Previs & postvis help studios streamline production

Proof's London office handled
previs for Guardians of the
Galaxy, while its LA location
took on postvis.




vis have becoms
cature film and com-

n revis and po:
tha norm in

rrercizl productian today. Orce viewed
as a simple way to ervisicn a snet oricr
to production or act as a placcholder Tor
edtars waiting tar the “inal shot, industry
pros such as Ron Frankel, president and
crestive director at Proof Ceww.proof-
inc.com), sav that previs end postvis
ential tools to "push the
and “finesse creative

have become e
croagtive dialogus
decision making.” Hare, Post speaks with
a number of crestives about why the
previs and postvis process is essential for
addressing a numoar of proauction and
post challenges, and often tirmes results
in saving valuablz time and monay.

PROOF
Accorcing to Frankel,
whase company is
headguartered in Los
Angzles, with branch-
es in Londan and
Sydrey, postvis, in
particular, has gained
ground recently.

“At tirst, pastvis was considar

slap comps or temp comps to give a
rouc dez of the VRX, but now they're
describad as the first animation pass: We
can hand off dats to the final VX ven-
dor,” hz explzins. “Tre level of guality we
can achieva is pretty remarkable. Pastvis
is done at about the 80 percent level.
We've even doneg scme final shots — not
haro creatura shots, but simpler paint
outs and speed changes, or acding a CG
elernent to 3 shot that wasn't intended to
have VEX

In many instances, previs and postvis
are completed by the same compary.
For instance, Froof's | ondon affice
hzndlec orevis tor Marvel's Guardians
cf the Calaxy, a recent Acadsmy Award
nominee 1 the Visuzl Effects category,
while its & nome base fock on postvis
dutizs, "This wasn't just a sci-fi film but
ar imaginaed world filled witn meginad
aliens,” says Frankel "vWe had to start
previs osfore the art department had
done all the designs.”

While Proof's pastvis has become

rrore firished in guality, tne company has
bean pushing previs to o2 “mores lcosz
ard stylizad.” It's Praaf's aim o rosoive
the unzarnny valley cenceot, a theary in
which as characters becorre more and
mare realistic They become "offputting
and creeoy” instesc of empathetic.

‘| felt previs was “zlling into the uncan-

ey, so we geveloped techniguas,
ad witn aur proprietary Toon Shad-

er sottware, that sre mare lllustrative”
and work rand-n-hand with Autocesk
Mava, Franke! explains, "Characters ara
still three-dimansional, accurare and to
scalg, but the visual style is more like
illustraticn and clients really respend
“hem. We're Lsing Toon Shader an al-
most every praject now it makes 't zasy
o transition from provis to postvis: The
underlying deometry and animation is
the same, but how we skin the characters
is oifferent.”

—or Guardians of the Galaxy, Toon
Shader enabled Proaf to create “rough
reoresentations” of the allen worlds. “We
could corvey tho idea of a clazn, maa-
ern city or higr-tech industrial mining
without the minut as trhe art department
“or. Then wa'a fold in the art

WESN'T reE

cepariment’s ideas as they were corm-
pletad,” Frankel says.

Praat dld pravis for “almost The antire
mavie — net ust actior scenes but lots
o dialogue scenes, teo, It was especially
irmportant for scenes featuring Rocket
and Groat where we had o make sure
that creatures of such different scales
would mix with the actors”

—rankal estimates that the camoany
made over 8,500 individual carmeras, or
shots, for the previs process, Postyis tal-
lied 1,450 shots, each with two or three
versions. “| don't think there was any-
thing we didn't touch,” he says. Dztailed,
refined postvis — dane at the B0 percent
served as placeholders through
VEX vencors completed

level
screenings whilz
~he final shets

=ran«el locks for Virtual Reality to be
the next big market “or previs. "Cue
18 vary inferestad init, sparked by Oculus
Rift” the VI headset far caming. ne savs.
"But no one knows how to develop the
narrative na VR environment thet com-
pletely surrounds vou — it's a whale new
50 there's a need for
provis to birme events, cos gn cues, dross
The snvironment.”

