ben utzen .  Be ides hätte 
dem Tea m  meh r  Steueru ngsmög l i ch ke iten gege­
ben, a be r  - sagt Eason - "w i r  s i nd  u n s  dessen 
bewu ßt, daß d ie k l e i nen  Zufä l le in der  rea len Welt, 
d ie natür l i chen Bewegu ngen  von Pferden und  
We l le n  e i nfach i m mer  d ie besseren Aufn a hmen 
ergeben .  Desha l b  h aben wi r  letzt l i ch  besch lossen, 
echte Pferde und echte Wel le n  zu verwenden u nd -
wo nöt ig  - CG-Wasser u nd das  e i ne  oder a ndere 
Pferdebe i n  h i nzuzufügen." Dom i n ic Parker, der  
Le iter der  3D-Abte i l u ng, fügt h i nzu :  "Wi r  wol lten 
e i nen  Weg fi nden ,  d ie chaot ische und fast gewa lt­
tätige Dyn a m i k  des F i lms  zu verwenden u n d  d ie 
Com putergrafi k z u m  Fü l l en  der  Lücken i m  ged reh­
ten Mater i a l  verwenden - H ufe u nter Wasser, 
B l a sen ,  G i scht und  Schaum ." 
Der Fi l m  fei e rt d ie Freuden ,  d ie jener  h a rren ,  d i e  zu  
wa rten verstehen ,  nur  - den Luxus des Wa rtens  



p repa red to wa it, 
though wa it i ng  was 
not a l ux u ry ava i l a b l e  
to  the  tea m  at  CFe. 
"A lthough we'd 
obvious ly done some 
p l a n n i ng, the re's o n ly 
so much  you ca n do i n  
adva nce with th i s  sort 
of mater i a l , "  says 
Rachae l  Penfo ld ,  Sen io r  
Visu a l  Effects Prod ucer 
at C FC, "The s u rfers 
were shot i n  Hawa i i  a n d  we'd g iven the c rew as 
much i nformat ion as  poss i b l e  beforeh a nd a bout 
what we hoped for, but we rea l ly h ad  no idea what 
we wou l d  get-the s i ze of the  waves, the  weather, 
so much  was beyond ou r  contro l .  Once we had a 
rough cut, we used it to dec ide what we needed 
from the 3 d ay stud io  s hoot of ho rses, t i p-ta n ks and  
sp ray. We shot these e l ements at very h igh speed 
us i ng a Photoson ics ca mera ,  so we had  thousands of 
feet of fi l m  wh ich we u sed to c reate a l i b ra ry of 
images wh i ch  the tea m cou ld d raw on ." 
The footage was shot, com pos ited a n d  had  FX added 
i n  co lou r before bei ng  tra nsformed i nto b l ack  and  
wh ite, so that the  fi n a l  l ook  i s  not sta rk but  has  a 
ra nge of mercu r ia l g reys, h e l p i ng convey the chaos 
s u rround i ng  the  s u rfe rs .  
The p roject was headed at CFC by Paddy Eason and  
Dan  G l a ss, though the  fi n i shed fi l m  d rew on sk i l l s  
from r ight ac ross C FC's a reas  o f  FX  expert ise. "The 
com post i ng  was done by Paddy, Ad r i a n  de  Wet and 
myse lf," exp la i n s  G l a ss, "We u sed C i neon ru n n i ng on 
S i l i con G ra ph ics mach i nes .  Key l ight (keyi ng softwa re, 
deve l oped i n  house but now com merc i a l ly ava i l a b le) 
was i nva l u a b l e  d u r i ng  t h i s p rocess." S i l i con G ra p h ics 
a l so s upported Matador, wh i ch  Gavi n Toomey and  
Alex Payma n  used for the  pa i nt wo rk .  Dom i n ic Pa rker 
a nd R i cha rd C l a rke worked on the 3D e l ements us i ng  
Houd i n i , Maya & Renderma n,  a nd the  fi n a l  conform 
a nd grade  was comp l eted on Dom i no by Tom 
Deben h am .  

C F I C Tho Comp .... FI ' m  Com,,", 

kon nte s ich da s  C FC­
Team n icht e r l a u ben .  
"Obwoh l  w i r  natür l i ch  
e i n ige P l anu ngen 
gemacht h atten ,  ka n n  
m a n  bei d i eser Art 
Mater i a l  n u r  begrenzt 
im vora us  p la nen", sagt 
Rachae l  Penfo ld ,  Vi s ua l  
Effects Prod uce r  be i eFC 
"Die S u rfe r wu rden i n  
Hawa i i  a ufgenom men,  
u nd wi r  hatten de r  Crew 

so viel an Vora b i nformation über  un se re Wü nsche 
gegeben, wie w i r  konnten, aber  wi r  wu ßten n icht 
wirk l ich ,  was wir erha lten würden - das Wetter, d i e  
Wei lengröße und  v ie les andere l ag a u ßerha l b  
unserer  Kontro l le .  A ls w i r  den ersten Roh schn itt 
hatten, wu rde  a uf dessen Bas is festgelegt, was w i r  
von den  d re itägigen Stud ioaufnahmen m it den  
Pferden i n  K i pp-Becken und m it Sprü h masch i nen  
brauchten .  Diese E lemente wurden m it e i ner  
Photosan ics-Hochgeschwi nd igkeitska m era a ufge­
nommen, so d a ß  wi r  et l iche h u ndert Meter F i lm  
hatten, von denen  e i ne B i l db i bl iothek zusam men­
geste l lt wurde, a u s  der s ich das Tea m  bed ienen 
konnte." 
Außenaufnah men,  Montage und Effekte wurden 
i n  Fa rbe hergestel lt, bevor das Prod u kt i n  schwa rz­
weiß  umgewande lt wurde. Dies l äßt den Spot 
n icht so ha rt e rsche inen ,  sondern g ibt i h m  e i ne  
Pa lette von q u ecks i l bera rt igen G ra utönen,  d ie das  
Chaos, das  rund u m  d i e  Su rfer herrscht, noch 
unterstre ichen .  
Das Projekt wu rde bei eFC von Paddy Eason u nd 
Da n G lass  ge le itet, wen n  a uch das  Prod u kt l etzt­
l ich in a l len Bere ichen von den Specia l-Effects­
E rfah ru ngen von CFC zehrt .  "D ie  Kom pos it ion 
wurde von Paddy, Ad r i an  de Wet und  m i r  
gemacht", e rk l ä rt G lass. IIWi r ha ben C i neon a uf 
S i l icon G ra ph i cs Masch i nen e ingesetzt. Keyl ight 
(ei ne i m  Ha use entwickelte, jetzt aber a uch kom­
merz ie l l  e rhä lt l i che  Key-Softwa re) wa r bei d iesem 
Prozeß von u nschätzba rem Wert." S i l icon G raph ics 
unterstützte a uch Matador, das Gavin Tom mer  
und Alex Payma n  fü r d i e  Ma la rbeiten e i ngesetzt 
haben .  Dom i n i c  Pa rker  und R ichard C la rke h aben  
an  den  3 D-E l ementen gea rbe itet (m it Houd i n i , 
Maya u nd Renderma n) , und  d i e  endgü lt ige 
Abgle ich u ng und  Fert igste l l ung  erfolgte d u rch 
om Deben h a m  m it H i lfe von Domi no. 

