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ABBREVIATIONS AND ACRONYMS
CU - Close-up shot

LS-Long Shot

MS- Medium Shot

MCU- Medium close up

CE- Cinematographic Elements

CV- Communicative value

VNI -Visual Narrative information
2D — Two dimensional

3D — Three dimensional
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OPERATIONAL DEFINITION OF TERMS
Animation film - Refers to the motion pictures animators create using computer software.

Cinematographic Elements (CE) - These cinematic techniques help communicate visually
in animation films (framing & composition, camera movements, camera angles, and camera
shots).

Communicative values (CV) — The overall meaning of cinematographic elements that an
animator can convey, and a viewer can connote/interpret from what he/she views to create
meaning.

Design elements — They are essential creative components of art and design in animation films
that help them communicate visually, including Line, shape, colour, value, form, texture, and
space.

Visual Metaphors - A metaphor compares something in the visual and something else,
including its connotations and denotations. They are elements that possess a hidden meaning.

Technovating - a solution to a specific problem in the field of technology.

Aesthetic energy- is the energy obtained from attractiveness to something that is physically
pleasing to perceive or has a physical appeal that will keep the viewer more vested in it for a

long time.

Visual energy- refers to the power of attraction to make something the focal point or the point
of attention.

XV



ABSTRACT

The study explored the construction of cinematographic elements in Super Sema, a Kenyan
animation film. The study intended to reconnoitre how cinematographic elements conveyed
certain communicative values, which was done by investigating how the cinematographic
elements were used to convey particular communicative values. Animation films use visual
elements to convey various messages to the audience, and Cinematography is one of the most
influential factors in communicating ideas to the audience visually. Cinematography is
incredibly important in films, and a filmmaker has to understand different cinematographic
methods and how to use them to tell a narrative effectively visually. This research aimed to
determine whether Super Sema series animators employed cinematographic elements as visual
metaphors with visual semantics to convey various communicative values. The study used
Super Sema (2021) animated series as a case study. The following objectives guided the study:
To determine the cinematographic elements in Super Sema, To analyse the nexus between the
narrative and cinematographic elements in Super Sema and to establish the communicative
value of the cinematographic elements in Super Sema. This study was qualitative in nature and
exploratory design. Random sampling was employed to select the sample of the eight (8)
episodes of the Supa Sema animated series. The study used Semiotic theory to explain the
study's variables, relationships, and findings. The primary data was collected via observations-
close reading, and secondary data was collected from the existing literary works. Content
analysis was used to analyse the data collected. After conducting a content analysis through a
close reading of the selected episodes, it was found that the Super Sema animated series used
diverse cinematographic elements. It was found that there is a connection between the narrative
and the cinematographic elements, where the narrative purpose determines which
cinematographic element to be employed in a particular scene to help the viewer connect and
understand what they are watching. The study found five communicative values associated
with cinematographic elements to signify thematic aspects, emotions, power dynamics, guiding
the viewer and revealing visual narrative information (VNI).
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CHAPTER ONE: INTRODUCTION

1.0 Introduction
This chapter presents the background of the study, statement of the problem, study’s

objectives, research questions, assumptions, significance of the study, scope and limitation

of the study.

1.1 Background to the Study

Vikiru (2009) notes that early animation developed circa 1910 and incorporated simple
sketches photographed at a time. Vikiru adds that it was in 1928 when Walt Disney started
adding sound to his animated films, which took animation to another level. Walt Disney is
one of the world's largest Animation production studios that has borne other famous
animation studios like Pixar. Disney wanted his animated characters to be different from
other animated characters created by other companies, which he achieved by refining
animated characters into fine art. His animators created characters that could express
emotions like real actors, and his company advanced technical aspects like the multiplane
camera. Kent (2017) opines that the cinematographer's role in a film is to convey the script
visually to the viewer's mind. In animation, the animator has to keep in mind the aspect of

cinematography to engage the audience's mind using visuals.

Vikiru (2009) asserts that the history and establishment of African animation have yet to be
documented, making it seem like it never existed. Vikiru presupposes that African animation
began back in 1916 in South Africa, and in the 1930s, there was animation in Egypt. Callus

(2008) posits that in the 1950s, animation was witnessed in the Democratic Republic of



Congo. Vikiru opines that animation exists for children's animation in Africa and is a
documentary of native storytelling, myths, social commentaries, and criticisms relating to
politics.

There is misinformation in Kenya about animation, and the majority of people need help
understanding what animation really is (NTV Kenya, 2019). There are many speculations
about animation; according to Eamon Mullan, an animator who was interviewed on a tv
program on NTV Kenya, the company's staff needs to recognise that some of their marketing

strategies employ animation.

The animation industry in Kenya is still developing despite the increase of budding
production companies that have emerged in recent years after the outbreak of the Covid-19
pandemic. The Covid-19 pandemic led to the country's lockdown, and according to Collins
Busuru (K24, 2021), the lockdowns resulted in a worldwide digital village that impacted
animation industries in Kenya to increase. Companies have now started to employ animation
because they entertainingly inform people. Animators have also delved into comedy and
music videos, and writers have also engaged animators to transform their works into other
mediums (NTV Kenya, 2019). Busuru asserts that animation can transform imagination into

life, which is not feasible in film.

In 2019, Kenya had its first animation films festival organised by Kenya Animation festival,
including East African Countries. It received 35 entries after sixty days had elapsed (NTV
Kenya, 2019). According to Eamon Mullan, a shortlisted participant in the festival, coming
up with animation takes more time when planning and rendering. Lydia Mugure was also

interviewed and shortlisted at the festival and asserted that animators always think of the



whole animation before starting the production. They have the whole concept on a storyboard

to visualise the whole animated film (NTV Kenya, 2019).

