


Introduction

T he Cartoon Masters, with the support of the MEDIA
Programme of the European Union, offer animation pro-
fessionals an insight each year into the latest technical
developments in their area, an in-depth study of the creative
aspects of animation and an analysis of the economic and
financial situation for series and feature film production.

These three Cartoon Masters were attended by more than 350
professionals from the various countries of Europe.

The first of the three, entitled International Forum on
Animation Technologies, took place at Angouléme (France) on
15, 16 and 17 November 2001. The second, Cartoon Creativity,
took place at Halle (Germany) on 25, 26 and 27 April 2002 and
the third, Cartoon Finance, took place on 20 and 21 June 2002
in Cardiff, Wales, United Kingdom.

But these events could not have been successful without the
support of our French, German and Welsh partners.

We would like to thank Magélis, the Centre National de la
Cinématographie, the Mittel Deutsche Medienférderung, the
Filmboard Berlin-Brandendurg, Stadt Halle, S4C, Sgrin, ELWa,
Wales Trade International, CYFLE, Siriol, WAG, the Ministére
de la Communauté Francaise de Belgique and the Belgian
Lottery for their support of European animation.

In the following pages you will find contributions and various
observations on the sessions of the three events. These are
not full transcripts of the Cartoon Masters, but a collection
of ideas and presentations on issues which we thought use-
ful to pass on to you.

You will also find an overview of these events and the pre-
sentations of some of the speakers on Cartoon’s website
(www.cartoon-media.be).

As for the participants, Cartoon attaches great importance
to the composition of these panels. We approach only pro-
fessionals who are recognised for their knowledge and skill in
their particular creative, financial or technical sphere.

We hope you enjoy reading this publication and find it help-
ful. We hope to see you at our forthcoming Cartoon Masters.
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nellatest developments

In stop-motion animation

1.1
Introduction

What can technical and organisational
developments contribute to stop-motion
animation? How have new technologies,
and in particular digital technologies,
changed the ways in which stop-motion
animation is produced?

Three case studies (a series, Hilltop Hospital, a
feature film, Chicken Run and a TV special, la
Peur du loup) will allow us to find out more.
First of all, an initial observation: although the
manufacturing principles are the same, each
production process integrates new technolo-
gies in a completely different way.

The characters are fixed to a stand (the shoot-
ing stage), either with screws or with magnets.




While this method has not really changed
much since the early days of stop-motion ani-
mation, the material used to manufacture the
characters has changed spectacularly. Latex or
silicone, flexible materials which keep their
shape, are starting to replace plasticine for the
character’s body. In order to improve the ani-
mation of the characters, a steel or plastic
armature is used for the character’s skeleton.
This innovation produces more realistic move-
ments and helps to overcome certain technical
constraints (joint movements, for example).

Stop-motion animation also suffers from cer-
tain very specific economic constraints: a com-
parison between France and the United
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Kingdom reveals a totally different economic
model. In the United Kingdom, studios are
kept fully occupied thanks to the advertising
sector. In France it is very difficult to guaran-
tee employees such creative continuity and
they are obliged to move to another studio
after each production.

Stop-motion animation is definitely a special art
form. In traditional animation, it is important
to be able to draw well. In computer assisted
3D animation, the animator must be a com-
puter-literate. Stop-motion animation requires
several skills: design, armature construction,
moulding, set design, as well as lighting, film-
ing and casting.

Case study: Chicken Run. Digital technology in

post-production

Tristan Oliver
Fact sheet Chicken Run
Cost £35 million
Number of sets 12-35

People employed 240

Presentation by

Chicken Run is the story of a group of chick-
ens that want to escape from the farm and
avoid becoming pies.

Before they began filming Chicken Run,
Aardman had a reputation for making quality
short films, mainly for TV. For the production
of Chicken Run, they were immediately con-
fronted with the problem of size. They had to
adapt to a longer and more expansive script
and to think in far bigger terms: how to make
bigger backgrounds, how will the puppets
work, etc.?
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As a first step, Aardman leased a very large
studio, 54 x 42 metres. Moreover, they had to
adapt to working with many sets at the same
time. At the back of the main set they used a
10 metre wide backdrop, which was repainted
regularly, and also used large canvases to pro-
duce realistic skies. Aardman decided at a very
early stage not to use a blue screen and add a
digital sky. By using the painted sky and light-
ing it, they succeeded in producing a very real-
istic impression of light coming from the sky,
as in real life, while for flying effects they shot
against blue or green screen and added a sky
photographed in a separate pass.

The technical choices were innovative and
vital in ensuring that the characters’ move-
ments were convincing.

Aardman created a metal armature for every
character. This enabled the characters to move
more freely in a very realistic way. In addition,
the armature solved the problem of resistance
in the joints. The studio worked with different
sizes of characters, which were used depend-
ing on the scene, in order to give different per-
spectives. For example, to give correct scale
compared with human beings, the hens were
made smaller. In numerous cases, Aardman
also used combinations, with very small hens
in the background and big ones in the fore-
ground. Also, when a human, Tweedy, is seen
in the company of hens, it is with the small



hens, not with the "star" hens. Thanks to the
lenses used and the lighting, the effect is not
visible on screen.

Aardman used a silicone covering for the bod-
ies, as that material is far more flexible and
resistant, and also keeps its shape better, using
plasticine for the characters’ faces and arms,
wings or hands. The characters’ wardrobe was
a laborious part of the production. Before they
started working on the set, many months were
spent designing, testing, dressing and making-
up each character.

Aardman also had the clever idea of a system
that allowed all the prominent facial features —
the beak and the mouth — to be removed in a
single operation. Thus, every animator had a
box with interchangeable beaks and mouths,
which allowed him to change facial expres-
sions more easily. It had previously taken an
enormous amount of time to transform beaks
into broad smiles. But now most of the facial
re-sculpturing was accomplished by totally
changing the front of the face. This allowed the
animators to work much faster.

[Hdw was digital technology used during
post-production?

Aardman used post-production digital technol-
ogy only to a very limited extent on Chicken
Run. Most of the effects were created in the
camera. But, for certain things, such as the
flight sequences, a rig was needed underneath
the chicken to keep it off the ground. Wires

were not always sufficient, because of the
weight of the chickens. There were very few
digital additions in the conventional sense,
though the filmed negative was completely
scanned to allow a continuous negative of
shots to be created. Usually in animation,
every time an animator makes a mistake, a
frame must be removed, which results in
numerous cuts. This in turn produces a very
fragile negative if the cuts are made in the tra-
ditional way, and is extremely time consum-
ing. Therefore, Aardman had the entire nega-
tive scanned by the Computer Film Company,
in London. The cuts were then made digitally,
producing a clean negative, and allowing ini-
tial grading to be carried out digitally before
final grading, at Technicolor, on film.

[CFiking the puppets

Since a chicken’s feet are very small, and the
chickens were large, and very heavy, Aardman
screwed the characters onto the sets, and every
toe and every claw had a small tapped hole.
The set was covered with a plaster skin and
they had to drill through the floor to secure
each character. Every time the characters
walked, they had to fill in the holes and clean
the floor. For Wallace and Gromit, they had
been able to use the technique of magnets
through the perforated steel because the char-
acters had big feet. Obviously, the magnet
technique is far quicker, but with these charac-
ters screws have to be used.

> The ““Digital Technologies’” panel
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Case study: Folimage. The less digital technology we use,

the better we feel

Fact sheet Hilltop Hospital

Series of 39 x 10 mins episodes

Cost 5.9 million Euro
Daily footage 6 seconds per day

> The Hilltop Hospital © Folimage

As Pascal Le Notre says, “we come within a
hair’s breadth of disaster every time we go
into production”. The problem that
Folimage has to contend with, like many
studios nowadays, is how to manage the
production schedule to meet the deadlines
imposed by television. Moreover, sched-
ules are becoming ever tighter. On average
the time between completion of the script
and completion of the production is six
months. “We are against this approach,
which forces us to stop work on the pro-
duction, regardless of its quality”.

[The storyboard in stop-motion
animation

Working in stop-motion requires constant
rereading of the script and storyboard: every
scene’s effectiveness needs to be assessed with
reference to the size of the characters. There is
an essential characteristic that is very different
from animation in two dimensions: everything
counts, everything must be increased, the
slightest detail of the characters, the scale of
the characters etc. Folimage work in several
sizes. For each size the major constraint is that
of weight, but there are also other very specif-
ic constraints, such as for example the size of

the set, lighting etc. The weight constraint is
paramount: a puppet that is too big cannot be
animated because it weighs too much. The
ideal size is around 20 to 25 centimetres. For
close-ups we use bigger puppets, which are
half-figures, busts or faces. The problems of
the size of sets and panoramas and the size of
the puppets must be addressed at the time the
storyboard is done.

Unlike Aardman, who have always worked with
long-lasting characters with an armature,
Folimage work with disposable models that last
on average three months (or three episodes),
with an aluminium skeleton. This work method
made it necessary to create a special unit to man-
ufacture the puppets, which must remain consis-
tent throughout the series. In total, Folimage
manufactured 3,517 puppets for their series.

The skeleton is made of simple aluminium wire.
The sizes are closely studied with reference to
the character’s base, its corpulence and the quan-
tity of foam to be animated. Latex has many good
qualities: it is very similar to plasticine and is
very tough for animation. The bulkier the char-
acter, the harder it is for it to move.

For the series Hilltop Hospital, Folimage worked
with several sets, which meant that they could
be shooting different shots and working on sev-
eral episodes at the same time. There were up
to 71 characters in action at the same time on
several sets. This method obviously requires
several directors working in teams and chang-
ing over from one episode to another.

For the indoor scenes, the studio created a
miniature three-storey hospital that could be
fully dismantled. It takes between 3 and 6
hours to assemble a set.

[LTibhting

In stop-motion animation, lighting poses a very
specific problem, in particular when working
on very small sets such as those of Folimage,
which are around one metre long by one metre
wide. The lighting must be constant over the
whole series and must not fluctuate with the
temperature in the studio. If not, every frame
would be slightly different from the next and
there would be a large amount of grading work



subsequently: if, for example, the animator
takes twenty minutes between two shots, there
can be a relatively noticeable difference in the
light. This is a major problem that Folimage has
solved by using very low voltage lamps, notably
with special neon lighting, which have the
same temperature as the colours.

Digital technology has been reduced to a mini-
mum: filming is done with a 35mm camera (no
technical hitches and quality always compara-
ble to that of a digital camera). Strange but true:
the camera works on 12 volts with a “2
Chevaux” windscreen-wiper motor. After three
years of filming, with 39 times 10 minutes
recorded and filming completed on schedule,
digital technology has been used chiefly for ani-
mation assistance, editing and sound purposes.
Even the special effects are produced as often
as possible with mechanical process shots
(water on windows, a ray of sunlight).
Everything is animated live on the set, drops of
water on the window, the sunrise, the televi-
sion — which is a real screen working in real
time on the Hilltop sets. (There are small liquid
crystal televisions, which are supplied by
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another camera animated on another set.) This
allows us to film two animated scenes “live”,
one on the screen and another that is taking
place on the set.

The editing is done on AVID in order to view
the end-to-end process directly on the set,
which represents considerable progress.

On the series, every animator produces six sec-
onds a day on average. Compare this with a
feature film, where an animator produces an
average of just over two seconds or two and a
half seconds. We can say therefore that shoot-
ing a puppet film, including films for televi-
sion, can be done very efficiently, and the pro-
duction can in fact progress very quickly.