TH E COMPUTER F I LM CO M PANY (UC) WAS FOU N D E D  IN 1984 I N  LO N DON.  CFC P ION E E R E D  THE WORLD'S F I RST D I G ITAL F I LM SCAN N I NG ,  
I MAG E PROC E S S I N G  A N D  R E CO R D I N G  S E RV I C E  AT  F U LL C I N E MA QUALlTY, FOR W H I C H  T H E  COM PANY H AS R E C E IVED  TWO TEC H N ICAL ACA D E MY 
AWAR DS® F ROM T H E  ACA D E MY OF MOT ION P I CUTU R E  ARTS AND SC I E N C E S. _ Computer F i lm Company (C FC) wurde 1984 in London 
gegrü n det. S ie  wa r d a s  erste U nternehmen,  das d ig ita le  F i lmscans, Bi ldvera rbeitung und Spez i a ld ienstleistu ngen i n  vol ler  K inoq u a l ität a n bot. 
wofür die F i rma a uch zweima l  den Tech n ischen Academy Award der Academy of Motion Plcture Arts a nd SClences erh ielt.  
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A V I  
1 543- A Portuguese s h i p  d rops a nchor for the fi rst 
t ime before J a pa n ,  ma rk ing the begi n n i ng of a n  
expa ns ion i nto t h e  Fa r Ea st; new trade routes a re 
opened u p  a nd the re i s  a n  i ntens ive cu lt u ra l  
exchange .  
Th i s  event was ca ptu red on a l a rge col l ect ion of 
pa i nted wa l l  pane l s  i l l u st rated by a J a pa nese a rt i st, 
wh ich t hu s  c reate a n  a nt ique sna pshot of the 
encou nter between two wor lds on wooden pa ne l s  
em bossed with  go ld - I eaf. The p i ctu res reflect the i r  
a m u sed, a ma zed and  sometimes confu sed im pres­
s ions of these peop le  from the West, with the i r odd 
customs a nd long noses, br i ng ing st ra nge a n ima l s  
with t h em  a nd u n known objects l i ke gu ns .  

The Desi g n  and Electro nic  Rea l izat i o n  

of the Fi l m  A viagem 

The work A viagem, generated i n  fi lm  reso l ut ion,  was 
com m iss ioned fo r the  Portuguese Pav i l ion at the 
L isbon Expo 98 a nd was c reated by the same tea m 
that had made Cites anterieures: Bruges i n  1995 
(O i rector: Ch r ist ia n Bou sta n i ,  Images and  Specia l  
Effects: A l a i n  Esca l l e ) .  
The tech n i ca l  a nd v i s u a l  rea l i zation was i ntended to 
be done on the ba s i s  of a storyboa rd, wh ich proved 
to be a n  e l a borate a nd t i me-consu m i ng p roject 
(n i n e  months post-p rod u ction ! ) , with tasks ra ng ing 
from co lor  stud ies based on co lor  ca rds  before the 
shoot ing sta rted (d i rected by Ch r ist i a n  Bousta n i , 
l a st i ng  for two weeks), d i recti ng the spec ia l effects 
d u r i ng  the s hoot i ng, to the creat ion of the graph i e  
e lements a nd d i rect i ng  t he  post-p rod uct ion tea m 
com pr i s i ng  a bout twenty peop le .  
The fi lm  uses seve ra l d ifferent k inds of com puter 
gra ph i e  e l ements: 20 objects (computer generated 
decorat ive e l ements in the trad it ion of J a pa nese 
screens) , p u re 3D  effects a nd e lements from exist i ng  
fi l m  mate ri a l  i n  both h igher  and  lower reso l ut ions .  
The fi lm  e lements were d iv ided i nto two grou ps: 
1 .  The overa l l  v iews a nd other sett i ngs req u i r i ng  a 
h igh reso l ut ion , 42 m i n utes a ltogether, wh ich were 
sca n ned in with 2K at C i nesite, London, and  
2. the sett i ngs for wh i ch  a norma l  v ideo reso l ut ion 
was s uffic ient (a mount i ng  to five hou rs of p ict u re 
mater i a l ,  sca n ned by Afte r  Movies) . 
The 20 e l ements were p repa red by an ass i sta nt a nd 

111 543- Zu m e rsten  Ma l  l äßt e i n  portug ies i sches 
Sch iff vor J a pa n  den Anker  fa l len,  und d ies mark i ert 
den Begi n n  e i ne r  Expa ns ion in den Fernen Osten ,  
neue  Hande l srouten werden eröffnet u nd e i n  i nten­
s iver ku lt u re l le r  Austa u sch fi ndet statt . 
Das E re ign i s  wurde a uf e i ner großen S amm l u ng  
von gema lten Wa ndsch i rmen festgeh a lten, i l l u ­
str iert von j apa n i schen Kü nst lern,  d i e  d a m it e i nen  
a nt i ken  Schnappsch u ß  der  Begegnung zwe ier  Wei ­
ten a uf b lattvergoldeten Ho lzpanee len festgeh a lten 
h aben .  D ie  B i lder  reflekt ie ren  i h re a m üs i e rten, 
e rsta u nten und b iswe i l en  verwi rrten E i nd rücke von 
d iesen Menschen a u s  dem Westen, m it i h ren e igen­
a rt igen Gebrä uchen und  i h ren  l a ngen N asen, d ie 
seltsa me Tiere m itbr i ngen  und  so un beka n nte Ge­
genstä nde wie d ie Geweh re." 

Zur Bildgestaltung und elektronischen 
R ealisierung des Films A viagem 

Das i n  F i lmauflösung  gener ierte Werk A viagem i st 
e i ne  Auftragsa rbeit fü r den portug ies ischen 
Pavi l lon  a uf der  Li ssa bonner Expo 98 u nd wurd e  
von jenem Tea m  geschaffen,  das  1 9 9 5  bere its Cites 
anterieures: Bruges rea l i s i e rt hatte (Le it ung: 
Ch r ist i an  Boustan i ,  B i l de r  und  Specia l  Effects: A l a i n  
Esca l le) .  
Auf der  Bas is e i nes Sto ryboa rds  sol lte die tech n i ­
sche  und  v i sue l le Umsetzung  des F i lms  stattfi nden, 
was s ich a ls u mfangre iches und  l a ngwieriges P ro­
jekt e rwies (neu n Monate Post-Prod uct ion ! ), wobei 
die Aufga ben  von Fa rbstud ien a n hand  von Fa rbka r­
ten vor den Dreha rbeiten (Le itung :  Ch r i st i an  
Bousta n i , Dauer: zwei Wochen)  über  d ie Le it ung  der  
Spez i a l effekte wä h rend der  Aufnahmen b is  z u r  
Schaffu ng d e r  grafi schen E lemente und  d e r  Le it ung  
des  rund zwanz igköpfigen Post-Prod uct ion-Tea m s  
re ichten. 
Der F i lm ve rwendet mehrere Arten von com puter­
grafischen E lementen: 2D-Objekte (auf dem Com­
puter e rzeugte Dekore lemente i n  der  Trad it ion j a pa­
n i scher Pa ravents), re i ne  3D-Effekte und  E lemente 
a us dem sowo h l  in hoher  wie n iedr ige r  Auflösu ng 
vor l i egenden F i l m materi a l .  
D ie  F i lme lemente wu rden i n  zwei Gruppen e i nge­
te i lt: 
1 .  Die Gesa mta ns ichten und a ndere E i n ste l l u ngen ,  
d ie hohe Auflösung  e rforderten, i nsgesamt 
42 M i n uten, d i e  m it 2K bei  C i nes ite, London ,  e i nge­
sca n nt wurden,  u nd 2. jene E i n stel l u ngen, bei denen 
norm a le Videoa uflösung au s re ichend wa r ( i nsge­
sa mt 5 Stu nden B i l d mater ia l , e i ngesca n nt bei After 
Movies). 