Related ¢ thatis the idea of bringing
VR techinology into the orevis process, *[f
a feature art department is creating a big
set, could we put on tre [VR] goagles
and walk through it?" Frankel muses.
Proofis aready partnering with an Aug-

yane

wey of storytel

mentec Real ty technology comDany to
cevelop an or-set or on-location process

“or realtime visualization that will put CG

characters into an envirenment, rmove
them arcund and scalz trnem up or down

“so you get a very visceral sense of what
e
scouting or filming process”

olaments will lock ke during the

BY CHRISTINE
BUNISH

Apes, the most recent

MPC FILM

M2C Fim Previs in
Santa Monica dwwa
moving-picture.com?
creates previs and
postvis for feature
fiirms, including Dawn
of the Planat of the

in the franchise and
alsa = recent Acad-
iy Award VX
narmmree.

The leval ef detall
required by clignts tor
pravis has increasec
drarraticzlly, notes
Duane Floch, head of department at
M2C Film Previs. “The cays of anytning
resembling sliding charactars or gray-
scale environments are long gong,”
he says, "There's a lot more lighting,
atrnospherics, character animation and
expression. Wea're excited about games

=2ngine accessibility coming nta its own
and are exploring how to develop a
pineline fa make an easy Transition with
it Garne engines give wonaerful realtime
llahting, atmospherics, weter, deptn of
fleld shadows. They alse can handle a
good deal more geometry, so you're not
dealing with 2 svstermn with
Julian | evi, executive producer at MRC
Film and MPC Film Previs, notes that an
artist using a game engine “spends time
warking en the shot and animating the
snot. Then he puts the shot throuan the
zngine whers itinherits all the parame-
ters he's sot up for the glabal enviren-
ment for that scene. It's bullt rignt in”

mitations.”

MPC Film Previs had
more than two dozen
artists working on the
previs for Dawn of the
Planet of the Apes.
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PREVIS

The Third Floor's Albert
Cheng says he's seeing
more commercials
taking advantage of

the previs and postvis
processes, like this TV
spot for Mercedes-Benz,
Fable, that ran during
Super Bowl.

That kind of sosed and eff ciency
means The process is "mare about shot
creation and less about shot enhance-
ment,” says Floch,

The division nas already ntegratod

inte its pipeline some preprietary too's
frarm MPC WFX Tor crowds, destruction
and other Techrigues. “We can take
advartage of what exists in MPC's vast
trove of assets,” says Levl “We can tap
that liorary to pull not just characters out
animztion cvecles and pates.”

MPC Film Previs worked on Rise of
the Planct of the Aces, the reboot of the
franchise, and returned for the secuel.
At the height of orevis, it nad upwards
of 16 artists working in Santa Monica
and 18 in New Orleans, where the film
was snot Artists were armead witn Maya,
Adoos Photoshop, Acobe ATer Effects
for compasiting and enhancing shots,
and custem rigging tools to nelp
the anmatore.

“For the first film, the studio had an
edict trat every shet with an ape had
to be orevis,” says Floch. “The szcond
time around, overyons know what tho
characters would lock like, so they were
more selective about orevis, We focuseo
on key shots, including the colony attack

some 500 marauding apes and human

characters — where 't was important to
manzge the sheer number of charscters
and bhe eticient with the storyrelling.”
Previs was done with thrae lavels of
detal, he explains, “Cose-up storvtelling
with the mzin characters, ana midground
and background hordes. We did run-
and-sneot cycles for the deep back-
ground ard midgraund — the characters
weren't on rgs — o simp Ty things anc
make tham manaagzable.” The closz-up

storytalling was tole rom threa porspec-

tives: Drevius on the human side; Kol
the lzader o the marauding apss; and
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Caesar's son Blue Eyeas.

Whila Watz oLilt VEX shafs in Neaw
Zealand, MPC Film Pravis was creating
postvis sequences as needec, “Typically
postvis happens at a very fast pace in

the cutting renm when they need to
turn previs intc postvis with the foct-
age thay've shot,” savs [avi. "It happens
months betare the final assets for VEX
are cormplete, Our postvis was embed-
ded with the editorial at Fox Studios; we
were moving at speed fo keep up with
tne pace of the edit”

Floch notes, “maere and mare directors
are coming arcund to how ta uss previs,
Tre numboser of first-time users
down. It's becorming a more familiar anc
trusted tool”

ing

ALAN BELL
As the editar of
The Hunger Games:
Carching Fire end
The Rungor (Games:
Maockingiay
1 and Maockingiay —
Hart 2, Alan Fawa
Bell, ACE, has seen
his share of orevis and postvis,
“Previs is a huge part of any large
acton or VFX mavie to show
go g to nappen before you shoot to the
cxocutives, the director, 2nd unit, aven
tre editor — I'n aften cutting befare
tney shoot ary frames,” Bell exolains.
Latar, postvis informs the cut and
becomes “a step towards the fina shot”

