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Walt’s Arcadia:
The Silly Symphonies

By Daniel Kothenschulte

In the history of cinema, it ook 15 years from
the short moving pictures of the Lumiére fi
brothers in 1895 for the feature film to es-
ession was repeate
eer in animation

tablish itself. This progr
in Walf Disney’s early
Sixteen years lie between his first short, th
stil sparsely animated Laugh-O-grams, and  the benchmark
Vhite and the Seven technical

cartoons in

the premiere of S

rfo

mphonies

popular releases.
4.02-03 In these story sketches for
and the Bull (1933). the
wre of Walt Disney,
—to rouse
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6.12 The Blue Fairy
works her magic
on Pinocchio in this

watereolor by
Gustaf Tenggren.
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huge screen above the stage. Visualized
music has found its place in major con
cert halls all over the world, not least be-
cause of the legacy of a fiim that in its early
stages of development was simply fifled
*Concert Feature.”

“Fantasia” —Piece by Piece

Disney’s decision o accompany Bach'’s
“Toccata and Fugue in D Minor” with ab
stract images might not be considered as

7.20 A story sheteh for “The Sorcerer’s
Apprentice.” The short became so
expensive that it was decided to make

part of a “Concert Feature.
2] An illustrated animation draft

the animators assigned to
every single shot of “The Sorcerer’s
Apprentice.”

120

daring an enterprise as often assumed
Abstract films had been popular with so=
phisticated audiences since the mid ‘30s
In 1944, Disney mentioned that even before
Fantasia, consideration hod been given fo.an
abstract movie and listed several influences
the combination of color and movement in
the handmade fim A Colour Box (UK. 1938)
by the New Zealander Len Lye, cs well as an
enthusiastically received program of films

by the German filmmaker Oskar Fischinger
at the Disney studio, who was given o cons
fract at Disney to work as an effects animas
for. As Disney explained, the idec of an abs
stract movie wos “an outgrowih of our Effects
Department. which we organize« long bes
fore we had any contact with Stokowsk: The:
idea of color and music is very e color
organ s really the key fo it oll an <l fhat goes
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9.11 Third row: Larry Clemmons, Ted
ddle

9.12 Animation draing of the Dragon,
1who, said Robin Allan, “reseibles
Oscar Wilde in shape if not in 1it.”
14 Tueo story sketches by 1. live.
uctant Dragon mode! et
‘s first “concept ar

by Di
itbert 1

“That's my 1wan. Any man
who could -lide from
Rothschild o Rax is the
man for ne.”

WaltDimey about drector Alfed Werker

“It wasn’t until we’d done about three or four of

these [Goofy shorts] that [John MeLe

I'was pulling his leg. By that
He 1cas a star in his own right.

Jack Kinney

h knew
lidn’t m
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Fantasio, separate sections. could
boast mu s of its own. Now, with the
advent s sophisticated simplicity.
Bombi four inique “look.” Layout and
backgrou ts followed Wong's lead,
crofting re tings that evoked the at-
mosphere nbi's world: the breathless
hush before @ rain shower, the lush greens of
summer, ff ersweet melancholy of au-
tumn

“You have hit the spirit of the story
with this. This is Bambi. There
is no gag that stands out above
Bambi his
Sidney Fronkin

Whot made f velopment doubly brilliont
wos that it also worked on @ practical level.
Veteran artists later pointed out that paint:
ing ol the film’s backgrounds in

an eloborate style, each leaf and
twig rendered in painstaking de-
fail would have taken so long that

the entire production would be
delayed. To h ornate back
grounds would invife technical
problems: the animated charac-
fers, Infended os the focal point
of @ scene, would be less effective /

when placed against cluttered,

“busy” backgrounds. Now, with
simplified, understated settings,
both those problems were efiminat-
ed. From both an cesthetic and a
practical standpoint, Tyrus Wong’s

i1t Kahl, for a
Later cut from the film,
princi

roughs by

iples of
ere adapted

distinctive pictorial approach was a key fac
for that transformed Bambi,

Character Design
and Animation

Of ll aspects of production. by far the most
technically difficult was the animation of the
leading characters. Disney artists had ani
moated deer and other hooved creatures in
Snow White and other films, with perfectly
acceptable resulfs. Those deer had generally
appeared in supporting roles. and thelr toy.
like appearance was appropriate to the sto
rybook world of a fiim like Snow White. As we
have seen, however, Bambi was set in an en
firely different animated universe, one based
on the authentic world of nature. Moreover.
these deer would not simply be glimpsed in
passing but would be featured at the fore
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