Die 2D-E lemente wurden von m i r  und e i nem Ass i ­
stenten ü be r  fü nf Monate h i nweg vorbere itet. S ie 
b i l deten d ie grafische E i n he it  des F i lms  u nd ver­
sorgten me i ne m it der Kom posit ion beschäftigten 
Computergrafi ker, die a uf zwei Injerno- u nd zwei 



myself over a pe r iod of five months .  They p rovided 
the bas is for the  g ra p h ica l u n ity of the  fi lm  and were 
give n  to the  com puter gra p h ics a rt i sts, who worked 
on the  com posit ion with two Inferno a n d  two Flame 
com p uters .  These we re l i n ked for t h i s p roject with 
the post-p rod uct ion company TR IX, wh ich i s  we i l  
known i n  t h e  fie l d  of r ides a nd a n i m at ion .  Alto­
gethe r  the re were six peop le work i ng  d ay a nd n ight 
fo r a l most fou r  months  on the  com posit i ng .  
Pu re 3D e l ements we re i n serted at va r ious p l aces i n  
the  fi l m .  These a re essent i a l ly s im p le  3D  mode ls 
a n i m ated a nd textu red with Inferno/Flame. These 
e l ements i n c l ude  the s h i p  (wh i c h  was someti mes 
a l so de r ived from a model fi l med wit h motion 
contro l ) ,  the  sea monster (whose decom pos it ion i n  a 
wave was c reated as a n  a n i mat ion u s i ng  Inferno), 
the b rea k i ng vesse l  (the saffron it conta i n s  was 
m ade  as  a pa rt i c l e  a n i mat ion with Inferno and  with 
i n d iv id u a l  spa rks l i ke Sapphire a nd Sd monters), and  
the  fly i ng  dee r  at the  end  of  the  fi l m .  They we re c re­
ated with i n  two month s  by e ight peop le u s i ng the 
p rogra ms  Explore and Softimage. A typ ica l sett ing 
l i ke the  one at  the  begi n n i ng  is  re l at ive ly long and 
ve ry com p lex - the  rea l i zat ion of the  fi rst m i n ute 
con s u med a bout two months of work  on a Flame 

Flame-Rech nern a rbe iteten, d i e  fü r d iese Ge legen­
he it von der  eher  i m  R i de- und An i mat ionsbereich 
beka nnten Post-Prod uct ion-F i rma TRIX zusa m men­
gehä ngt wu rden .  I n sgesa mt haben  sechs  Leute 
über fast v ier Monate Tag und N acht am Com posi­
t ing gea rbe itet. 
Re i ne 3D-E lemente wu rden an versch iedenen Ste i ­
len des F i lms  e i ngesetzt u nd s ind i m  wesent l ichen 
e i nfache 3D-Mode l le, d ie m it Inferno/Flame a n i­
m iert u nd textu riert wurden .  Zu d iesen E l ementen 
gehören  das Schiff (das  manch m a l  a uch  a u s  e i nem 
m it Mot ion-Control gefi l mten Mode l l  a bge le itet 
wurde), de r  Seed rache (se i n e  Deko m posit ion i n  e i ne  
Wel le wu rde m itte ls  Inferno geschaffen ), das  ze rbre­
chende Gefä ß (der  Safra n, den es enthä lt, e ntsta nd  
a l s  Pa rt i ke l a n imat ion m it Inferno u nd m it e i n ze l nen  
Spa rks w ie  Sapphire u nd Sd monters) u nd d ie fl i e­
genden H i rsche vom Sch l u ß  des F i lms .  S i e  wurden 
m it den Program men Explore und  Softimage von 
acht Leuten i n nerh a l b  zweier Monate geschaffen .  
E i ne  typ i sche E i n ste l l u ng  w ie  jene  a m  Anfa ng des 
F i lms i st z iem l ich l ang u nd seh r kom plex - d ie Rea l i ­
s ierung der  ersten M i n ute versch l a ng  rund  zwe i  
Monate Arbeit a uf e i ner  Flame-Masc h i ne .  

D ie Szene setzt s ich wie folgt zusa m men :  

1 .  Al lgemei ne  Ans icht d e s  Hafens  von L i ssabon (s ie 
wurde zur Gänze a us n iedr ig a ufge lösten E lemen­
ten im Zentru m des Hafens  zusa m mengesetzt, wo­
bei der Hafen a l s so lcher a uch hocha uflösend  da r­
geste l lt wu rde, nachdem er z uvor a u s  E l ementen i n  
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m a ch i ne .  The scene  is com posed as fo l iows : 
1 .  G enera l  v iew of the  L is bon ha rbor . . .  (th i s  was 
com posed ent i re ly of low reso l ut ion e lements i n  the 
m id d le of the  ha r bo r, whereby the ha rbor itse lf was 
rep resented i n  h igh  resol ution after be i ng  fi rst com­
posed of  e lements i n  norma l  v ideo reso l ut ion) ,  . . .  
wh ich fades i nto: 
2 .  a ca mera pa n n i ng over the facade of a bu i l d i ng  (a 
v i rt ua l ca mera pa n in the mach i ne  [Flame] ove r the  
facade, wh i ch  i s  a retouched photo of  a h i stor ica l 
b u i l d i ng i n  L i sbon .  The roof is a 3D mode l  rende red 
a nd textu red i n  Flame. The peop le  were i nserted i n  
t h e  p i ct u re at the end .) 
T h i s  i s  l i n ked with : 
3- a pa n t h rough the c rowd and  ac ross 
t he  ma rketp la ce. (Th i s  i s  a convent ion a l  
fi l m  ca mera pa n p ut together from th ree 
s hots done with mot ion control for 
fi n a nc i a l  reasons, beca u se we d i d  not 
h ave enough ext ra s .  On the whole, the 
po i nt was to ba l a nce the th ree shots, 
m u lt i p ly the c rowd and  c reate a v i rtua l  
d ecor with Inferno based on the  gra ph ie 
e l ements. I n  tu rn ,  th i s  was to be faded 
i nto the th ree-d imens iona l space of the 
ca me ra pan [vi rt u a l  ca mera of Flame] .) 
Th i s  fades i nto: 
4.  C ross i ng  the pa ne l  screen a nd a fl a shback to the  
s h i p  t rave l i ng  to  J a pa n  (movement a nd  vi rt u a l  decor 
c re ated with Flame/Inferno on the bas i s  of gra ph ie  
e l ements [sky, c l ouds  a nd  ocea n a re a n i m at ions] ,  a nd 
t he  s h i p, wh ich  is a p u re 3D e lement [Explore], i s  
cop ied i n ) .  
Tyi ng  i nto th i s  i s :  
5 .  The a rr iva l i n  the  sc ient ist's ca b i n  (created ent i rely 
i n  the  v i rt u a l  s pace of Inferno/Flame, begi n n i ng  with 
photogra ph i e  e l ements and a h igh reso l ut ion sca n of 
t he  person ) .  
The  computer gra p h ie work  of the fi l m  thus  u ses 
very d ifferent tech n i q ues, which a re the resu lt of a n  
i nten s ive study of t h e  technologica l poss i b i l it ies, 
a lthough the re is someth i ng handcrafted a bout the  
a pp l icat ion ,  wh ich  I p refer, beca use i t  conveys more 
emot ion with the work a nd  makes the images look 
less  synthet ic .  