FPart

snat's

when he's editing the live-action “ootage.
While he hasn't seen any oostvis shots
turn inte finals on The Hungor Gamas
films, Bell concedes that “the tecrnoogy
has become more and more advanced,
and it's concaivable that it could happen!
The new trend “or Bell is his akility to
tzke some of this process nto his own

hands. Using Blackmagic Design’'s Fus on
campasiting soffware. he can create
postvis composites trat “integrate wel
wtn Avid and znimat or dene in [Maxon]
Cinema 40," he says. "The scene where
they fy te rescue Peate from the capitel
in Mockingfay — Part T was all shet olue-
screan, and there wasn't a lot of tme ta
get the previs company invoived,” Bell
recalls. "So | como'ed together various
elements using Fusion, which infermed
the scurd crew, the studio and the direc-
tor unt'l they got the final shats from the
VEX vendors, My pestvis remainzg in the
cut “or quite a long time — aven through
zll zhe friends and family screenings.”

Maore often, Bell uses Fusion to create
= navw shot. “I'l compaosite performanc-
es — a moment from Take 1, ancther
from Take 2, and I've got 2 new take tnat
doesn't raally ex st he explains. *l can
Jump cut or morph in Avid, o retime the
perforrmanca. | can capture a resction be-
fore | cut away. ['ve essentially created a
YEX cshot because of the enhancements,
but it's all done ins'de the cut and plays
quickly and naturally. It's all seamless duc
to Fusion — an amazing tool to have as
an editor. | used T extensively on Mock-
ingfay — FPart One and it's now 2 oerma-
nent part of my toclbox.”

THE THIRD FLOCR
Alhert Cheng, previs
and postvls super-
visor at The Third
Floor Londaon (e
thethirdf corinc.com),
finos that mere and
maore commercials
are taking adwvan-
tzoe of the processes, zspecially whan
turraround time is sh
Creng led previs artists in Londen
campany alsc has a fu studio in LA —in

ot — as it often s

the



previs for the Mercedes-Banz Super Bowl
spot, Fatie, from Merklay + Partners/

MY Rokber: Stromberg directed for RSA
Films, MPC Advertising in New York and
LA did the enimaticn for the claver com-
he tale of the

rmercial, wnich Up
tortoise and the hare, When the speedy,
self-confident hare stops to play poker
with some woodland pals, the tertoise
discovers a Mercedes-Benz plant and
drives off in the nigh-perfermancs AMG
GT 5 ta (spailer alert) wn the race.
Cheng rmet Stromibzerg when tre latter
was 3 production desaner on festures.
Creng did a pravis pitch far Disnay's
Maleficent, “or which Stromberg direct-
ed, and Tre Thira Flocr Lendon later did
provis. "Robart loves pravis anc ap-
proacned us for Fable,” which combined
wnirnsical character animation with
live-action running footage and some

real forest locations. Cheng says

“Rooert gave us his brief and the
bozras he had arawn, and we dug inta
our own assets to find creatures to fill
cut the woodland — a fox, crow, squirrels,
hedgenrog — and built the ush fantasy
forast tram 2 concept paintirg o his”

From those elermeznts, The Third Floor
created a “rezlistic but very stylized”
previs tor the spot that “reprasentad
the flavor of the main characters, They
wiere anirmated but didn't have sophisti-
cated facial controls,” he explains. “Tre
previs helped determine what shots
were nzeded and how to shoot them
— tha camarz angles, tha timing. Itwas
a launching point “or MPC to retine the
shots and acd oersonality as they creat-
ed final animation.”