[CFiking the puppets

How are the characters fixed? The Hilltop
models are very light. They must weigh barely
50 grams and are very easy to fix, with just
double-sided adhesive. The characters stand
up on their own. The animator must, however,
pay attention to the character’s centre of grav-
ity when it walks.

Case study: Amusefilms. The

the better we feel

Fact sheet La Peur du loup

Cost 680,000 Euro

> La Peur du Loup © Amuse Films

Amusefilms has been working for two years
on an animation film called La Peur du
loup, which is a mixture of fairy tales in
which characters such as Tom Thumb, the
Three Little Pigs, Red Riding Hood and the

more we work digitally,

Wolf appear. It is the story of a wolf who is
a vegetarian and has decided to retire to the
forest to meditate and lead a quiet life.
Unfortunately, the other characters have a
somewhat different plan, and the wolf
becomes the scapegoat for the whole forest.
Everyone comes to make fun of him. The
grandma, who is a taxidermist, tries to
catch him to steal his fur, the little pigs try
to smash his house, etc.

Amusefilms has opted for an *“all digital”
approach. The scenes were shot with a digital
camera, a Nikon D1, which is available in the
shops. This makes it possible to save images of
2K file size. This is equivalent to the resolution
of high definition TV. La Peur du loup is a fairy
tale, and thanks to shooting digitally,
Amusefilms has been able to recreate with
some success the world of children’s stories
and a very magical universe. The blue screen,
the special effects and compositing have been




integrated into the design of the project and
the film. It happens that one shot in two, even
two shots in three, were filmed either against a
blue screen, or in part on a blue screen.

After compiling the images on Beta digital and
recording the retouched images on CD, all the
images are reintegrated and then processed for
special effects.

The main problem facing a studio that wants to
handle stop-motion animation, is finding peo-
ple with the necessary skills. There are not
enough animators. The two main animation
studios that work in stop-motion (Amusefilms

and Folimage) use the same animators, who
alternate between the two studios. An agree-
ment between the two studios allows the ani-
mators to be constantly employed and thus not
need to go abroad for work.

Amusefilms has therefore tried to digitise as far
as possible the whole production process of the
pilot, in order to reduce cost and re-use the back-
grounds and sets as much as possible. The char-
acters are filmed frame by frame against a blue
screen and the background and camera move-
ments are added during the compositing stage.

> The ““Digital Technologies” panel
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2.1

I Altarnative production methods

Introduction

For several years, animation studios have
been trying to find alternative technical
and organisational production methods.
Generally speaking, the traditional produc-
tion model for an animated film is as fol-
lows: pre-production, writing of the bible
and scripts in Europe, production in
Eastern Europe or Asia, where labour is
cheaper. The post-production and editing
are handled in Europe.

Recent experiments with production cen-
tralised within the same studio, without any
relocation, have not been conclusive. The ani-
mation software used to avoid subcontracting
(Pegs, Animo or USAnimation, Toonz), have
not proved their long-term worth.

Designed originally as a navigation pro-
gramme for the Web, Flash has rapidly become
the norm for numerous series produced for tel-
evision. Other computer tools have enabled
numerous studios to maintain artistic control
over their production, while cutting costs.

2.2

Flash arrived on the market at the right time.
Two factors have contributed to its acceptance.
On the one hand, as a result of lower comput-
er prices, workstations are now very affordable
from the point of view of cost to performance
and, on the other hand, the taboo of live ani-
mation on a computer has started to disappear.
We know that this will take time, but it is start-
ing to happen. What is interesting is that cer-
tain producers and manufacturers are now
starting to work directly on a computer, so that
teams which previously worked in a fragment-
ed paper context are starting to put the whole
production together on a computer.

The use of Flash or other computer tools is
obviously not without its detractors: there is no
shortage of producers or artists who refuse the
compromises imposed by the use of such and
such a tool.

In order to learn more about some state-of-the-
art production tools, we review three case stud-
ies; in France, the United Kingdom and Canada

Working within production constraints:
Jean-Michel Spiner, Studio 2 Minutes

Studio 2 Minutes has carried out several
animation and compositing experiments
using Flash or a home-made programme
called Gasp.

For the series Les durs des murs 2 Minutes had
two production requirements. The first was to
ensure the continuity of the series, possibly in
other media versions also, in particular for the
Internet. The second was to maintain artistic
control over the whole production process.

The company made the following artistic and
technical choices:

First idea: to handle all the animation in
France, with no subcontracting abroad, and to
produce the whole series in the same studio.

Second idea: to respect the multi-media ideal
of a zero paper chain: an old idea dating back
many years, when an interesting experiment
was carried out, the development of the
TicTacToon software. From a technical point of
view, this software was relatively satisfactory.

Third idea: to have a reliable and above all
automatic production monitoring system.

And the last idea: to make considerable re-use
of animation, either total re-use or partial re-
use of animation elements.

Naturally, when the studio has an animation
team, it can afford to check on everything that
happens, as and when it happens, so that you
don’t receive a finished episode and have to
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make a list of retakes when it is already a bit
too late. Naturally, this advantage of artistic
control has certain consequences for the ani-
mation budget. Since the percentage of the
budget devoted to animation was nevertheless
higher than it would normally be, the produc-
tion needed to take advantage of this technique
to reduce all the pre-production and post-pro-
duction work.

The production process is based on two types
of software. The designs and animation were
produced with Flash. 2 Minutes used a home-
made software programme called Gasp for the
compositing aspects, database searches and
production monitoring. For Jean-Michel
Spiner the advantage of Flash lies in the fact
that it is at the same time a format and a soft-
ware programme that allows the creation of
vector-based characters and designs.

Are there any drawbacks to using Flash? To
begin with, according to J.M. Spiner, the ani-
mators had problems with the digital tablet, as
the cartoonist must view the result on the
screen, which is 50 cm above where he is
drawing it. This reduces both tactile and visual
sensation.

The advantages of Flash are, on the other
hand, greater. First of all, Flash allows users to
create compact files. There are several advan-
tages to having compact files. The first is that
the animation transits more easily; whether
over a local network or via the Internet, an ani-
mator can send line tests to the director in a
few seconds. Second advantage of this highly
compact animation: in a traditional computer
structure, with a file server and even an ordi-
nary local network, everyone in the studio can
have almost instantaneous access to dozens of
hours of high-quality animation, broadcast
quality and completely re-usable.

One of the real problems of traditional anima-
tion is storing data: how to have easy access to
dozens of hours of programmes? One of the
advantages of the vector format is that an ordi-
nary server is capable of storing more than the
studio produces. The second advantage of the
vector format is that it does not depend on the
output resolution. The studio can work in the
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same way irrespective of the medium; in this
case, it can work on a TV version, while having
in mind an Internet version as well. It is possi-
ble to work with an extended format or in 16/9.

The third advantage is that Flash enables true
multi-media production. A series can very eas-
ily be produced for an Internet version,
although the transition is not as automatic as
might be thought. In fact, there are more limi-
tations in producing an animation film for the
Internet with Flash, than in producing a TV
animation with Flash, because there is always
the problem of the transmission band-width.
When the initial version is for television, the
studio is not overly bothered about the trans-
mission band-width. It is when it comes to
switching to the Internet version that the prob-
lem has to be addressed. For example, in
Internet versions, the characters are no longer
texturised; instead they have graded colour on
all their clothes.

This methodology requires the director to
intervene more in the early stages. Once the
storyboard is complete, a pre-animation plan is
produced, which consists of drawing up a
schedule, deciding the sizes of the characters
and inserting the re-use of backgrounds and
characters. The storyboard can also evolve to
be used for the layout.

The first animation step is a database search:
what characters already exist in the same posi-
tion and what can be used totally or partially,
with editing. Searching the database is facilitat-
ed thanks to criteria that fine-tune the search.
For example, a user can enter in the search
field “character pursued by a policeman” to
obtain all the material corresponding to this
parameter. 2 Minutes has included in the data-
base far more criteria to fine-tune searches.
This means that instead of entering simply “so
and so running” the user can enter “so and so
running with a smile” for example. The more
the series progresses the more the search is
limited, the aim being to achieve almost
always the same number of search results.

Compositing is still carried out in the tradi-
tional way. “Flash is disastrous for composit-
ing”, according to J.M. Spiner.
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Mixing traditional animation and computer tools:
Frank EKinci of Je suis bien content

The Je suis bien content studio adopts
the same re-use processes for vector-based
animation, by mixing 2D animation and
computer tools.

They produced the mini-series Rien que des
monstres (50 x 1 min for Canal +) and Le
Calendrier du Pére Noél on the basis of the
Illustrator software, from a database of back-
ground and character images. The animation
was entirely produced with the After Effects
software, to which Je suis bien content has
added plug-ins, available on the Internet.

Finding other production methods is not nec-
essarily a technical question; it is also another
way of managing different functions.
Depending on the circumstances and the
graphics chosen, the studio does not have to
adopt all the storyboard and layout functions.
Sometimes, certain functions can be dispensed
with because they are not strictly necessary
and because the people who work with the stu-
dio can perform those functions.

The studio produced the two series entirely in
France. The re-use of images was a permanent
feature of the completion of the episodes.

Je suis bien content decided to establish a
character/design database which, during the
course of its work, has been enriched with ani-
mation produced on After Effects. The anima-
tions have been identified, filed, stored and
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consulted as applicable. The management of
this database was fairly basic: Je suis bien con-
tent has produced many characters/designs,
coloured in Illustrator, printed and numbered.
Every animator had this list and consulted it,
opened a folder on the hard disk and took what
was useful.

What is the risk of always having the same image
on the screen (for example the same walk)?

“It was a deliberate choice”, answers Frank
Ekinci. “Their recurring gestures allowed us to
develop very detailed characterisations”.

Time constraints and tight production sched-
ules imposed very strict organisational choic-
es: every animator was responsible for an
episode from start to finish and handled the
production, storyboard and layout. This
method cannot be used with everyone, and
obviously it means having total confidence in
the animators.

Working with Flash, by delegating the produc-
tion work to the animator and by frequently re-
using the backgrounds and characters,
involves drastic artistic choices: it was neces-
sary to design the graphics and characters dif-
ferently, and simplify them as far as possible.
The contribution of the actors, the sound and
the music allowed us to compensate for the
rigidity of movement and make the series very
educational and enjoyable.

Example of an animated series produced completely in
Flash: Jamie Whitney, Nelvana

In 2001 Nelvana produced a programme
called Quads, 26 x 12 minutes, in Flash,
including the backgrounds and all the
camera movements. This project demon-
strates the difference between Flash and
traditional production methods, and
between the type of team necessary for
Flash compared with a traditional team.

Working with Flash requires far more prelimi-
nary planning, and that involves setting up a

small co-ordination team for the develop-
ment/design of the characters and back-
grounds. They work with the animators and
set designers to create a very large database,
including all the facial expressions for every
character, the main poses for each re-usable
character, camera angles inside the homes of
the main characters, four views of each room,
the same thing for outdoors, the same thing for
the main street, and the same thing for all the
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places outside the immediate environment of
the characters. That presupposes a large work-
load even before the script-writers start work.
Work with a small creative team precedes work
with the script-writer.

The most important position is that of the
director, the development director.

Nelvana created the programme’s look, the
locations, the database before starting.

The studio therefore worked with the writers,
discussed the scripts, to see how the writing
needed to be adapted for Flash, that is to say
identifying what was needed to establish a pro-
duction method.