norma le r  Video-Auflösu ng  kom pon ie rt worden 
wa r), d i e  ü ber leitet i n :  
2. E i n e  Ka merafa h rt ü be r  d ie Fassade e i nes Gebä u­
des (vi rtue l l e  Ka merafa h rt i n  der  Masch i ne  [Flame] 
ü be r  d i e  Fassade, welche  e i n  retu sch ie rtes Foto 
e i nes h isto ri schen Ba uwerks i n  L issabon i st .  Das 
Dach i st e in i n  Flame gerendertes u nd texturie rtes 
3D-Mode l l .  Die Personen werden  zum Sch l u ß  i n  das  
B i l d  e i ngesetzt.) D ies verkn ü pft s i ch  m it: 
3- e i ner  Fah rt d u rch d ie Menge u nd ü ber  den Ma rkt­
p l atz. (D ies i st e i ne  gewö h n l iche  F i lm-Ka merafa h rt, 
d i e  s ich a u s  d re i  Aufna h men zusam mensetzt, wei l  
w i r  n icht genug  Statisten hatten ,  u nd a us fi n anz ie l ­
len Gründen  m it Mot ion Control d u rchgefüh rt 
wurde. I n sgesa mt g ing  es da rum,  d ie d re i  Aufnah -

men a bzug le ichen ,  d i e  Menge  zu  vervie lfä lt igen 
und m it Inferno e in v i rtue l les Dekor a uf der Bas is 
der grafischen E l emente zu  e rzeugen, das  se iner­
se its i n  den d re id i mens iona len  Ra u m  den Ka mera­
fa h rt e i ngeb lendet wi rd [vi rtue l l e  Kamera von 
Flame].) Dies b lendet ü be r  zu :  
4. Ü berq uerung des Pa ravents u nd F lash-back a uf 
das  Sch iff a uf der  Fa h rt n ach J a pa n  {Bewegu ng u nd 
v i rtue l les Dekor i n  Flame/Inferno a uf der  Bas i s  grafi­
sche r  E lemente erzeugt [H im mel ,  Wol ken  und Meer 
s i nd  An i m at ionen]  u nd Sch iff e i n kop ie rt, das e i n  rei ­
n e s  3D-E lement i st [Explore] ) .Dara n  sch l ießt s i c h  an :  
5 .  D ie  An kunft i n  der  Ka b i ne  de s  Wissenschaftlers 
(zu r  Gänze i m  v i rtue l l en  Ra u m  von Inferno/Flame 
e rzeugt, a u sgehend von fotografi schen E lementen 
u nd von der  hocha uflösend e i ngesca n nten Person) .  
D ie  com putergrafi sche Arbeit des F i lms  verwendet 
a lso seh r u ntersch i ed l iche Bearbe itu ngstechn i ken ,  
d i e  s ich aus  e i nem i ntens iven  Stud i u m  der  tech no­
logischen Mög l i ch keiten e rgeben h aben ,  wobei d ie 
Anwend u ng etwas Handwerk l iches a n  s ich h at, was 
ich a uch deswegen bevorzuge, wei l  es mehr  Gefüh l  
b e i  d e r  Arbeit verm ittelt u nd d ie B i lder wen iger syn ­
theti sch a ussehen l ä ßt. 
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M a n u e l  

As a n  ad  for the  Spa n i sh  Lotteries Orga n i zat ion ,  the 
Lottery Fantasy spot i s  a dep ict ion of a wonderwor ld 
where d rea ms  may come true .  
The most i m port ant cha l lenge for the Da i q u i r i / ­
S pa i n box tea m was an a rt ist ic one:  to create a nd 
v i sua l i ze a wor ld  wh i ch has no refe rence in rea l l ife 
a nd  succeed i n  rea l i z i ng p ictu res both su r rea l i st i c  
and  magic, b ut at the same t ime eas i ly u ndersta nd ­
a b l e  i n  an  adve rt i s i ng  l a nguage. 
There were no  major  p rob lems in the techn i ca l  fie l d  
except for the l ight i ng :  a l l  backgrounds  were s hot i n  
b road day l ight, a nd w e  h a d  t o  b e  very ca refu l with 
l ight i ng  and matc h i ng the refract ion of the l ight in 
the shots with the 3D  l ights. 
Among the too l s  used for the post- prod uct ion a n d  
v is u a l  effects were: Softi mage, for t h e  " Fa ntas i a "  
boat, the fa n s, the water for the  fi remen (with 
D i n a mat ion )  and the sea under  the Fa ntas i a  (with 
N atu ra l  FX from Arete), the t rum pets, the cast les a nd 
the fu nfa i r  with the  ca rs .  
A l i a s  and Maya were u sed to mode l  a nd a n i m ate the 
sa i l boats, the ca r rouse l  with d i a monds, and the 
ma rb les set at the beg i n n i ng of the spot . 
We worked with 3D  E qua l ize r  too a nd  rendered with 
Menta l Ray. F i n a l  com posit ing was rea l i zed on F l ame 
a nd Hen ry. 
The who le  tea m was com posed of 14 3D a rt ists a n d  
ed itors worki ng  for 2 months .  

S V "  
pa i n b o x  

Als Werbespot fü r d ie  span ische Lottogese l l schaft 
i st Fantasy d ie Da rste l l u ng  e iner  Wu nderwe lt, i n  der  
Trä ume wa hr  werden kön nen .  
D ie  größte Hera usforderung fü r das  Tea m  von 
Da iq u i r i /Spa i n box wa r künst ler ischer Art, galt es · 
doch, e i ne  Welt zu schaffen u nd v i sue l l  da rzuste l ­
l en ,  d i e  i n  der Rea l ität ke i ne  E ntsprech ung  h at, u nd 
d a be i  s u rrea l i st isch-magische B i lder  zu rea l i s ie ren ,  
d i e  dennoch i n  der  Kü rze der  Werbesprache  le icht 
ve rstä nd l ich s i nd .  
I m  techn i schen Bere ich gab es ke i ne Prob leme, 
a bgesehen vom Licht: A l l e  H i ntergründe waren bei 
vo l lem Son nensche in  a ufgenom men,  u nd wir 
m u ßten die Lichteffekte und Reflex ionen der 30-
Mode l l e  recht vorsichtig a n passen .  
W i r  verwendeten u .  a .  Soft image, u nd  zwa r fü r das  
Fantasia- Boot, das  Meer (m it Nat u ra l  FX  von Arete), 
fü r d i e  Trom peten, d i e  Sch lösser u nd den Vergnü­
gu ngspark m it den Wagen .  
A l i as  u nd Maya wurden z u r  Mode l I ieru ng u nd  An i ­
mat ion der  Segel boote, des Ka russe l s  m it den D ia ­
ma nten u nd fü r d ie  Kuge leffekte am Begi n n  des  
Spots verwendet .  
W i r  h abe n  a uch m it 3D Equa l izer gea rbeitet u nd 
m it Menta l Ray gerendert. Das a bsch l ießende 
Com posit i ng  erfolgte a uf F l ame und Har ry. I ns­
gesamt wa ren v ierze hn  3D-Kün st ler  und Mitar­
beiter zwei Monate a n  der  Prod u kt ion des S pots 
beschäftigt .  
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Ove r the l a st s ix  months Fue l  have prod uced, ed ited 
a n d  d i rected a ser ies of short fi lm s  u nder the t it le 
Original Copies. La st i ng  a pprox imate ly 25 m i n utes, 
the fi l m s  a re a cont i n uous  success ion of messages 
a nd com ments, u s i ng  a m ixtu re of gra ph ics, l ive 
act ion a nd  com pute r a n i mat ion .  
Original Copies featu res :  A sed uct ive seq uence of 
pornogra ph i e  st i l l s comb i ned with movi ng type to 
form a r id d i e  a bout A I DS; an a n i mated text na r rated 
by Pat r ick Moore exp l a i n i ng the He isen berg Theory 
of Cha nge, i l l u strated by l ive act ion seq uences of 
Fue l  i n  mot ion ;  a ser ies of l ive-act ion port ra its of 
young  video ga me p l ayers u nder  i ntense concen­
trat ion d u ri ng  a ga me; a nd a na rrated DNA text t hat 
s uggests the extent of genet ic control i n  the 
futu re-l ive-act ion footage of teenage k i ssers cut 
with fi l m  of a p it b u l l  te rr ier  t ra i ned to hang from 
the  bra nch of a t ree to st rengthen it's jaw lock .  A 
co l l a borat ion with J u e rgen Te l l e r, Kate Moss a nd 
writer Sha n na n  Peckh am  prod uced a five m i n ute 
sect ion ca l l ed Can I Own Myself, which asks 
q uest ions a bout the a uthors h i p  a nd  ownersh i p  of 
images. The comb i nat ion of Te l le r  a nd  Moss, ut i l i sed 
for the fi rst t ime  on v ideo, a l lows the v iewer to 
q u est ion the com merc i a l  and mora l  a pp l icat ions  of 
a n  image .  
The i r  fi lm s  have been screened at onedotzero '97 
a nd 'g8, at the I CA, the Card iff I nternat iona l  An i ­
m at ion Fest iva l '98,  Rotterdam Fi lm  Fest iva l 'gg a nd 
at the Lux c i nema .  