Previs and postvis have become
carnmonglaces for spots and feztures
today, he notes, "aspecially those vary
dependent on CG environmenrts anc
characters. It's part o° the creative and
post process.” The B blical epic, Exodus:
Gods and Kings, tor which The Third
Floor createa previs ana postvis,
recent client, "Postvis plaved a significant

rola with so many virtual enviranmeants
and the need to see snots cut In context.”
Creng says. The Third Floor received two
YVES nominations for Virtual Cinemarag-
raphy for Cdge of Tomorrow ana X-Men:
Davs of Fuiure Past, the latter of which
won The catagory

The Third Floor Londen. which usss
Maya =5 its primary animazation tool,
recently added Unreal Engire 4, a suite

cf integrated tools “or game developers,
to its arsenal. "It lats us walk around in

scenes and rendar scenes with lights and
effects in realtime,” says Cheng.

Garre ergineg integration “ties togath-
er nicely” with the VR tocls the company
has begun to Jse in pravis. “We've dene
virtual cameras for vears with cirectors
like Robert Zemeckis,” Chang notes. "WR
takes virtual cameras to the next level
Imaging a production designer ar direc-
“or able to walk arounc and scout the set
in vYR. We hooe to see

used mere and

mare to get a sense of spaca ana sca
aespecially “or CG envircnments.”

BARABOOM!

Culver City, CA's Bara-
boorm! is also locking
at the rale VR might
play in previs. "“We're
playirg with Ocuus,
“o sea haw it fits in
the pipeling,” says
“ounder and previs
suparvisor, Pepe Valancia, "You nead to
embrace all new technclodies.”

About two years ago the company
invested in 30 printers, so it ras the
aption to print cut scaled previs charac-
“ers and sets in three dirmensions. “It's a
really effective tool for art directors and
precuction designers,” he savs, “We dicl
previs for a live-action feature where a
character was a 30-foot creature; we
could print her out to see the scale and
volume related to the set”

Svan M

VALENCIA

ore power-
“ul today” Valencia roparts. RUrning
Viewoort using the Directx 11 rendaring
eng ne gives one-click, realtime sccess
o daepth of fiald, mation blus effects

va is “rouch m

shacers and gisplscernent meapping, he
notes, “allowing us to get 2 ook cleser to
~he final praduct. Wae just did provis for a
commercial using a preview of fluid sim-
ulations in Mava. It looked finished — but
we didr't intend for it to be g final shot.
Just a tool to nelp the director envision
and antizipzate the shoot”

Harabooml did extens ve orevis for
The 30 animated reature fram Reel =X
Creative Studios, The Sook of Life, which
was relessed last fall anc is now avall-
able on DV A universal tele of love and
lcss, 1U's based on Mexican folklore and
was co-writter anc directed by Jorae
Gutierrez

Valencia met the director years ago
and somired his fret short, Carmelo.
They kept in touch as ha ceveloped the

icea ©r The Book of Life. "Almo
the film's secuences were laid out with

PREVIS

storyboards exczpt for the ou lfighting
scene, the seale of the giant bull and the

action sequences,” he exolains. "There
was a script out no storyooards, and
Jorge wentad to «<how how o shoot
these scenes, where fo place the camera”
bafore the animators cot to work,

A Spaniare who's familiar with bull-
flahting, Valencia led 5 team of sight art-
ists who delivered 18 minutes of bullfight-
ing and actior provis ropresent ng
closs ta 300 shots, “Jorge came up with
a reference for the seguerce: Sergic

Leore spaghetti westerns,” saye Valencia.
a shoat out betwaer the bull

It was lice

and Manolo the bullfghter with really

specific close ups beautifully integrated
with the environment

“Jorge wanted 1o explors the camera
lenisas, the POV of the camera in the
plaza, the scale of this huge bull. We
provided coversge, gving him eptions
and variations to send to editerial (o
oreate The pace anc tming. The first
sequence we did gave nim 90 percent of
the carmera rmoves he used; it wasn't our
intertion to be that close to the finsl but
Jorge tald us we really naled it with tre

Sergio Leons reference.”

Baraboorr! needed to develop some
fa: ror the animared char-
acters, which can be fims consuming in
previs, Va encis notes. So artists grabozo
fi exprassions rom the character de-
signs — sadness, srriles, surprise — and
applied them to the lead actors.

The campany a sa did previs for the
chase at the tim’'s conclusion, & dynam ¢
sequznce wnen the villaing cerme to Tight
the villagers. “We provis'e mora tran 50

1| exprassions

characters at once, really intensive work,
and were rezlly haopy with the results”
. TRrevis was instrumental in
materializing Jorge’s creativity.” ﬂ

Baraboom! did
extensive previs for the

3D animated feature
The Book of Life.
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