The director is the person who has a global
view of the production, who works with the
storyboard artists and is responsible for ensur-
ing that all the data is well organised, because
if the animators have to contribute a minute of
animation a week, that is a lot of work; you
must make sure that everything is in place, so
that everything can be on the production
schedule and the animators can work. In fact,
the director is responsible for all the planning
stages. Then the animation director will have
to review the writing again, the planning of the
scenes, the creation of new backgrounds and
new characters and then check the animation.

Nelvana has not spent much money or time
trying to create Internet versions, mainly
because of the transmission band-width.
Internet simply cannot support the file size.
Flash is a tool that must be used very differ-
ently for the Internet. It is not at all the same
as for a TV production.
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3.1

[ Canisound for animated films be
created In the pre-production phase?

What is the place of sound in the production schedule of

an animated film?

In this article we examine the placing of
sound at the earliest possible stage in the
production process, the pros and cons, and
possibly also the budget. And we shall try
to take a short look at the technical side of
media developments and several small
developments taking place in parallel to
image development.

To what extent can the sound be designed and
prepared in the pre-production stage? To answer
that question we need to make a very important
distinction; a full-length film and a TV pro-
gramme are not at all the same thing. In a full-
length film, the question does not even arise: all
the sound must obviously be done in the pre-
production stage. In a full-length film, there is a
permanent interaction at all stages, a dialectic
between image and sound which functions
from the beginning of the storyboard and will
continue right through to the definitive image.
In the production of a full-length film, the mul-
tiplicity of checking phases, which does not
always exist in television, allows the synch
between image and sound to be kept under con-
stant observation. The sound must already exist
and have been checked, and everything must
function even before the start of production. A
model of the film must be almost finished,
using animatics, before the animation, colour-
ing and all the other work phases can begin.

For television, obviously, things are slightly
different, since the process is more rapid,
which precludes the luxury of being able to
have all these checking phases. With television
it is necessary to differentiate according to the
elements which contribute to the sound. The
voice element must, of course, be organised in
the pre-production phase, on account of the
lip-synch. Nevertheless, the choices in this
area are still effectively very different. It can in
fact be said that there are two schools of
thought. There are those who prefer to work
with guide voice-tracks, which are used for the

whole production process, before being
finalised in a studio by post-synchronisation.
What influences this choice? For many pro-
ductions, it is a double choice. It is at the same
time a positive choice and a negative choice. It
is a positive choice in the sense that it will ben-
efit from the fact that an actor has more free-
dom when working to a finished image, greater
expressive possibilities, and that he will have a
better feel for the character because he will
have it in front of him. The actors will there-
fore be able to identify more closely with the
character. The other school of thought involves
the real actors recording their voices before
production starts. In fact, the choice between
these two methods depends on how much con-
fidence the studio has in the animation
process, the quality of the animators and their
contribution. To a certain extent, post-synchro-
nisation is a way of remedying animation that
has not been very successfully completed or
planned. When the production team has confi-
dence in the animators who will produce the
characterisation, the voices can be recorded at
the beginning.

At the outset, the music contributes, in the
broadest sense of the word, to the film’s aes-
thetics, like the backgrounds, the characters,
etc. When it is used in a slightly more sophisti-
cated way, it can be said that the music con-
tributes in fact to establishing the mood of the
film. In every scene, in every shot, in every
sequence, there will be a defined mood and the
role of the musical score is to interpret as
closely as possible this mood and its intention.

In comedies, the music can be an element
which contributes to the timing and therefore
to the comedy itself. The humour is linked to a
tempo. A comedy is a musical score, a tempo,
a rhythm — it is not simply a problem of ani-
mation timing. The music contributes to the
effectiveness of the comedy.
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Moreover, music can be, literally, a driving
force for the narrative. In the series Oggy et les
cafards (Xilam), as Marc du Pontavice points
out, the dialogue was eliminated: these were
totally silent 7-minute episodes which relied
entirely on the music — also a little on the
sound effects, but a great deal on the music.

There is no definitive theory and, for example,
comedy and action-adventure films require
two very different approaches. These are two
very different exercises, which require com-
pletely different choices in all areas. To try and
simplify things we can say, in essence, that in
comedies the character should occupy the
screen. Taking this to its logical conclusion, in
the perfect comedy there should be only the
character on screen. Comedies are an exercise
in pure characterisation, where only the char-
acter counts and everything must therefore
focus on that.

The soundtrack as a whole must work only on
the character’s role and enhance the charac-
terisation as far as possible. In an action-adven-
ture film, on the other hand, it is not that the
character is not important, but the character
exists only in his environment: the hero is only
heroic because of what happens to him in his
environment, the way he interacts with his
environment. In action-adventure films, the
process is based on encouraging viewers to
identify with the hero. Identification with the
hero only works because this hero is in a con-
text, in an environment, and the aim therefore
is to encourage the viewer to immerse himself
in that environment and thereby identify with
the hero. This needs a soundtrack that is very
different from that of a comedy: the sound-
track must emphasise everything that sur-
rounds the character. Therefore, there will be a
mix involving a more complex, forceful and
intense composition than in comedies, where
the soundtrack must be very simple. But, as
Marc du Pontavice stresses, the focus is on the
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character and therefore on the dialogue or, in
the case of extreme cartoons such as Oggy, on
the music, which serves as dialogue and must
serve the character and the narration. This
also explains why, in the choice of sound
effects, action-adventure films generally try to
find something close to realism, again to
encourage viewers to feel involved. There is
obviously a difference between real and realis-
tic, but the aim is to find something very
impressive, which can produce a very strong
impression, and therefore the soundtrack must
be relatively elaborate, as ever for reasons of
viewer involvement. On the contrary, in come-
dies, realism is not important: what counts are
the incongruities, since incongruity — not real-
ism — is the source of laughter. It is the same
thing for the choice of voices: depending on
whether it is a comedy or an action-adventure
film, the choice will be very different. In come-
dies, acting skills are far more important than
the choice and range of the actor’s voice. On
the other hand, in an action-adventure film it
is not the acting that is important: priority will
be given to the quality and suitability of the
voice, in that it must reflect perfectly the char-
acter’s role. There are far more archetypes in
action-adventure films, therefore the choice of
voice must correspond to an archetype and
thus to his role. That is why, for example, in
action-adventure films, the voices of the
heroes are often beautiful voices, neutral voic-
es and not at all excessive voices. Villains, on
the other hand, must be excessive. Moreover,
the hero’s relative neutrality corresponds to
the majority of definitions of heroes in action-
adventure films, but once again it is because
the hero is a character who must exist in his
environment. He cannot be entirely responsi-
ble for his own fate, whereas a caricature will
be entirely responsible for everything that hap-
pens to him and, accordingly, will not encour-
age viewer immersion.



4.1

I Crentive solutions

The literary concept: master class by Barbara Slade

t-I.E AREAN UMIEN

Barbara Slade began her screenwriting
career ten years ago in London when her
first show Brown Bear’s Wedding aired on
ITV on Christmas day. It sold to the Disney
Channel as well as most countries in
Europe, and was nominated for five Emmy
awards. Barbara returned to America where
she continued her career, writing and
developing children’s television shows for
Nickelodeon, Disney, Fox, ABC, and many
other channels. She has written features for
both Working Title and Disney and received
her first Humanitas award for an episode of
Rugrats. Barbara now lives in Venice,
California, yet travels extensively, writing
and developing shows for both the US and
international market. Some of her recent
credits include Comin’ Atcha (ITV), Rotten
Ralph (FOX/BBC) and multiple Winnie the
Pooh features for Buena Vista. Barbara has
taught several screenwriting classes in
America and in addition to her writing,
teaches and consults throughout Europe.

She started work when American shows began
to arrive in Europe. She asked herself, “How
come these American shows can be shown
here? And why we don’t see European shows
in America?” What is the difference between
an UK show and a US show?

e some words;

e humour is different;

« the pace: US shows are faster than UK shows.

“Some people think that you must have special
qualities to be a writer. It is not always true.
You can learn story-telling. What you have to
have is a vision, an instinct. But you can learn
the skills, technique, story structures, what
makes good dialogue or poor dialogue.
Especially in animation, you have to learn how
to maintain the action and how to tell a story
visually. You have to learn how to be creative
and not always tell the same stories”

> Barbara Slade and Robin Lyons

> Jean-Baptiste Cuvelier, Bill Plympton,
Barbara Slade and Robin Lyons
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[What the writer should do in the devel-
opment stage

How a series is developed is crucial. It is impor-
tant to create a world that can sustain a long
series. The first thing is to find the right project.
It's a matter of taste but there are some rules:

1]A strong character, a real and very
endearing hero.
Without this character there is no series.
The world of the series is not enough
because that is created for the character to
belong in.

2]Find a hook for the series, the reason
why people will be excited to watch it.
A hook is two or three lines about the series,
about its world. Writing is not about words.
Writing is pictures, concepts. It's not what
the characters say but what they do.

That hook is very important when develop-
ing a series. The first page of a bible should
be a picture. If you can sell the show with a
cover page, the broadcaster doesn’'t need to
see the rest. A cover page and two lines
should be enough to convince a broadcaster.

3] Importance of the concept
On the first page, we should find out every-
thing we need to know:

« who the character is
« what the hook is
« what the world is

4] Importance of conflict

When there is no conflict, the story is boring.
A hero becomes a hero through the problems
he faces. The hero has a problem. That prob-
lem has to be part of the concept and part of
the series. If the hero is perfect and every-
thing is going well, there won't be a series.
But a problem is not the same for a 4 year-
old child as for a 10 year-old child. It's the
writer’s job to know how to target the audi-
ence. The writer has to know who he’s writ-
ing for.

5]Character
A series has to have a point of view that is
the hero’s point of view. It is important to
show the world through the hero’ s eyes.

Most successful series have a consistent point
of view. To see the world through the charac-
ter’s eyes doesn’t mean that this character has
to be in every scene, but the audience sees
the problem through the character’s eyes.
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All the other characters should support the
main character. Through their relationships
the audience can discover a new side to the
main character. If these other characters
don’t do that, their role is no good.

In good scripts and good series, nothing is
wasted. No dialogue, no action. If a charac-
ter doesn't add something to a series, he
should be eliminated.

6] The world
A character needs a world. The world is
often too big or too small. The world has to
be big enough. If it's too big, there is no soul,
no signature. What is important is that the
world has to be specific to the show. The
story couldn’t occur in another world.

7]1The story and turning points

If the concept is well developed, it will be
easy to write the full story. In any show,
there are at least three turning points,
which make the story interesting and sur-
prising and get people involved in the series.
It is the writer’s job as a storyteller to learn
story structure, and to learn about turning
points.

There are three critical turning points:

e Catalyst: the first time the hero’s world
turns upside down. This is the problem that
happens. 98% of good stories have a good,
big problem in act 1. If it happens in act 2,
you're already bored. The beginning of the
story must be the hook: the viewer has to
understand the character, to like him, to
know where he is. Because then, when the
problem occurs, the viewer will care. If we
don’t like the hero, we don’t care when he
has a problem.

e Act 2: twist and turn. The problem gets
worse and worse and worse...

e Act 3: everything comes together and the
hero triumphs. There is a CLIMAX.

In act 1, the hero’s problem has to be big
enough and organic to his character and attrib-
utes. It is important to be very clear because
the audience might be confused. In act 1 the
story must be set up.

In TV, the first problem has to occur very early
in the story because if viewers are bored, they
can switch channels. That’'s an American trick
that’s good to learn.

In act 2 you can lose viewers if the events are



too predictable, too unbelievable or too
exhausting. Act 2 is the more difficult act to
write. In act 2, things get worse and worse and
worse.