u r ra y. 5 t e p h e n S o  r re I I  

I m  La uf der  letzten sechs  Monate hat Fue l  e i ne  
Se r i e  von Ku rzfi l men  u nter dem Titel Original Copies 
prod uz ie rt, gesta ltet u n d  hera u sgebracht .  M it e i ne r  
Gesa mtdauer von ru nd  25  M i n uten s i nd  d iese F i lme  
e i ne  konti n u ier l iche Abfolge von  Nach r ichten u nd 
Kommentaren u nd verwenden e i ne  Misc hung a us 
G rafi k, Live-Act ion u nd Compute ra n imat ion .  
Original Copies u mfaßt: E ine verfü h rer ische Se­
q uenz  pornografischer Sta ndbi l de r  kom b i n ie rt m it 
bewegter Sch rift, d i e  e i n  Kreuzworträtsel z um 
Thema  A IDS  b i ldet; e i nen  a n i m ie rten Text von 
Patr ick Moore, der  d ie He i senbergsche Theor ie der  
Verä nderu ng er lä utert, i l l u stri e rt m it Live-Act ion­
Seq uenzen  von Fue l  i n  Bewegu ng; e ine Ser ie von 
Live-Act ion-Portra its hoch konzentr ierter j u nger 
Videoga me-Spie ler wä h rend  des Sp ie ls ;  u nd e i nen  
erzä h lten Text ü ber  DNA u nd das  Ausmaß der gene­
t ischen Steueru ng un se re r  Zuku nft - Live-Act ion­
B i lder  von küssenden J ugend l ichen m it e i ngeb len­
deten B i l dern e i nes Pit- B u l l -Terr iers, de r  d a ra uf 
tra i n ie rt i st, se ine B i ßkraft d u rch Hängen a n  e i nem 
Ast z u  ste igern .  
D ie  Zusa mmena rbeit m it J ü rgen Te l ler, Kate Moss 
u nd dem Sch riftste l l e r  S h a n n a n  Peckham e rga b 
e i ne  fü nfm i n ütige Sequenz  m it dem Titel Can I 
Own Myself, d i e  Fragen nach der  U rheberschaft u nd 
nach dem E igentum a n  B i ldern  a ufwi rft.  D ie e rst­
ma l s  i m  Video e i ngesetzte Komb i nat ion von Te l le r  
und Moss er lau bt dem Betrachter, d i e  kom merz ie l l e  
u nd mora l ische Anwendu n g  von  B i ldern z u  h i nter­
fragen .  
D ie  F i lme  von  Fue l  wu rden  be i  onedotze ro '97 u nd 
'g8, bei de r  ICA, be im Card iff I nternat iona l  
An imat ion Festiva l 'g8, dem Rotterdamer  F i lm 
Festiva l 'gg sowie be i  Lux C inema geze igt .  
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P H O TO R E A L  A L  C A R S · 
l a r ra t a n a  1 

The use of CG ca rs at D ig ita l Doma i n  was fi rst 
em p loyed as a tech n i q ue in the P lymouth "Neon" 
a utomotive advert i s i ng  ca mpa ign of 1996, wh ich  
presented a n u m ber  of p l ayfu l "Neons" bou nc ing off 
of an u nseen tra m po l i ne .  
Convent iona l  wisdom had  the ca rs bei ng  shot prac­
t ica l ly, and then m a n i p u l ated d igita l ly; howeve r, 
wo rk ing for d i rector Terry Winde l  I of A Band Apa rt, 
v is u a l  effects su perv isor Fred Ra imond i  ca me to the 
conc l u s ion that the most a rtist ic and  cost-effective 
way to ach ieve th i s  "effect" was to bu i l d  a nd 
a n i mate the ca rs d ig ita l ly. Ra imond i 's thought pro­
cess went someth i ng  l i ke th is :  "What does computer 
gra ph ics do best? The a n swer: s h i ny meta l l i c  th i ngs .  
D i ng-a ca r i s  a b ig s h i ny meta l l ic th i ng, so it s hou l d  
be nat u ra l ! " With th i s  i n  m i nd, he braught CG  s u pe r­
v isor E r i c  Ba rba a nd D igita l Doma i n 's Lightwave 
tea m on-boa rd to rec reate the photo-rea I look that 
was cruc i a l  to ma k i ng  the  spot wo rk. Re lyi ng on 
extreme ly h igh- reso l ut ion mode l s, the tea m created 
a l l  the textu res, down to the safety-gla ss deca l on 
the windows, that a l low the viewer to d i sti ngu i sh  
rea l ity fram fi ct ion-a nd ,  i n  th i s  ca se, practica l fram 
CG. Accord i ng to Ra i mond i ,  " I ight ing the ca rs be­
ca me the key e lement in the pracess. When rea l  ca rs 
a re l it, they use a F i sher  box, wh ich actua l ly i sn 't a s  
m uch l ighti ng the ca r a s  i t  is reflect ing a b ig  wh ite 
ca rd onto the ca r. So what we had the a rt ists do was, 
i n stead of putt i ng l ight sou rces over the ca r, we had  
them put a b ig  wh ite ca rd over the ca r. We then l ight 
that ca rd a nd ,  l i ke m ag ic, we had a great CG ca r." The 
bas ic  concept of CG ca rs took i ts  next step i nto the 
ma i n st ream with Dodge "Time" and  "Ti me 2." Us i ng  
a techn i q ue  s im i l a r  to  that emp loyed i n  the "Neon"  
spot, d i rector Terry W inde l i , th i s  t ime pa i red with 
vi s u a l  effects s u perv isor Ray G i a r ratana ,  had E r i c  
Ba rba and h i s  L ightwave team c reat ing fi rst, a Dodge 
Vi per; a nd then ,  for "Ti me  i', two add it iona l  d ig ita l 
veh ic les .  
With the 1 999 Pont i ac  ca mpa ign for GM and creative 
agency DMB & B, Metal City and  Metal Desert, d i rec­
tor Ray G i a r rata n a  sought to create a h igh ly sty l ized 
a nd  ent i re ly CG envi ro n ment with a photo- rea l CG 
ca r. l n  pa rt ic u l a r, the goa l of th is  ca mpa ign was to 
c reate d igita l ca me ra moves i ntended to "m ime" the 

D E S E RT & M E TA L C I T Y  
o m a l n  

Com putera n i m ierte Autos wu rden bei D ig ita l 
Dom a i n  e rstma ls  a l s  Tech n i k  fü r d i e  P lymouth­
"Neon"-Werbekam pagne des  J a h res 1996 e i nge­
setzt, a l s e i ne  Anza h l  ve rsp ie lter "Neons" von e i nem 
u n s ichtbaren Tra m po l i n  h ü pften .  
Der konvent ione l le  Ansatz sa h vor, d i e  Autos norma l  
z u  d rehen u nd dann  d igita l z u  man i pu l i e ren ;  be i  de r  
Arbe it m it dem Reg isse u r  Terry Winde I l  von A Band 
Apa rt a l l e rd i ngs ka m der  Visua l - Effects-Su pe rv isor 
Fred Ra imond i  z u  dem Sch l u ß, daß d ieser "Effekt" 
a m  künst ler ischsten wie kostengünst igsten zu 
erre ichen wä re, wen n  man  d i e  Autos zu r  Gänze 
d ig ita l ba ut und  a n i m iert. 
Ra i mond i s  Gedan kengänge wa ren etwa so: "Was 
ka n n  d ie Compute rgrafi k a m  besten ?  Antwort: 
G l ä nzende meta l l i sche  D i nge da rste l l en .  P l i ng !  - E i n  
Auto i st e i n  großes g lä nzendes meta l l i sche Objekt, 
deswegen m ü ßte das  ganz  n atü r l ich sei n ! "  
Gesagt, geta n - er ho lte Er ic  Ba rba a l s  C G  Su per­
visor u nd das Lightwave-Tea m von D ig ita l Doma i n  
a n  Bord, u m  j enen  fotorea l i st i schen Look zu e rzeu­
gen, der  fü r den Spot u ner lä ß l ich wa r. Mit H i lfe von 
Mode l len  i n  extrem hoher  Auflösung  erste l lte das  
Tea m  a l le  Textu ren ,  b i s  h i n  z u m  S icherhe itsg las­
Aufk leber  a n  den Fen stern, a n  denen der  Seher nor­
ma le rwe i se Rea l ität von F i kt ion u ntersch i eden 
ka n n, bez ieh ungsweise i n  d iesem Fa l l  Auto von 
Com putergrafi k .  La ut Ra imond i  wa r "d ie  Aus leuch­
tung der  Autos das  entsche idende E lement i m  
P rod u kt ionsprozeß. Wen n  e i n  rea les Auto fotogra ­
fie rt w i rd ,  d a n n  erfo lgt das  i n  e i ner  F i sher-Box, i n  
de r  n i cht s o  seh r d e r  Wagen a l s  v ie l mehr  e i ne  
wei ße Pappe be leuchtet wi rd, d i e  d ann  vom Wagen 
reflekt ie rt wi rd .  Anstatt a l so das Com putermode l l  
d es Autos ü ber Lichtq ue l l en  a nzu l euchten, l ießen 
wi r d i e  Kü n st ler  ebenfa l l s  e inen ,we ißen Ka rton'  
ü be r  da s  Fa h rzeug legen. Dieser wu rde  d a n n  a nge­
stra h lt - u nd wie d u rch Za u bere i  hatten  w i r  e i n  
großa rtiges CG-Auto." 
Das G rundkonzept der CG-Autos wurde fü r Dodge 
"Ti me" und  "Ti me 2" noch e i nen  Sch ritt weiterent­
wicke lt .  M it e i ne r  Tech n i k, die jener des "Neon"­
Spots ä h ne lte, l i eß  de r  Reg isse u r  Terry Winde I l  -
d iesma l  i m  Tea m  m it dem V isua l -Effects-Su perv i sor 
Ray G ia rrata na  - E ri c  Ba rba u nd seine Lightwave­
Mann schaft zunächst e i nen  Dodge Viper konstru­
ie ren ,  d a n n, fü r "Time 2", zwei weitere d igita l e  
Fah rzeuge. 
Mit  der 199ger Pont iac-Ka m pagne Metal City u n d  
Meta! Desert fü r GM und  d i e  Kreat ivagentu r  
D M B  & B versuchte d e r  Regisseur  Ray G i a rrata na  
e i n e  d u rchgestylte u nd a ussch l ieß l ich com puter­
grafi sche U mgebu ng  u m  e i n  fotorea l i s i sches CG­
Auto zu bauen .  Das H a u ptz ie l  bei d ieser Ka m pagne 
wa r es ,  d igita le Ka mera bewegu ngen e i nzufü h ren ,  
d ie d ie Cha ra kter ist i ken e i ne r  "echten "  Aufn a h me 



cha racter ist ics of pract i ca l photogra phy. l n  so dO i ng, 
G i a r rata na ,  with d ig it a l  d i rector of photogra phy E ri c  
Ba rba a nd  CG Su perv isor Wayne E ng l a nd ,  succeeded 
in pu sh i ng  the a n i mat ion to the next l eve l-tr ick i ng  
the v iewer i nto be l ievi ng that a p ract ica l veh ic le  had  
been  s hot a nd com pos ited i nto a d ig ita l u n iverse. 
Th i s  l atest se r ies of com merc i a l s  i s, in many respects, 
the c u l m i n at ion of the efforts of D ig ita l Doma i n  to 
b r i ng  CG ca rs to l ife; a nd perha ps, most i m porta nt ly, 
they rep resent the i nc reased flex i b i l ity that d igita l 
imag ing  p rovides i n  the c reat ion of adve rt i s i ng 
i mages. 
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im it ieren. Dabe i  schaffte G i a rratan a  es i n  Zusam­
menarbeit m it dem Le iter der  d ig ita l en  Fotografie 
E ric Ba rba u nd dem GC Su pervisor Wayne E ng la nd, 
d ie  An imat ion wiederu m a uf d ie nächsthöhere E nt­
wick lu ngsebene  zu heben :  Dem Betrachter wi rd 
suggerie rt, er sähe e i n  wirk l iches Auto, das  gefi l mt 
u nd in e i n  d igita les U n ive rs um h i ne i n kom pon iert 
wurde. 
Diese neueste Ser ie von Werbespots i st i n  v ie ler  
H i ns icht der  G i pfe l punkt der  Bem ü h u ngen von D ig i ­
ta l Doma in ,  CG-Autos z um Leben zu  br ingen,  und 
s ie  ist vor a l l em e i n  Be i sp ie l  fü r d i e  geste igerte F le­
x ib i l ität, d ie d u rch die d igita le B i ldvera rbeit ung  bei 
der Schaffu ng von Werbung mögl ich geworden ist .  
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G e o ff rey G u i o t Qn o"Ya�'!t J e r ö m e  M a i l l o t  / H e u re E xq u i s e  