Act 3 the hero becomes a hero.

If a writer wants to Kill the hero at the end,
he has to leave the audience something “good”!

This 3-act structure is valid for any song or
film, be they 2 minutes or 90 minutes.

8] A good script
A good animated script has a lot of action
and not too much dialogue. The action
occurs when a character speaks. There
should be a maximum of 30 scenes per 26-
minute episode.

A new scene is created when you have a
change in location or a change in time. In a
good script each new scene has one plot
point. Each scene is the next little bone of
your story.

4.2

9]Dialogue

Good dialogue tells us or shows us who the
character is and what he feels. Speeches are
longer in Europe than in the US. If a broad-
caster looks at a script and sees big chunks
of dialogue, he thinks it's not a good script.
The writer should be able to tell the story
via the action. If you tell us the story via the
dialogue, that is poor writing. The best films
tell their story through plot points and what
the character is doing!

> Jean-Baptiste Cuvelier, Bill Plympton,
Barbara Slade and Robin Lyons

Bill Plympton: master class

> Bill Plympton, Barbara Slade

All his life Bill Plympton has been fascinat-
ed by animation. When he was 14 he sent
Disney some of his cartoons and offered his
services as an animator. They wrote back
and told him that, while his drawings
showed promise, he was too young. It was-
n’'t until 1983 that he was approached to
animate a film. Since then Plympton has
completed several animated features, which
he himself has totally financed!

Bill was invited to give a master class in Halle
by Cartoon, the European Association of
Animation Film. This was a great opportunity
to hear his ideas about animation design and
financing!

[CHbw do you design a character?

Different things to avoid doing if you want to
make a character appealing.

What not to do:

« Shoes like Mickey Mouse shoes in the thir-
ties. “I hate them: they are hard to move”

e Hands (very big). “When they are like this,
it's difficult to make them expressive”.

 Eyes like in the thirties. “Sometimes 3 year-
old children are attracted by this kind of
eyes, but they are not to my taste”

* You must avoid making patterns on clothes
too colourful (flowers, for example). They
can be beautiful but they drive the animators
nuts. In my films | try to keep to only two or
three colours for the clothes.

< If you want a funny character, you can draw
long teeth and goofy eyes. | prefer to design
my characters boring and very simple. When
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something happens to them, you can show
very exaggerated emotion on the face. It cre-
ates a contrast. There is a contrast between
being in love, being placid, etc. Try to keep
your characters “normal”.

» The shapes have to be very clear. | don't gen-
erally accentuate the lips. I make them the
same colour as the skin (just a little more
accentuated if they're female lips).

» The design has to be very simple. If by look-
ing at the character you can’'t understand
who he is, there may be something wrong in
the design. You have to understand immedi-
ately who a character is.

[CHbw do you finance a film?

Since my budgets have to be low, I make a lot
of things myself. For Mutant Aliens | did the
storyboard, layout, backgrounds, characters
and animation. The colouring is hand-painted
on cells. No computer was involved.

It's possible to make a film without going
round soliciting funds and investors.

When | did my first cartoon film, I tried to find
investors but | found that nobody understood
my humour, nobody understood my ideas. |
was too small and my name wasn’t known.

So | decided to finance the film myself. There

are several reasons why that’s good.

* No time deadline. If | need to work two or
three years, | can

< No pitching session. I'm very bad at that.

< | don't need a lot of meetings with executives
because I do things myself. I'm my own exec-
utive. If | need to change something, I just
change it.

< | don't need insurance cover or completion
bonds.

| don’t need to do a bible. Everything is in my
own head. | know basically what the story
will be and who the characters are.

This whole process is easier and cheaper.
Obviously, there is a down side. It is difficult to
publicise my films. | don’t have any big stars or
well-known musicians. What | have to sell is
just Bill Plympton. And it's not easy.

But the advantage when you own the project is
that when you earn the money back, you can
reinvest it in other projects.

With the success of Mutant Aliens, | can raise
the budget for my next film. | may hire a star
name or musicians. I'll hire someone else for
the backgrounds and so on.



There are different approaches to making a

feature film. It depends if you start from:

< An artistic point of view

A totally personal point of view (like Bill)

< A financial point of view. In this case the
money side is assured beforehand and you
have to find a project that can reach the audi-
ence and make a success from the beginning.

These different points of view will influence
the way you find investors and producers.

[What about editing and music?

| don'’t pretend to be a great story-teller, but for
my films generally | do the editing. | sit beside
the editor and tell him where to cut because |
know the pacing of the film and the rhythm |
want. The pacing generates emotion.

I think it's important to show your film to peo-
ple and get some feedback. Having tested my
film on people, | go back to the editing and
make appropriate cuts that will speed up the
film and generate a little more emotion.

I also think it's nice to play the music that you
want to have in a certain sequence, which will
propel the film - that sense of the music
matching the picture.

The music is helpful in editing the material.

When | am drawing my film, I listen to the
music that will be in it, so | have an idea of the
pacing of that particular character. A great
thing in music is to have a contrast between
different dynamics. That really keeps the audi-
ence awake.

| feel it's important to create a contrast
between fast and slow, loud and quiet.,
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4.3

Music and creativity: master class by Normand Roger

> Normand Roger, Bill Plympton and Piet de Rijker

For nearly three decades Normand Roger
has worked as a freelance composer at the
National Film Board of Canada, where he
has created more than 100 soundtracks, pri-
marily in the field of animation. He has
also worked on the creation of music for
documentaries, feature films, television
dramas, children’s series, commercials, and
new technologies including 3D and virtual
reality. Although he takes a traditional
approach when composing for dramas and
documentaries, focusing exclusively on the
music, Roger takes a rather special
approach when composing for animation,
where he has the chance to create an entire
sound track and to integrate and experi-
ment with sound effects. He has worked
with such notable animators as Paul
Driessen, Michael Dudok de Wit, Co
Hoedeman, Caroline Leaf and Wendy Tilby.
Ten of the works he scored have been nom-
inated for Academy Awards, and five have
won Oscars. Roger lectures throughout the
world on music and sound for animation.
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The Cartoon Master in Halle in April 2002 cel-
ebrated the extraordinary accomplishments of
this artist working in an often-ignored area of
production.

Via a series of cases studies, Normand Roger
explained his conception of music in animation.

[Idtroduction

1 - The Village of Idiots

The story is based on traditional eastern
Jewish music. The director heard the story on
the radio and thought, “This could make a
great animated movie". So he made it into ani-
mation but used a very personal and labour-
intensive technique. He built his own camera
and worked on the film with his wife for sev-
eral years. Two young artists worked on the
visuals and at the end Normand Roger did the
music and the sound effects.

Obviously, the music had to refer to the Jewish
universe, so it was based more or less on
klezmer music. But he had to adapt it to the var-
ious moods he wanted in the different scenes of
the film.

When you refer to a traditional type of music,
you will normally have samples of dance
music, laments, lullabies, love songs and
romantic music. But if you need other types of
music, you have to extrapolate, to imagine
what could be the best way to express what
you want and which kinds of instruments
would best call this to mind.

For example, in the middle of this film, there is
a scene where the main character enters his
own village. But he thinks he is somewhere
else. The mood for that scene is puzzlement. If
you look into the traditional music of any
country or any part of the world and you want
to give the feeling that someone is puzzled,
you will obliged to recreate it yourself.

The choice of instruments becomes very
important.

For this film, Normand Roger used just four or
five instruments: clarinet, mandolin, tuba and
some percussion. Since the film is about
humour and absurdity, he tried to introduce a
certain clumsiness into the music. To give the
idea of clumsiness, he used two instruments



> Father and Daughter © Michael Dudok de Wit
Music by Normand Roger

that don’t and will never harmonise together: a
mandolin and a tuba.

Just the idea of these two instruments togeth-
er is funny. It’s as if Laurel and Hardy came
into the room. There will be always a humor-
ous tension between these two instruments.

The role of music in different contexts in ani-
mated movies

[Tdtroducing a film with music
2 - Goin’ South

This is a student film from California. The
teacher managed to raise the finance for this
film and asked Normand Roger to do a profes-
sional sound track. The film is about people
who go nuts through driving a car. It was
designed for TV.

In the beginning, a very simple piece of music
introduces the fact that all is quiet and peace-
ful. When there is a turning point (a break in
this peacefulness), when someone decides to
change his attitude, the music stops and is
replaced by car sounds.

And at the end when everything is finished,
you hear the sound of geese flying over.

When you like a concept, you try to under-
stand what the film is talking about, where it's
going and where its turning point comes. And
you try to accentuate this, to make it clear. It’s
strange that sometimes, to make the film clear,
you use sound that does not belong to reality.

Especially in short films, it's sometimes tempt-
ing to have just one piece of music. Then you
get one mood all the way through the film and
the image follows the rhythm of the music. But

if you introduce different kinds of music, or if
you alternate music, silence and sound effects,
the story seems to become a bigger story. It
suggests that the film is longer, and more
dynamic

[Diifferent functions of music in intro-
ducing a film. It tells you:

« where you are

< in which period of time

« something about the context

- something about the character of the film

3 - Going to India

This is a dramatic film. The action takes place
in India. People in a desert have no water
pump, but they desperately need one if they
are to survive. The army comes to the desert.
People think it's for their pump - but it's not.

This is a dramatic film, but the audience could
have trouble figuring out that this is not, and
will not be, a comedy. You need to clarify this
at the very beginning.

This introductory music tells you:

< it's not going to be a comedy

« it takes place in a part of the world in the
vicinity of India

< when the music stops, it introduces things.

It's important to know that music also intro-
duces things when it stops. When it stops it
throws a spotlight onto whatever takes place
next. If you stop the music and introduce a
character you shine a light onto him. This is a
very old tradition in music. Before the king
speaks, there is music. And when the music
stops, it means the king is about to speak.
Everybody has to shut up.

It's the same for films. Very often, when the
music stops, you expect dialogue. It's not just
because the dialogue will be hard to under-
stand if the music continues, but it is also to
highlight the dialogue you are about to hear.

Stopping the music has a very dramatic
impact: it indicates a turning point in the film.

4 - Quebec

The music stops when the title comes up. This
interruption highlights the title. You can also
emphasise the title by adding music.

The role of music in this film:

« it tells you what is about

« it tells you where it takes place
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In this case, since the film is about traditions in
Quebec, using traditional music made sense,
but it's more than just a reference. Normand
Roger worked with traditional musicians to
give an idea of the reality of the subject. If you
can suggest where you are at the beginning of
the film, by making cultural references in the
music, you can also indicate by music the pas-
sage from one place to another.

5 - South American Melody

The story of a child who travels from South
America to Canada. When he is in South
America, you hear pan pipes. Travel is indicated
by the sound of a plane and when the child
arrives in Canada, a violin replaces the pan pipes.

The choice of instruments becomes very
important. As soon as you put musical instru-
ments together and put them into a film, their
cultural background and character perform an
important function. Unconsciously, the audi-
ence tries to decrypt all the information in the
film. And the music is perceived more or less
consciously as “what the film is about”

6 - The Hippopotamus

The story is about a karate match between a
hippopotamus and a cat. Normand Roger chose
to give the music to the hippopotamus. You
create a contrast to accentuate the situation
(heaviness of the hippopotamus and lightness
and agility of the cat). In this case, the music
gives the following information:

 the action is oriental, Japanese

< it accentuates the situation (see above)

The stopping of the music creates tension. It's
important that tension doesn’t necessarily
have to be created by tension music.