I n  the  fou rt h  yea r  of com puter gra ph ics stud ies  at 
the Sup i nfocom the students a re req u i red to rea l i ze 
a fi lm  of severa l m i n utes i n  length us i ng  computer 
generated i mages.  
Geoffrey G u iot had a l ready thought of a story the 
yea r  before, wh i ch  centered a round the idea of 
h avi ng rea l peop le act i n  a computer generated 
envi ro nment .  
He  was soon jo i ned by B runo Larde and Je rome 
Ma i l lot (who was respons i b le for the post­
a poca lypt i c  atmosphe re) , a nd the tea m was com­
p lete. 
The t h ree sta rted work i ng  in September  1997 a nd 
we re soon g ra nted perm iss ion to sk i p  l ectu res. They 
met at B r uno's, where they had gathered the i r com­
puters. 
Geoffrey, who had a l ready düne severa l  videos with 
N ico l a s  Ca rse l ,  b rought h i m  to the tea m to en s u re 
the  cont i n u ity of d i a logue in the story. 
Geoffrey was a l so the  one who took ca re of a l l  the  
fi l m i ng. I n  a dd it ion ,  h e  made a rra ngements w ith  the  
sma l l  com m u n ity i n  the  nürth of  Fra nce, where he  
was l ivi ng a t  the  t ime, to  let t hem u se  t he  
com m u n ity's m u lt i pu rpose h a l l .  
Wo rk cont i n ued u nt i l  J u ne 1998.  The  fi l m i ng, done  
with H i 8, was done  pa ra l l e l  to  montage. The  tea m 
on ly h ad very l i m ited resou rces ava i l a b le  to them;  
they had  no b l ue  box, i n  part icu l a r, so  ext ract i ng  the  
i mages was very t i me-consum i ng. 
When the work  was presented to a j u ry of professors 
a nd  profess iona l s, it was awa rded the h i ghest ma rks 
a nd especia l ly ca ptu red the attention of Emma n ue l  
P revost, t he  prod uce r  at Gau mont Mu lt imed i a .  He  
was wi l l i n g  to  p rod uce the fi l m, wh ich had  sta rted 
as  a v ideo, a n d  ta ke it i nto cinema d i str i but ion .  
Du r ing the  s u m mer  a nd fa l l  of  1998 Geoffrey a nd 
E m ma n ue l  h ave been work ing on adapt ing the  fi l m  
for t h i s  pu rpose. 

Im v ierten Jahr der  Computergrafi k-Ausb i ld ung  a n  
d e r  S u p i nfocom müssen d i e  Studenten e inen  e i n ige 
M i n uten l a ngen Fi l m  m it com putergener ierten B i l­
dern rea l i s ieren. 
Geoffrey G u iot hatte s ich schon i m  J a h r  zuvo r  e i ne 
ku rze Gesch ichte a usgedacht, wobei d ie zentra le  
Idee dar in  besta nd, echte Menschen i n  e i ne r  com­
putergener ierten U mgebu ng agieren zu l a ssen .  
Ba ld  st ießen Bruno La rde und Jerome Ma i l lot (der  
fü r d ie post-a poka lypt i sche Atmosphäre verant­
wort l ich i st) dazu ,  u nd  das Tea m  wa r kom plett . 
I m  Septem ber  1997 bega nnen d i e  d re i  m it i h rer  Ar­
beit, u nd sehr  schne l l  wu rde  es i h nen  gestattet, den 
Vorlesungen fern z u  b le iben .  S ie  trafen s ich a l so be i  
Bru no, wo s ie  i h re Computer versa mme lt hatten .  
Geoffrey, der  bereits e i n ige Videos mit  N ico las  
Ca rsel rea l i s ie rt hatte, ho lte d i esen i n  d i e  Mann­
schaft, u m  d ie D ia logkont i n u ität der  Gesch ichte 
s icherzuste l l en .  
Geoffrey wa r es a uch, der  s ich um a l le Aufnah men 
k ümmerte. E r  erre ichte es a uch, daß  d ie k l e i ne  Ge­
me inde  i m  Norden Fra n kre i chs, i n  der  er  d a ma l s  
woh nte, i h m  d i e  Meh rzweckh a l le z u r  Verfügung 
ste l lte. 
D ie Arbeit d auerte bis in den J u n i  1998. Die Dreha r­
beiten ,  d i e  m it H i 8  rea l i s ie rt wurden ,  fa nden pa ra l­
le l  zur Montage statt . Das Tea m  verfügte n u r  ü ber  
ä u ßerst begrenzte M itte l , vor a l lem h atten s ie ke i ne 
B l ue  Box, u nd desha l b  wa r da s  Extra h ie ren  der  B i l ­
de r  besonders l a ngwierig .  
A ls  d i e  Arbeit e i ner J u ry aus  Professoren und  Profis 
präsent iert wu rde, e rh ie lt s ie  d ie beste Note und  
erregte vor a l lem d i e  Aufmerksa m keit von E mma­
n ue l  Prevost, dem Prod uzenten be i  G a umont M u lt i ­
media .  
Letzterer  wa r bere it, den Fi l m, der  a ls Video begon­
nen hatte, z u  prod uz ie ren ,  um ihn a uch  i n  den K i no­
ve rtr ieb neh men zu kön nen .  
Sommer  und  Herbst 1998 wa ren Geoffrey und 
E m m a n ue l  d am it beschäftigt, den F i l m  fü r d iesen 
Zweck z u  adapt ieren .  
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Two a l i en s, p i c k i ng  u p  s am pies of terrestr ia l l ife on 
ea rth, get confused by the new tra i n  between 
Mad r id a nd Va lenc ia  a nd m ista ke the t ra i n  for the i r  
own  space-craft.  
C reated i n  1 999, th is  i s  an advert i s ing spot for 
R E N  FE ,  the Span i sh  Ra i lway Com pany. 
The  Da i q u i r i /Spa i n box tea m, i n  cha rge of the post­
p rod uct ion a nd  3D vi s u a l  effects, computer 
gene rated a l most a l l  the e lements of the spot: the 
a l i e ns, the  l adyb i rd ,  the g rass where it l a nds, the 
a l i e ns '  attack, the a l i ens' wea pons and  accessories, 
the  ra i lway stat ion a nd  the tra i n  in some shots. 
The work  has been i m p lemented us i ng  Soft image, 
Maya a n d  A l i a s  softwa re, p l u s  a s peci a l ly deve loped 
Da iq u i r i / Spa i n box softwa re for enha nc ing the 
res ponse of the cha racters to l ight. 
Com posit i ng  was done on Henry a nd F l ame. 

O S. " . 5 . b a l q u l r t pa l n  o x  

Zwei  Außeri rd i sche - gerade  dam it beschäftigt, 
P roben i rd i schen Lebens e i n zufa ngen - werden  vom 
neuen Sch ne l l zug zwischen Mad rid u nd Va lenc ia  
verwi rrt, wei l s ie  ihn fü r ih r  Ra umsch iff h a lten . . .  
D ieser '999 geschaffene  Ku rzfi l m  i st e i n  Werbespot 
fü r d ie span ische E isen ba h n gesel l schaft R E N  FE .  
Das Team von Da iq u i ri /Spa i n box, das  fü r d i e  Post­
Prod uct ion u nd d i e  3D-Vi sua l  Effects zustä nd ig  war, 
hat fast a l le E lemente des Werbespots a uf dem 
Computer gener iert: d i e  Au ßer i rd ischen, den 
Marien käfer, das  G ra s, a uf dem er  vor dem E i ngre i ­
fen der  Auße ri rd i schen l andet, d i e  Waffen u nd 
Accessoi res der  A l iens, den B ahn hof und  i n  e i n igen 
E i nste l l u ngen a uch den Zug. 
Das Werk wurde m it Softimage, Maya u nd A l i a s  
gener iert, dazu  kam e i ne  von Da i qu i r i /Spa i n box 
se l bst entwickelte Software, d ie die Rea kt ion der  
Cha raktere a uf Lichteffekte verbessert. D ie  Kom po­
s it ionsa rbeit e rfolgte a uf Hen ry und  F l a me. 
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P h i l  T i ppe t !  Yc�ß a�e s  I T i pp e t !  S t u d i o  