7 - The Cave

The film is vaguely Middle Eastern. In a
desert, a family is chased by Moorish-looking
soldier figures. The family hides in a cave. A
spider comes and builds a web across the end
of it. So when the soldiers come and see there
is a web across the entrance they think the
family could not possibly be in there.

In this film there is music at the beginning and
the end only, to suggest that what comes in
between could take place at another time and
in another dimension. The music at the begin-
ning, trumpets and percussion, gives the
impression of a chase.
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You can suggest where you are and in which
period at the beginning of the film, but you can
also leave it ambiguous if you want the action
of the film to take place in a no man’s land or
a place that doesn’t really exist.

8 - The Waltz

Two characters step onto the ice and start skat-
ing together. In this case, the music refers to no
cultural background and no style at all. The
skating music is a kind of little waltz. The waltz
is, of course, a cultural reference. But here the
music illustrates the action and the movement
(illustrative music is often used in Mickey
Mouse and other Disney classics). Another
function of music in films is to illustrate move-
ment and support and emphasise action.

[Editing

Generally, the musician comes into a produc-
tion when the final cut is done, although
Normand likes to be a consultant on the pic-
ture edit because a soundtrack is easier to do
when the film is well cut. If it's not, it creates
a lot of problems that need solving. If a film
flows naturally and the director has a good

sense of the visuals, then it will be easier to do
the soundtrack for it.

In animation there is not that much potential
for editing. It's not like documentary. In ani-
mation you have a limited amount of material.
Animators do storyboards in order to be sure
they won’t have to animate scenes that will
end up in the dustbin. Generally the edited
version will represent the storyboard, more or
less, with a few changes sometimes.

Generally, when the animators do the first
assemblage the musician should come. The
musician can come as an advisor, look at the film
and see if he could prevent problems in some
scenes or shots. The simplest solutions are often
provided by sound effects rather than music.

> Normand Roger and Robin Lyons



4.4

Editing an animated film: master class by Piet de Rycker

|

> Normand Roger, Bill Plympton and Piet de Rijker

You have to be conscious of the sound when
you cut an action from different points of view
(example: a character is walking. There is a cut
and we see him walking from a different point
of view).

Being conscious of the sound or having some-
one look at the edit of your film with sound in
mind could be very helpful!

[What are the differences between
Americanand European productions?

Americans want to attract audiences. We have
different ways of making films in Europe: we
don’t actually know what audiences want but
we know what we want. In Europe we make
too many auteur movies and don't pay enough
attention to what audiences want.

The perfect compromise is to do what you
want but at the same time keep an eye on what
audiences want. You have to control their emo-
tions via your story-telling.

[What makes a good film?

If you have a good script, it's a good beginning
but it's not enough. A script is not a movie. In
animation the movie is the storyboard. You can
have a very good story. But if the storyboard is
no good, people will walk away. The story-
board is the beginning of the presentation.

[What is your opinion of editing
in animation?

| don't agree that there is little choice when
editing animation. | think there is a lot of
choice. What you want is to make a good movie.
I actually have no problem with cutting a very
expensive scene if it's not working and you
have better idea of how to speed up the pacing.
People say, “How can you throw so much
money away?” | tell them, “I'm not throwing
money away now, I'm making money”.

If you lose the audience’s attention because
you are going too slowly, it will take time to
regain it. So | think it's very important to work
hard to hold the audience’s attention.

In editing animation we have a very wide
range of options. We can have one thing in the
storyboard and then, during the edit, we can
create other possibilities. The editing for ani-
mation is of a very specific kind. It's not like
live action editing.

Editing for me is telling the story in a certain
way. What do | show, what do | not show?
What do | leave to the imagination of my audi-
ence? What is important in editing is to find a
way of telling the story. You have to manipu-
late the audience.

An example from my last film, Lars: Lars, the
young protagonist, gets lost after a picnic. He
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drifts away on an ice floe from the North Pole.
The father finds out that Lars is gone. But
where is he? We see a couple of sequences of
him drifting. All the characters are looking for
him (his father, mother, Caruso, the comedy
character of the movie, and the lemmings who
always want to commit suicide when there is a
problem). In the script there was a sequence of
the father looking for Lars, which I cut. In the
script there were also lemmings standing on
the shore looking out, Caruso coming and just
saying “Why are you so sad?” Caruso replies
“Lars is gone,” then says, “Don’t give up hope”.

If 1 had followed the script and had the father
searching for Lars where he had left him, |
would have found it hard to show him also at
home telling his wife their son was lost and
telling the other characters to mount a search.
My story-telling would have taken far too long.

By cutting you can go in and out of the emo-
tional moments.

The reason | put a song in the Caruso
sequence was to hold on to this moment. If
Caruso were simply saying to the lemmings,
“You must have hope,” the sequence would
have left the audience feeling down. The intro-
duction of the song made them feel more
hopeful.

[The beginnings and endings
of my scenes

The father comes home and realises that Lars
is gone. | don’t have to show the search. The
father just tells his wife that their son is gone.
When she says, “He’s gone”, the father realises
that it is his fault. So they can go on a great
search and ask the animals to help them in the
search.

Next comes a long scene. Originally there was
dialogue: “Where is Lars?” | decided to cut the
dialogue and leave only the music, and to do
the job via a long scene.

I wanted to convey the feeling of loneliness
and emptiness. There are just two birds flying
over the vast landscape. This also informs us
that Lars is not there.

[Hbw do you control the pacing
of an entire movie?

When | want to introduce a project to investors
| edit together 450 drawings with sound effects
and dialogue. This is what | call the blueprint
for the movie.
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With 450 drawings for the whole film | can tell
the story without the gags, because there are
not enough frames for the gags, not enough
frames to bring the characters to life. With 450
drawings, | can control the pace of the whole
film and the rhythm of my idea.

I can put sound effects on, radio sound, dia-
logue. It's a very handy way to get feedback
and confirmation of what | want to do.
Of course this blueprint is nothing like the
storyboard!



> Cartoon Creativity in Halle, Germany

5.1

I _Brondcasters’ policies

“ AW

> Cartoon Finance in Cardiff, Wales, UK

Broadcaster policy: ZDF. Susanne Muller,
head of children’s programmes

> Sebastian Debertin, Suzanne Muller,
Theresa Plummer-Andrews and Dominique Boischot

Susanne Miiller is head of children’s pro-
gramme at ZDF, which provides pro-
grammes for ZDF, and for KI.KA - der
Kinderkanal. Cartoon met Susanne at the
Cartoon Master event in Halle, in April
2002, where she gave us some inside infor-
mation about ZDF’s policy on acquisitions,
programming and editorial policy.

[CWhat is ZDF’s policy on children’s
programmes?

ZDF broadcast children’s programmes only on
weekday mornings, for an audience from 2 to

13 years old. The audience consists of both
boys and girls, though more boys watch ZDF
programmes than girls. ZDF offers a broad
range of programmes: from movies to pre-
school magazine shows and light entertain-
ment shows, and from comedy to science, ani-
mation and action. In total ZDF has twelve and
a half hours of children’s programming, of
which about 12 slots are for animation. Three
slots are 10 x 15 minutes and one slot is 5 min-
utes. Animation represents 45% of the sched-
ule. 40% are first runs and 60% are repeats.

[Which countries are ZDF’s most
frequent co-production partners?

On the co-production side, ZDF works mainly
with the US, France, Spain and the UK.

[What are the criteria for selecting a
programme?

In Germany animation is in a fortunate situa-
tion compared with other countries, for there
are no national quotas. This is therefore not a
criterion for selecting projects. According to
law ZDF has to inform, educate and entertain
children. These requirements cannot be met
all the time! ZDF prefers series that are enter-
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taining but have an underlying message. This
can be a social message (look after your friend);
an environmental message (look after your
world - it's the only one you have); a cultural
message (a real friend does not think about the
colour of your skin). The idea behind this poli-
cy is simple: to help children to develop.

[What is the editorial policy?

The main concept is variety in programming.
Television is a bit like food: | do not want my
children to have only hamburgers and chips!
To meet this criterion ZDF programmes differ-
ent types of shows: 2D, 3D, stop motion...

[Hbw do we decide on a project?

The first criterion is what target audience does
ZDF want to reach — pre-school, 5 to 8 or older?
Which time slot do we want to fill and where is
there a shortage of programmes? We also con-
sider whether we need a ratings success or
whether we want to go for an experiment. Do
we go for a prize-winning programme because
we need press coverage? What kind of anima-
tion does the audience expect from ZDF? What
are the trends? The criterion is also determined
by general strategy: if we need to attract more
boys, there will be more adventure pro-
grammes. The main criterion for choosing a
programme is the schedule. But the other most
important criterion is content and look: is there
a nice story? Is the design interesting? Are the
characters already known though books?

[What about original ideas?

Original ideas have a chance if the concept is
good and convincing, if the characters are well
presented and if the bible is well prepared. ZDF
needs to know if the concept presented in the
bible will carry the whole series. Whether a cer-
tain standard of quality can be reached and sus-
tained, whether the series will have the support
of good scriptwriters, animators etc. For inde-
pendent producers it is important to present
material that really says something about the
project and trailers that show its value.

The financial criterion for our participation in
co-productions is of course important: is the
budget in place? Is the budget serious? Is the
financial plan serious and is the share sought
from ZDF acceptable? Is other funding possi-
ble? What are the potential revenues from
merchandising? Is the cash flow acceptable?
Money is becoming scarce among broadcast-
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ers! Another important aspect is to know the
people and partners involved in the project.
There is a component of personal taste, not all
decisions are objective, even if they are taken
as a team and the ZDF readers read several
thousand programme proposals per year.

[What is ZDF’s level of involvement
when financing a programme?

Once ZDF decides to co-produce a programme,

the people from the production department

are fully involved in all stages of production. A

broadcaster that puts in a large part of the

finance always wants to be involved in the pro-

duction. There are three major reasons why a

broadcaster wants to co-produce:

e The broadcaster can have some creative
input and get a series that really meets the
needs of the channel ;

» A broadcaster can decide to produce a partic-
ular project to avoid his competitors getting it;

e There is always an expectation of long-run-
ning rights and the possibility of further
exploitation.

ZDF wants to approve all stages of the produc-
tion: story-lines, characters, scripts, story-
boards, voices, animatics, sound, music. In the
end the broadcaster oversees the dub. If some-
thing goes wrong, the channel can decide to
change the story.



5.2

Broadcaster policy: BBC. Theresa Plummer-Andrews,
head of children’s programmes

Theresa is head of children’s programme at
the BBC. Children’s programmes are trans-
mitted on four channels: BBC1l, BBC2,
CBeebies (a dedicated pre-school channel)
and CBBC (a digital channel for children
from 4 to 11 years old). The programming
is specifically targeted towards various
audiences.

[Dbes the BBC receive many applica-
tions from independent producers?

The BBC receives thousands of proposals every
day: from grandmothers in England who have
a story for their grandchild, to presentations
from production companies, and American
producers who spend thousands of dollars on
the presentation of their project. The BBC has
to read and reply to every single one, with an
individual letter, commenting on the content
of the project!

When the BBC decides to take a product, the
contract between the channel and the produc-
er specifies that, when the channel is involved

from the very early stage, it must have a say in
story-lines, scripts, storyboards, model sheets,
voice recording and music. The BBC has its
own editorial policy, and it is important that
the final product be in line with the editorial
policy of the channel.

The BBC also buys a huge amount of pro-
grammes overseas. In compliance with the edi-
torial policy of the channel, three people are
working full time to edit out violence. Every
frame is viewed and edited out if is not in line
with the BBC's editorial policy.

[CHbw does the BBC choose projects?

The BBC is looking for all kinds of programmes
for children from 1 year old up to 11. Normally
the BBC loses its viewers at the age of 12.

[CHbw is the relationship with the
creative team structured?

The main change in these last 10 years is that
we now work as a team: producers, writers,
directors and musicians. Producers have to
think about these new methods.

Like every channel, the BBC works with
known and trusted writers. It is the writer’s job
to do the writing. The BBC can comment on
the writing process, but it does not interfere
with the writer’'s work. BBC policy is to give
them as much freedom as possible. As for the
director, the policy is just the same: the chan-
nel has to trust these professionals, although
the BBC frequently works with new people.
With new talent there is always a period of
adaptation: newcomers can sometimes find it
hard to work with the BBC, because the house
policy is very strict: we cannot go too far with

> Florence Canta, Theresa Plummer-Andrews and
Chris Grace
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children. Sometimes new directors want to
push the story to the edge, but there is a limit!

Music and musicians are also very important.
Good music alone can carry an episode.

[Dbes the BBC work with other
broadcasters?

Yes, the BBC has collaborated on large co-pro-
ductions involving 18 countries and many lan-
guages. In such cases it is important to work in

small working groups. It is impossible to work
with huge committees, and get comments
from every single partner.

Is there a different conception of limits for
Japanese series? The limits are the same. The
difference between a programme produced by
the BBC and a Japanese channel is in the edit-
ing. At the BBC there are teams of editors.
Some scenes may have very violent images,
but they will not be transmitted.

> Stéphane Lieser, Frank Dietz, Florence Canta, Theresa Plummer-Andrews, Chris Grace

and Mike Robinson

5.3

France 2 acquisition policy: Florence Canta, head

of children’s programmes

> Frank Dietz, Florence Canta,

Theresa Plummer-Andrews
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[The French context in general

1 - The France Télévision Group, set up 3
years ago

This public service group is composed of three
channels:

e France 5

e France 2

e France 3

2 - The private channels:

e TF1

* M6

e Canal +

3 - The cable channels

Competition from cable channels in the field of
children’s programmes is considerable. The



audience share of the youth market held by
cable now stands at 12.5% spread throughout
the day.

The France Télévision Group feels strongly
that, in a competitive context growing more
difficult every year, it is essential that the three
channels in the group do not compete for the
children’s market.

The Group’s general management has there-
fore taken the following decisions:

« pre-school programmes should be on France 5

« programmes for children aged 4-10 should be
on France 3

e programmes for older children (11-14)
should be on France 2

Within the framework of the France Télévision
Group, France 3 is the channel with the largest
number of projects and the greatest volume of
production and level of finance. This channel
targets the same age segment as the majority
of European channels.

The France 3 budget is around 15 million Euro,
which is twice the production of France 2.

Within France Television, France 2 is consid-
ered to be the drama channel. Children’s pro-
grammes are restricted to Wednesday and
Saturday mornings.

France 2 devotes 6% of its broadcasts to the
children’s sector, annual cartoon production is
41 hours and we have 75 hours of transmission.
These are not very high figures.

[What are the consequences of this
policy for France 2?

The fact that the children’s slots are on
Wednesday and Saturday mornings has finan-
cial consequences. Since the morning periods
are seen as dead time, the financial balance of
the channel makes it impossible to exceed an
average investment of 1,360,000 Euro for a 26
X 26 minute series.

It is impossible for France 2 to say things like:
“We've found a fantastic project which we love,
SO we're going to invest whatever’s necessary”.

The channel’s largest area of investment is
prime-time TV (evening) and is mainly drama.

The fact that the channel has to cope with a
teenage audience also gives rise to some prob-
lems. France 2 is the only French channel
with a teenage-oriented policy.

The situation is very similar in the rest of
Europe. The majority of producers and broad-
casters interested in the youth audience focus
on the 4 — 10 year-olds. This makes it extreme-
ly difficult, if not actually impossible, to co-pro-
duce programmes for higher age groups in
partnership with other European broadcasters.

[What kinds of projects are France 2
looking at?

Projects have to fit into a broadcasting sched-
ule with a high percentage of live-action youth
drama series, which are mostly American,
British or Australian.

> Frank Dietz, Florence Canta, Theresa Plummer-Andrews and Chris Grace
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It is difficult to include cartoons in among live
action series. The way teenagers, France 2's
target audience, tend to react is to say that “car-
toons are for babies”.

France 2 has only had a clearly defined policy
for three years, and the first productions in
accordance with this new editorial policy are
only just beginning to appear. One example is
Wombat City, the first production of 2001,
which already represents what France 2 has
been looking for. Wombat City is a sitcom in
which teenagers talk about their daily lives in
a science fiction context that is slightly remi-
niscent of The Fifth Element. Wombat City is a
cartoon series for teenagers — the graphics are
powerful, the subjects dealt with have not
been touched on before and the dialogue is
predominantly humour-based.

Achieving this in 26-minute episodes looked
too great a challenge, so France 2 decided on
13-minute episodes. France 2 have succeeded
in scheduling this series in live-action environ-
ment without losing viewers.

[What projects are currently in the
pipeline?

A new series will be launch in September
2002 (7-minute format, which France 2 have
never used before). It’s a daring little series in
which some risks have been taken with the
graphics (not at all realistic or conventional).

The artist is Yack Foczniak, a comic-book
artist. The series was produced using Flash.
The entire project was the work of an inde-
pendent producer who was both writer and
director.

He ran into a lot of problems before the series
was finally put into production, because no
other broadcasters could be found. He was
forced to approach a large conglomerate,
which put up the necessary finance. The series
is called Les Durs du mur — The Wall Toughs —
and tells the story of the adventures of a group
of teenagers in an imaginary suburb.
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I Current developments in the
animation market

6.1

Income from music: Dominique Boischot, producer
and director at the Les Films de la Perrine

> Dominic Schreiber, Sarah Walker, Mike Robinson,
Dominique Boischot

[What are the advantages of income
from music?

Music has the advantage of generating income
as soon as the programme has been broadcast,
and as soon as a cassette or DVD has been sold.

There is also an international organisation that
manages the first stage of the income. Income
from music is increasing dramatically these days.

[Hbw do you integrate the production
of the music into the programmes?

There are now two ways of planning the pro-
duction of the music and including it in the
programmes:

« Using a music producer who will produce the
music and grant synchronisation rights but
who will then collect all the income generat-
ed by the screening of the work. This is the
easy option, but it is disadvantageous for the
producer if the programme is very success-
ful. He stands to make a considerable loss.

e Using an independent producer for the
music to be included in the programme. In
this option the production cost of the music
has to be included in the budget. The income
will then be shared between all the produc-
ers and anybody else holding rights to it.

There is an internationally-accepted system
for managing the income from music.

Every time the work is screened via network
TV, video or DVD, income is generated and
redistributed by such organisations as SACEM
in France, on condition that the product has
been registered with these companies.
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[What share of the income goes to
the producer?

50% of the income goes to the musician or
arranger. 50% of the income goes to the music
publishers who hold the publishing rights and
may derive income downstream from the pro-
duction.

Income is paid out every six months relating to
the time and date the programme is screened.

All producers are aware of the importance of
the income from the music. The result is that
they all want to be joint publishers of the music,
but there can only be two joint publishers.

Within the framework of an international co-
production a publisher may transfer a portion
of his income to his co-producer as general
commercial income.

The joint publishers’ shares are negotiable, but
the musician/publisher 50/50 split is not. How
does that work if the music used has already
been published? Negotiations must be entered
into with the publisher to get synchronisation
rights from him. The publisher allows the pro-
ducer to use the music in question under certain
conditions, which are subject to negotiation.

The best solution is not to use pre-existing
music, unless it has been re-recorded or joint-
publishing shares have been negotiated.

[The Ellipse Production case

By way of example, here are some figures from
Ellipse. The net income from music equals
25% of the net income from the whole Ellipse
catalogue world-wide. Gross operating income
from the Ellipse animation catalogue stands at
10,000,000 Euro per year. Net income is
2,000,000 Euro per year, 500,000 Euro of which
is just from the music!

> Sylvia Laj, Jean Rouilly, Dominique Boischot
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6.2

The future of animation: Jean Rouilly, chairman of
Europe Image International

> Marc du Pontavice, Sylvia Laj, Jean Rouilly

[What is the future for animation?

It is impossible to think about the future of ani-

mation production except within the context of

the indivisible trio:

 the producer + the idea

« the TV channels which finance the work

e the investor-distributor (plain investors no
longer exist)

This third component depends on the state of a
now highly-developed market which affects the
security of the investments, of the distributor-
investor and hence of the finance for projects.

Distribution problems cannot be laid at the
door of the distributor-investors. The causes
should rather be sought among the ranks of the
producers and the TV channels.

Animation production is in a very delicate state
due to all three of these aspects and their effect
on finance. Animation is among the most deli-
cate products of the audio-visual world.

[What are the negative aspects of the
international market?

In the first place distributors are unwilling to
invest as much as they did two years ago. This
attitude has tended to concentrate terrestrial
television on prime time (films, sport, reality
shows, drama).

The prices for this type of programme have sky-
rocketed to such an extent that terrestrial tele-
vision has less money to spend on animation.

In recent years a crisis in advertising has also
been observed. Income from advertising has
fallen by up to 30%. This significant phenome-
non has had a direct effect on animation pro-
duction and has slashed its budgets.

The slots for animation have shrunk not just for
economic reasons but because of the increasing
specialisation of thematic channels, which are
stealing the audience from general TV.

Advertisers concentrate on housewives of
around 50 years of age, not on children.

The only remaining slots have been monopo-
lised by package deals (for example, when
Warner sell a show they also sell dozens of car-
toons at the same time which the channels are
obliged to put on if they want to buy the show
in question).

[CWhat effect has the advertising crisis
had on the thematic channels?

The terrestrial channels are an economically
valid market. The thematic channels, on the
other hand, often represent only 1/10th or
1/15th of the value of the terrestrial market.
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Surveys on the thematic channels have dis-
pelled many illusions cherished by the adver-
tisers, because they show that they have small-
er audiences than had been thought. So when
the advertising situation becomes tight, adver-
tisers prefer to use the terrestrial channels,
with their huge audiences, rather than spread-
ing their smaller budgets much more thinly.

The fact is that all the thematic channels
depend essentially on licence fees, cable oper-
ators or satellite groups. The trend world-wide
is for the licence fees provided by these opera-
tors to be in free-fall (2/3 less).

Another problem experienced by the thematic
channels is mergers between bouquets of
channels. When bouquets merge, channels
broadcasting on the same theme cannot.

A third element is competition from inter-
national networks, which weakens French
and European channels still further.

[What are the consequences of this
environment?

The major consequence is that investment has
become concentrated on a small number of
projects. Since competition is very fierce, the
thematic channels feel a need to broadcast flag-
ship projects, which they initiate and in which
they invest in order to find a small window.

Since the terrestrial channels have realised that
thematic channels are genuine competitors in
the children’s market, there are fewer and
fewer co-productions between terrestrial and
thematic channels (like Canal J and France 3).

Even the terrestrial channels are now obliged
to concentrate their investment on one or two
symbolic projects per year just to show that
they still have a presence in the field of ani-
mation. This by definition implies that acquisi-
tion prices are stagnant or falling. Another
recent phenomenon is the increase in the
length of rights periods: channels give wider
distribution to the same programmes and buy
fewer new series.