O u r  entry cons i sts of excerpts of ou r  vi sua l effects 
work for the 1998 U n ivers a l  fi l m  Virus. Virus te i l s the  
story of  a g ia nt ma ra u d i ng, extraterrest r i a l l ifeform 
that man ifests itse lf a boa rd a Russ i a n  sc ience vesse l  
in an attem pt to batt le  the h uman  "vi rus" wh ich 
st rugg les to p reva i l  aga i nst it. T ippett Stud io  used 
com puter gra p h ie techno logies to met the cha l l enge 
of pe rfectly c reat i ng  a CG vers ion to match the fu l l  
sca l e  puppet of Go l i ath ,  th i s  g ia nt, com p lex, robot 
wh ich was com pr ised of over e leven h u n d red pa rts . 
M a ny tech no logies were used to model ,  l ight, com ­
pos ite, a nd a n i mate t h e  s ubtle, yet powerfu l per­
fo rma nce of Go l iath ,  one  of the most com p lex CG 
ch a racters ever c reated . Ti ppett Stud io was con­
tacted ha lfway th rough pr i nci pa l photogra phy to 
m atch the pract ica l Pu ppet with the CG vers ion .  
C ra ig H ayes s u pe rvised the vis u a l  effects a nd  
scrut i n i zed the puppet, tak ing comprehens ive 
measu rements p r ior  to commenc ing the comp lex 
a n d  deta i l ed mode l  wh ich even reflected the K-Y j e l ly 
a n d  red food co lo r ing smeared on the puppet. The 
Art Depa rtment worked up textu res a nd su rfaces for 
Go l i ath work i ng with the progra m m ing  depa rtment 
to d eve lop a va r iety of sh aders .  
With a l l  the mov ing pa rts there was the potent i a l  
for Go l iath to  a ppea r too busy, so  we mon itored the 
pa ntom ime  to i n s u re that i t  kept look ing l i ke what i t  
was-a mu lt i -ton meta l object cha rg ing a round .  
Gett i ng  a l l  the s u bt le  l itt l e  bits on s i xteen-fra me 
push - i n  shots of Go l iath was a cha l lenge, beca use 
we had to ca ptu re the l ive-act ion l ight ing p recise ly. 
Beca u se the fi les were so huge, J u l ie Newdo l l , 
o u r  l ight i ng  s u pervisor spent 
weeks figu r i ng  out a way to 
render  a nd l ight Go l iath .  
Footage of the fu l l - s i zed p rop 
on set, wh i l e  u sefu l as l ight ing 
refe rence, often  ha  nd i ca pped the 
a n i mat ion as  rea l ly h uge th i ngs 
ca n't be choreogra phed very we i l  

Unsere E i n re ich u ng besteht a u s  den  Vi sua l  Effects 
fü r den  1998 von U n iversa l he ra usgebrachten Fi l m  
Virus. Virus e rzä h lt d ie Gesch ichte e i ner  r ies igen 
ma rod ierenden a ußeri rd i schen Lebensform, d ie a uf 
e i nem russ ischen wissenschaftl ichen Ra u msch iff 
a ufta ucht, u m  den  "mensch l ichen Vi rus" zu be­
kä mpfen ,  de r  sich heft ig gegen den  Angriff weh rt. 
Ti ppett Stud i o  hat a l le  Reg ister de r  Compute rgrafi k 
gezogen ,  u m  e i ne  perfekte CG-Vers ion zu schaffen ,  
d i e  i n  a l le n  Deta i l s  der  lebensgroßen Puppe des  
Go l i at h  entspricht, e i nem r ies igen komplexen 
Roboter, der  aus ü ber  1 . 100 Te i l en  besteht . 
V ie le Techn i ken  wu rden e i ngesetzt, um d ie  s u bt i l e  
u nd  doch machtvo l l e  Fig u r  des Go l i ath  zu mode l l ie­
ren ,  zu  be leuchten ,  e i n zub i nden  u nd a n im ieren -
e i ne  der  kom plexesten CG-Figu ren ,  d i e  je geschaf­
fen wurden .  T ippett Stud io  wurde  etwa nach der  
Hä lfte der  Dreha rbe iten konta kt ie rt, u m  d ie  Puppe 
m it i h rer  CG-Vers ion  i n  E i n k l ang  zu  br ingen .  Cra ig  
Hayes hat d i e  Visu a l  Effects ü be rwacht und d ie  
Pu ppe u mfassend vermessen, bevor er  m it dem 
Aufba u des komp lexen u nd  deta i l l ie rten Com puter­
Mode l l s  bega nn ,  be i  dem se l bst d i e  a uf das  Model l 
geschm ierten Ge l -Sch ichten u nd d i e  rote 
Lebensm itte lfa rbe nachgebi ldet wu rden.  Das Art 
Depa rtment hat da nach d i e  Textu ren  und 
Oberflächen des Go l i ath  a u sgea rbe itet, wobei i n  
Zusa m mena rbeit m it der  Progra m m iera bte i l u ng  
e i ne  Anza h l  von Schatt ie rungsprogra m men  ent­
wickelt wurden .  
Be i  de r  Vie lza h l  von beweg l i chen Tei le n  besta nd d ie  
Gefa h r, d aß  der a n i m ierte Go l i at h  a l l z u  geschäftig 
wi rken kön nte, wesha l b  wi r  großes Augen merk d a r­
a uf gelegt h a ben ,  d aß  er a ls das  e rschei nt, was er  
i s t  - e in  meh rere Ton nen  schweres herumtobendes 
Meta l lobjekt .  A l l  d ie s u bt i l en  Deta i l s  der  16 -Kader­
E i nschub-Aufahmen  nachzu ste l len  wa r e i ne  
schwier ige Aufga be, wei l  w i r  d i e  L ichteffekte der  
Live-Act ion-Aufn a h men gen a u  reprod uz ieren  m u ß­
ten. Da d ie Daten menge i n s  R i ese nh afte a nwuchs, 
verbrachte u nsere Be leuchtungs-S u pervisor in  J u l ie 

Newdo l l  Wochen  dam it, e i n e  Mög l i chkeit der  
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a uszua rbe iten .  D ie Live-Aufnahmen  der  1 : 1 -
Req u i s ite am Set wa ren zwa r e i ne rse its 
a l s  L ichtreferenz  wicht ig, a ndererseits 
h a ben sie die An i mat ion oft beh i ndert, 
wei l  so r ies ige Di nge n icht u n bed i ngt 
l eicht z u  choreografie re n  s i nd .  



Then o u r  eha l l enge was to eom pos ite the  CG Go l i ath 
model , mateh i ng  the look of s u r ro u nd i ng  shots that 
were fi lmed with a n  a n i matron i e  c reatu re eq u i pped 
with st robe l ights, l a se r  bea ms, a n d  a spot l ight on 
h i s head .  F i rst, eaeh shot req u i red c reat i ng  2D l ight 
bea ms a nd st robe fl a shes, wh i eh  i ntera ct ive ly l it the 
renders a nd the  p l ate. Then ,  we u sed CG and photo­
g raph i e  e l ements-d ust, stea m,  fi re a nd even e leetr ie  
a res to m a ke the shots convi ne i ng  and for dynam i e  
effeet. 

Unsere nächste Hera u sforderung wa r d ie E i n bi n ­
dung des CG-Gol i ath-Model l s i n  d ie Live-Aufna h ­
men, wobei w i r  e i n e  Ü bere inst i m m u ng m it de r  m i t  
Stroboskop l icht, Lase rstra h len und  e inem S pot­
schei nwerfer a uf dem Kopf a usgestatteten Pu ppe 
erz ie len m u ßten .  Zuerst wu rden fü r jede E i n ste l­
lung 2D-Lichtstra h len und  Stroboskop-Bl itze gesta l ­
tet, d ie i ntera kt iv  d i e  gerenderten Kader a us l euchte­
ten, dann  setzten wir computergener ierte u nd 
fotografische E lemente e i n  - Sta u b, Da m pf, Feuer  
und soga r e lektr ische L ichtbögen - ,  um d i e  Aufn a h­
men überzeugend u nd dynam isch wi rken z u  l a ssen. 
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