Since broadcasting windows are fewer, the
channels have series in stock. So they buy less.
And become overstocked. Many projects are
never completed for want of finance.

All these finance-related phenomena mean
that the situation for animation production is
becoming increasingly fragile, and is one of the
most precarious on the audio-visual landscape.
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[What is the investors’ attitude?

Distribution costs have skyrocketed. The 30%
commission demanded by investors is being
challenged, which leaves them no margin to
fight the competition. Travel, markets and
pilots are very expensive!

Negative effects also flow from companies
quoted on the stock exchange. The result is
that finance becomes somewhat artificial. The
weakness is not in creativity but in the inter-
national market.

[Hhs the crisis been aggravated by the
system of conglomerates?

The mixture of functions has negative effects.
When someone in part of a group can have a
production finance shortfall on his hands while
hoping that elsewhere in the same group there
will be a distributor shortfall, or that the film
will show on the group’s TV channels and he is
going to sell to these channels — that is where
the greatest risk lies.

From the point of view of professional logic
there should be a distinction between the pro-
ducer, distributor and broadcaster functions
within a group carrying out all three opera-
tions. If everyone says “As the producer | am
prepared to put in finance up to such-and-such
a level and will maintain my budget at so
much, while as the distributor I'm taking the
risk, since | appreciate the producer’s expert-
ise”, these negative effects would disappear.




What has happened in Germany should be
borne in mind. The German conglomerates
focus on distribution rather than production. A
producer cannot make six or eight series a year.
A distributor, however, with fixed costs for mar-
keting, etc., operates by a volume-based logic,
which means that every year you have to deliv-
er so much and you tend to find yourself in a
shortfall situation. These distribution and vol-
ume pressures should be resisted, all the more
so nowadays when the market is saying that
the only thing that works is quality.

[What are the positive trends?

e The quality of the productions. There are
now no fairly successful series. There are
only series that work and are sold every-
where and those that don't and are sold
nowhere.

Child-oriented thematic channels are the
least affected by the crisis as there is a huge
potential market (they have an audience one
third greater than that of the other thematic
channels). The children’s sector is the only
one in which channels are still being set up.
The advertising crisis is cyclical. Once the
market has been purged and there is no more
overproduction it will start up again.
Production will have some trouble getting
going again, but distribution will rapidly get
back into its stride.

Digital terrestrial TV should mean that new
outlets will be found.

< DVD is a real hope for the future, since there
is international agreement on the quality of
the product.

The fact that all the players know the audio-
visual market is in a state of crisis should
drive them to set up partnerships.

[CWhat line should independent
producers take?

There are genuine possibilities for independ-
ent producers to develop projects. Lagardeére in
their capacity as distributor-investors are cur-
rently seeking projects, hand-crafted pro-
grammes, from independent producers.

When trying to attract an investor it is better to
have three co-producing countries involved.
From the creative point of view the fact that
there are two or three broadcasters involved
guarantees an international point of view and
means that the programme will be completely
international as far as sales are concerned,

even if it is complicated for representatives of
a number of channels to reach agreement. The
creative requirement is for an international
rather than a national platform.

It is not essential for producers to be completely

locked into conglomerates, banks, etc. The trend

is the opposite. We shall be seeing two cate-

gories:

< Producers who are part of conglomerates;

« Genuinely independent producers, for whom
there will be a real place in the market.

e While distribution must re-group in
order to be effective, creativity needs
a fragmented production market.

Ideally the producer should devote himself to
the creative aspect and to the financial
arrangements together with his three interna-
tional partners. The distributor should be
involved financially, but have as small an
input as possible into the content. He should
have a share in the equity, commission, and a
long period of exclusivity in order to write off
the risks he has to take.

The new producer-distributor relationship
must be a partnership. The solution to the
present crisis is to make the risk mutual. The
partnership should be based on the existing
catalogue of programmes and those to be pro-
duced in the future
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6.3

The economics of animation: Marc du Pontavice,

CEO of Xilam Animation

[CHbw has the animation market
developed over the past ten years?

From the economic point of view there have

been three important periods in the history of

animation:

« 1993-1998: expansion of the market and the
industry

e The end of 1998-2000. Period of overproduc-
tion. The market ought to have become
unstable, but it was maintained artificially.

The consequences were:

- Overstocking;

- The TV channels (particularly terrestrial)
got into the bad habit of not paying the
actual production cost.

« 2002-2003: years of reaction against the volume
of animation produced and transmitted. Some
children’s channels are bound to go under.

[CWill the thematic channels become the
lever of growth?

In the US, two thematic channels absorb 60%
of the whole advertising budget of the
American market. These channels are doing
very well in comparison with the European
market thanks to their distribution pool.

What is now holding back the thematic chan-
nels from making any progress in terms of
advertising resources is the fact that these
channels only reach 20% to 25% of homes.
Until a threshold of 40% of homes has been
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reached the industry basically survives on sub-
scription resources, which tend to fall off
because of the increasing number of channels.
Distribution must exceed 40% to 45% of all
homes in a domestic market for the advertising
income to begin to grow significantly.

Digital terrestrial TV is in a position to increase
the distribution pool of these channels provid-
ed that it is the digital terrestrial channels that
go onto satellite and that not too many new
ones are set up.

We should cherish no illusions as to the future
of children’s television. The terrestrial chan-
nels are cutting back their investment in this
field, as they are devoting all their resources to
prime time. Animation does not form a signif-
icant element on prime time TV, although it
does on thematic channels.

The natural law of evolution will be the same in
Europe as in the USA, where blocks of broadcast-
ing have tended to migrate from terrestrial to the-
matic channels. Daily programming will vanish
from the terrestrial channels. Only children’s
Saturday morning prime time will remain.

[What percentage of the budget should
the producer invest?

We need to look at the position of animation
within the overall picture of "entertainment”
production.



Let's take a straight line. At the far left is the
market for programmes dominated by supply
(that of the creators) = point A.

At the far right is the market for programmes
dominated by demand and the laws of market-
ing = point B. These programmes are not
exported. They are funded 100% by the chan-
nel financing them (day-time).

From B, moving to the left, we reach point C,
which corresponds to prime time programmes
(TV films, mini series). These programmes are
largely funded (up to 80%) by the channels
because their export or catalogue potential is
very low.

Moving still further to the left we reach point
D which represents documentaries and anima-
tion. Animation is located on the dividing line
between the supply and demand markets.

Point A is cinema: a market dominated by
creativity.

On the left-hand side there is speculative
potential, because this is a rare product, and
the rarer it is, the greater its value.

The whole paradox of animation lies in the fact
that it falls on the supply side of the market,
since the programme does not respond to mar-
keting routines and recipes: it is a creator’s
market. But it is not like cinema.

Having said that, unlike other television pro-
grammes, animation has an international and
perennial role.

[Hbw can we set the cursor at the most
economical and realistic position possible?

All that is required is an approximate assess-
ment of the future financial potential of the pro-
gramme when it is produced and in distribu-
tion. This sum will reveal how much pre-financ-
ing will be necessary in order to avoid risk.

Three European markets (France, Germany,
the UK) are each worth between $15,000 and
$35,000 per completed programme. Other aver-
age size countries, like Spain and Italy, are each
worth $10,000 or $15,000. A reasonable hope is
for a good quality programme to make between
$50,000 and $60,000 in net income (excluding
commission and taxes). This sum constitutes
20% to 25% of a normal production budget.

Consequently, it is impossible to make a high-
quality animation without pre-finance of at
least 75% to 80% of the budget.

International co-productions are therefore
absolutely essential.

[What does a programme need if it is
to succeed?

To have any chance nowadays of getting onto the
market a programme must be extremely well
planned, at an advanced stage of development
and if possible have a broadcaster attached.
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It is not rationally acceptable to take a risk on
more than 20% to 25% of the budget of a pro-
duction. This means that 75% to 80% of the
budget must be raised. The key to raising this
budget is the product itself.

Of all television programmes, animation is
without doubt the product that is closest to the
supply-related professions and the creative
areas. It is a profession that requires an enor-
mous amount of originality, creativity and indi-
viduality. It is a profession that has for ten
years occupied a rather extraordinary position,
because its value has nothing to do with famous
acting names. Its value rests on pure creativity:
a good concept, an original idea. The right
question to ask is “What does this project bring
onto the market that was not there before?”,
which is the opposite of other television areas
where you're looking for sameness.

It is essential to target the domestic market
first. This is easier in France or the UK than in
other countries because the internal market in
these countries is strong enough to put up a
significant proportion of the finance.

It is impossible to operate in most economic
sectors, whatever they may be, without 45% of
the finance coming from the domestic market.
This is a very high threshold, and animation
almost never reaches it, although efforts to do
S0 must be unceasing.

You give yourself a hard time if you enter the
international market when you haven't even
raised 30% from your domestic market. Some
companies have come a cropper by mixing a
lot of finance from a lot of countries. The prod-
uct becomes stateless.

The economic model demands that you deal
first with your domestic market, and that you
have a very strong broadcaster alongside.

[What is the procedure for international
co-productions?

There is no perfect model for an international

co-production. At Xilam, we raise 75% of the

budget by bringing together at least three terri-

tories:

» the domestic market (the French market) ;

< one of the three or four big world markets
(Canada, UK, Germany) since these are the
only territories capable of bringing in an
additional 20% to 25% of the budget ;

« a third, average-sized territory (Italy, Spain)
which will bring in another 5% to 10%.
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[Hbw do pre-sales work?

There is a hierarchy: co-production, pre-sales
and sales, and the financial disparities between
them are massive. To make a comparison: if a
co-production were worth 100, pre-sales would
be worth about 50 and sales 20 or 25.

The pre-financing market is the key to the eco-
nomic success of a film. For example: Xilam
have sold six series to the American market, of
which three went to the Fox Network, which is
one of the America’s national networks and is
very difficult to approach.

The first project sold was a series of five com-
pleted episodes ($55,000 per episode for 5
years’ rights). Xilam fought to sell the series at
a higher price because the programme was fin-
ished and there was no further risk entailed.
The broadcaster could be certain of the prod-
uct. One year later, Xilam offered a new proj-
ect to the Fox Network. We had nothing but a
pilot. We got $85,000.

[Why did Xilam get twice as much for
a promise as for a completed project?

For two reasons:

e This is a business that works on desire and
anticipation. A project that doesn’t exist has
no value. But while something doesn’t exist
physically it can be the most beautiful thing
in the world and the biggest success in the
world.

e Our margin for negotiation with the broad-
caster is the fact that the product doesn’t
exist. If the broadcaster really wants it, he
has to make an effort to bring this project
into existence. If the programme already
exists, you can’t bargain from a position of
strength. You’'re then into the logic of the cat-
alogue, and there are a lot of competitors.

It's very important to organise your pre-financ-
ing on this basis.



6.4

Animation — the basics: Pierre Bertrand-Jaume,
co-chairman of the executive board of Expand,
part of the Canal + network

> Pierre Bertrand-Jaume, Rhianydd Darwin, Tatiana Kober

[What are the basics of animation?

The basics of animation have not changed.

« They are programmes that have a long shelf-life.

e They are programmes directed at an audi-
ence with few preconceptions, which can be
enjoyed in any country in the world.

That's why we have to keep on producing ani-
mation, because it has real potential.

There is, however, one problem arising from
the length of life of a programme. Programmes
produced ten years ago are in competition
with those being made now. As far as Canal
Plus is concerned there are two programmes
which were made twelve years ago which are
still increasing our turnover more than other
programmes: they are Tintin and Babar.

So these programmes are preventing channels
from stocking up on new programmes because
the old programmes are cheaper.

The economic parameters governing anima-
tion have changed. Production companies
want to raise as much finance for their pro-
grammes as possible, ideally 100%. This policy
means considerably reduced margins in
exchange for all the rights and the possibility of
making money in the future. One of the fun-

damentals of animation is that it holds its
value for between 10 and 20 years.

For every production company the number
one problem is the same: how do you get pro-
grammes 100% financed while retaining a
share so that you can earn some money if the
series is a success?

The answer is the catalogue. The catalogue pro-
vides a secure basis, which makes it possible for
companies to keep on investing. Each company
must find economic solutions to the problems
posed by the development of the market.

[What kind of programmes should one
aim to produce?

We need high quality programmes that are
well financed. It is not the cheapest pro-
grammes that bring in the most money.
Programmes with higher budgets have proved
to be more profitable.

[What are the basic differences between
Europe and the USA?

The Canal Plus group merged with Universal
and the first thing we did was to make contact
with Universal’s heads of animation and the
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studio heads in Los Angeles to find out how
they work, and to find out how we could co-
produce. To our surprise we found that
Universal Studios, which does not have a
broadcaster as part of the group, hardly man-
ages to produce one or two series per year,
while they hold adaptation rights to films such
as The Mummy, which was a huge success in
the cinema, but which they then had to aban-
don because in the whole of the USA they
couldn’t raise the finance. Meanwhile, we in
Europe were producing four or five series per
year in a system that was completely artificial,
maintained by nonsensical financing systems
supported by the banks.

We found that we needed a terribly long time
to recoup, while the Americans remained com-
pletely pragmatic.

At the moment we should be concentrating on
methods of managing the economic implica-
tions of this period, which is a time to be prag-
matic, to take account of the market and hold
on in difficult economic conditions, knowing
that there is a good chance that in the end the
market will find a new balance and demand
will rise strongly. When that demand is realised
we must all be in a position to be able to pro-
duce.

European subsidies have had the effect of con-
cealing to some extent the realities of the mar-
ket. Now we have paid a high price for this, in
the form of bankruptcies in France and
Germany, which have led us at Universal to
take precautions. We now say, “If we haven't
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raised 90% — 99% of the budget of a film, we
don’'t make it This may seem absurd, since of
course you're banking on future income, but |
think there comes a time in a production cycle
when you do have to call a halt, when you take
stock, when you choose your projects with
greater care, when you start to be more
demanding, and when you make better deals
with the networks so that you can hold onto
more money. There’s a problem at the present
moment in France in negotiating with TV
channels because there are companies quoted
on the stock exchange which are obliged to
spend their money and which are doing the
opposite of what one should do with one’s
money. The companies quoted on the stock
exchange need to invest money and spend it
fast, whereas nowadays the market should be
encouraging us not to invest.
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7.1

netfinance plan and its structure

> Theresa Plummer-Andrews, Chris Grace,
Mike Robinson

How do you put together your finance plan?

A finance plan is a kind of programme out-
line or template, which will enable the pro-
ducer to make contact with a range of dif-
ferent organisations such as banks, broad-
casters, co-producers, and so on.

It is in no way an administrative constraint —
rather it should reflect the vision the producer
has of his programme. By its very nature it will
differ from one programme to another.
When drawing up a finance plan, you need to
know what product you want to make, the tar-
get audience and the partners to be
approached. Once this is clear to you, you
must think about the rights available in the
production. These can be broken down into
three categories:
 Rights divided up by territory;
« Rights divided up over time (for 5 years the
rights belong to such-and-such a company);
e The medium or way in which the product
will be exploited.

The purpose of the finance plan is to obtain a
sum of money greater than the total of the
costs so that other products can be produced
subsequently.

The producer’s problem is that financiers take
a lien on pre-sales. The difficulty therefore is
to secure supplementary receipts.

The key, then, to the finance plan is to secure
the maximum amount of money from the min-
imum number of territories.

From the practical point of view:

e A producer has to form a partnership with a
local broadcaster. The broadcaster will ask
for a share of the rights, and equity as a co-
producer, except in France where this prac-
tice is now banned.

* The second step is to team up with another
broadcaster.

< Once you have the large territories assigned
and 60% of the budget secured, while hold-
ing on to 100% of the back end, you can try
to sell the secondary rights.

e The producer’s last resort is a bank loan.

> Olivier Debande, Leslie Nelson
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7.2

The rights split

It should be said that the producer, the initiator
of the project, is in a privileged position com-
pared to other sectors, because he is the arbiter
and architect of the finance plan. A company
with a nominal capital of 160,000 Euro can find
itself managing budgets of 6 to 7 million Euro,
which is a colossal advantage.

7.3

The producer will negotiate how much equity
he gives up. If a producer with a good finance
plan does not get a 50% share it means he has
not done his work properly or he has made a
bad sale.

How do you get a 50% share?

All negotiations fall between co-production
(which generates co-ownership and hence a
share of the rights) and programme sales.
When working with a broadcast partner right
from the start, you must agree the amount he
pays the producer for the licence-fee: that is to
say, the financial value of the rights he
acquires. In the case of a pre-sale the broadcast
rights must always be higher because they
include some editorial control. It must always
be at least double the licence fee. A pre-sale
must always be at least 20%.

The rights split is negotiated with co-produc-
tion partners. The co-production contribution
of a partner broadcaster should be half his total
investment.

The CNC (Centre National de la Cinéma-
tographie) and the broadcaster feature in the
profit and loss account and not in the balance
sheet. This means that there is no financial
value to ownership.

7.4

Types of international co-production

There are two kinds of international co-pro-

duction.

« International co-production with a co-produc-
er. You look for a partner in another country
to create the project with you and you share
the costs. You take a chance on the quality of
the product. Costs will be higher because
everybody involved will need to be paid.
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* The better system is an international co-pro-
duction in which you work with a foreign
broadcaster, because the broadcaster has no
interest in the production process. His busi-
ness is simply to make sure that he has an
input into the creative side.

Pre-selling is the best formula.



7.5

The catalogue: what value does the catalogue have,
how is it managed and how is it assembled?

The Canal + example. Canal + went into pro-
duction in 1988 and at the rate of three or four
series per year a catalogue soon came into
being, a sound insurance against lean periods.
However, this was only possible because this
catalogue was established within a group that
had the means to finance its products from the
very outset.

When the catalogue price collapsed and Canal
+ was bought by Vivendi, the risks went up.
Although the turnover at that time was in the
vicinity of 160 million Euro, Canal + was car-
rying 33 million in losses, which was still less
than the figure at which the catalogue had
been assessed. In other words, once Canal +
had put a figure on all the risks, the result was
still just about in the black.

Generally speaking, the catalogue is very
important in helping to finance gaps in fund-
ing, but it also means you can have an
overview of the profitability of animation activ-
ity over a 10-year period. It shows that prof-
itability is relatively poor, around the 5% mark.

The Xilam case. The company has positioned
itself on a basis of quality rather than quantity.
The idea of a large catalogue is of no particular
interest to Xilam. But this does not mean that
the matter of distribution strategy can be
ignored.

In the area of programmes for the domestic
market there is less need to rely on the cata-
logue than in the field of internationally-ori-
ented programmes.

If a producer has the means, and if he wishes
to profit from what he has created, he must be
able to control sales rights and to grant exclu-
sivity for only a limited period of time.
Sometimes it is possible to generate a large
income from a small humber of high quality
programmes.

Xilam generated 6,000,000 Euro for 100 hours
of programmes for the year 2000.

Catalogues have a real value if they are varied
and if one can hold the rights for a number of
years and maintain partnerships with the pro-
ducers to renew the catalogue.




7.6

Financial institutions and bridging loans for
production finance: the Coficiné system

> Sylvia Laj, Marc du Pontavice, Pierre Bertrand-Jaume

France is one of those rare countries with
access to such financial institutions as
banks that make bridging loans. What this
means is that they accept contracts as secu-
rity, thus allowing them to cash-flow the
production. It is a very practical system.

Coficiné does this for French producers, but
also for producers in other parts of Europe.
Coficiné is not an investor, and is not there to
complete the production finance, preferring in
most cases to discount the contracts as part of
the total finance.

If the producer has a finance plan in place,
Coficiné enables him to make his series
because the majority of the finance plan con-
tracts are payable on delivery. Coficiné makes
advances on everything in the way of mini-
mum guarantees and pre-purchases.

[There are different types of credit:

1 - Development credit, the purpose of which
is to develop projects. Coficiné advances the
money to develop scripts, etc. These would
only be small sums. Coficiné takes a collateral
interest in the films the producer may have in
his catalogue. If the film is not produced, and
the producer is not in a position to pay back
the loan, Coficiné then takes additional liens
that facilitate repayment of the loan out of
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future income. This small-scale development
credit is only available to French companies,
whose income may more easily be accessed.

2 - Production credit (also advanced to foreign
companies). The producer must have raised
his finance already. Coficiné does not take any
collateral liens. An evaluation is made of the
finance plan for the series, the quality of the
co-producers, the quality of the credit and the
creditors. The co-producer must set up letters
of credit. The company is also assessed: bal-
ance sheets, financial analysis, debts. The pro-
ducer must supply: a) financial statements for
the company and evidence that it is listed on
the commercial register; b) a production esti-
mate including overheads, financial expenses
and contingency funds; c¢) the finance plan and
all the contracts relating to the finance plan; d)
a cash flow in relation to the state of advance-
ment of the series; e) if there are other co-pro-
ducers, Coficiné will have to know exactly
what their role is in the production and who is
spending what and when.

In accordance with this cash flow Coficiné will
make funds available to the producer on com-
pletion of various stages of the production. An
agreed sum will be made available at an agreed
time, for example on acceptance of all the
story-boards, and so on.



3 - Catalogue credit. Coficiné will advance
credit against catalogues if a producer needs to
finance his overheads in a period of low activ-
ity. Coficiné’s security is the future income
arising from the sale of the catalogue. It is eas-
ier to get such aid when the producer works
through external distributors.

Technically, within the framework of produc-
tion credit, Coficiné secures the tangible and
intangible rights to the series and all the
income due to the producer goes instead to
Coficiné. All receivables go direct to Coficiné.

If there is a shortfall in respect of finance but
prospects are good and some territories remain
to be sold, Coficiné may agree to provide
deficit financing. This is not, however, normal
practice and only large production companies
can take advantage of this.

7.7

No guarantee of a successful outcome is
required by Coficiné. Coficiné takes 10% for
bank and other administrative charges, etc.,
except in the case of larger companies.

Merchandising

[CAte licensing and merchandising the
Eldorado of children’s programmes?

A few years ago 70% of income came from
international TV sales and 30% from licensing
and merchandising. It is becoming increasingly
difficult to achieve that kind of income nowa-

7.8

days. Even companies like DIC are finding it
risky to include merchandising income in
budgets or finance plans. The problem is the
proliferation of TV series, which means that
potential financial partners are already very
much in demand.

Toys

For some types of series, toys are often the
major source of income. It is always worth-
while for a producer to go with a marketing
plan and talk to a toy company. Every produc-
er planning an animated series will need a toy
manufacturer.

The DIC case is worth noting. DIC asks the toy
manufacturer for an advance, which may be

10% to 15% of the series budget. In exchange
the manufacturer will have an exclusive
licence for a set period. Payments may be
made on the basis of the cash flow. The manu-
facturer’s advance may be recouped from roy-
alties or from receipts. He may have a share in
the net profits. The amount of this share is sub-
ject to negotiation, but is generally around 5%.
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