Eamon Mullan did not fail to mention that planning for animation involves the thinking of a
script and the shots to be used. He posited those animators need some basics of camera
operation, which Lydia Mugure termed cinematography. Brown (2012) postulates that the
term cinematography comes from Greek, meaning writing with motion. Animations are made
or broken by the quality of their cinematography (Creative Bloq Staff Computer Arts, 2006).
This study explored more on the various cinematographic elements used in Super Sema to
understand why it is imperative for animators to consider cinematography when creating an
animation. This was via exploring various cinematographic elements like camera angles,

framing and composition, camera shots, and camera movements.

Muteti (2020) posits that computer animation transforms inanimate images to life by
enhancing movement or action. Many animators overlook fundamental cinematography
aspects, which is caused by the notion that the base of animation is the ability to make a
character or object come to life. To animate something signifies bringing something to life.
The animator can visualise what cannot be seen and bring it to life, which only exists in
his/her mind. Nevertheless, once the animators have brought something to life by making it
move, they must also communicate on a different level, visually. Cinematography is an aspect

that can enhance communication in the narrative of animated films.



Although Kihima (2019) elucidates that the Kenyan animation industry has grown slowly, as
evidenced by the small number of local animation productions that have been released over
time, there has been an increase in the production of animated films due to the increased
number of adverts and educational animated films in Kenya. In addition, in the entertainment
sector, different animators like Alex Kirui et al., who have created Makarao videos, and
Dennis Murage, who created Jontenakabudaa, are just a few to mention who have delved
into animation films for social media entertainment contents. Other notable 2D animations
are the ones that are used for adverts to promote skiza tunes on TVs and in music videos, as
well as marketing videos for the promotion of business products. Although most of them only
apply some CE, they qualify as 2D animations. A revamp in the animation industry in Kenya
is a series called Super Sema (2021), which this study probed based on the assumption of its
diverse use of cinematographic elements. Commonly, every shot in amateur animations is
filmed from a single point of view. It is either because they do not know of any other
possibilities or because drawing a character from numerous angles might be difficult (2d
Animation 101, 2016). The other reason is that they may not know the communicative values
of other cinematographic elements in animated films. On this basis, the study will seek to use
the Super Sema animated series to explore cinematographic elements such as framing and
composition, camera angles, camera shots, and camera movements, which are fantastic tools

for enhancing the action or amplifying narrative in the animation.

Brown (2012) opines that the viewers experience the virtual environment through the camera.
In live films, filmmakers use CE alongside dialogue music or have the actors express extreme

feelings like screaming or crying to communicate emotions and other information like

4



themes, moods, and balance of power, to reference a few. In animated films, CE, like camera
shots, angles, movements, framing, and composition, can communicate what sound and texts
may communicate to viewers based on the notion that we show and not tell in films. While
the cinematography is essential in animation and live-action, it is notable that the dynamics
of cinematography are different for both kinds of films. One uses a physical camera to
achieve various cinematographic elements in live-action films. On the other hand, animation
has to use a virtual camera or keyframes to achieve the same. In animation, different subjects
can express various emotions through anthropomorphism, where non-human-like characters
are given human characters. Thompson & Bowen (2009) postulate that filmmakers use visual
grammar to communicate with viewers. They define visual grammar as the basic rules that
govern the presentation and construction of visual elements in motion pictures. They posit
that these rules are accepted to determine how visual information should be conveyed to the
audience. This study was stimulated by the need to set forth the effectiveness of the CE in
communicating various communicative values, which are meanings that can be identified

with them in the Super Sema animated series.



1.2 Statement of the Problem

Kidenda (2018), in her study on the Nature of Televised Animated Cartoons Watched by
Children aged seven to eleven years in Nairobi County, Kenya, found that 95.3% of children
liked watching animated films. She found out that children in Nairobi appear to watch many
animated films on television, most of which are produced by Euro-American media
companies like Walt Disney and Time Warner. According to the UNESCO report of 2005,
as cited in (Allela, 2013), animation films in Africa for children's audiences still come from
foreign countries, despite many stories in Africa that can be shared via animation films. For
many years, most animated films on our Kenyan television stations and market have been
from a foreign country, and most utilise a variety of CE. Gradually, the animation industry is
growing, although most Kenyan animated films do not employ a variety of cinematographic
elements. Failing to utilise the diverse CE effectively results in the audience failing to attain

the traction of the narrative and preferring other alternatives.

In order to present how cinematographic elements can be utilised as visual metaphors to
convey visuals with distinct communicative values in the animated series, there is a need to
understand the communicative values of the cinematographic elements used in an animated
film which has utilised them, which is Super Sema. This study established a requisite
requirement for a textual analysis to explore the cinematographic elements to understand their
relatable communicative values in Super Sema animated series. The study aimed to explore
the CE and establish their nexus with their communicative values in the Super Sema animated
series narratives. There is little empirical research on how cinematographic elements can
communicate various communicative values in narratives of animated films vis-a-vis live-

action films, which the study added to its findings.



1.3 Purpose of the study

The study aimed to answer whether CE encompass various communicative values identified
with them in Super Sema animated series. Exploring the CE to understand their most relatable
communicative value in animated films distinguished this study from others in the same area.
The textual analysis helped to establish and justify identifiable communicative values of the
selected cinematographic elements in the Super Sema animated series. The study was also
stimulated by the need to add empirical research on cinematographic elements and their

communicative values in Super Sema animated series narrative.

1.4 Research Objectives

1. To determine the cinematographic elements in Super Sema.

2. To analyse the nexus between the narrative and cinematographic elements in Super

Sema.

3. Toestablish the communicative value of the cinematographic elements in Super Sema.

1.5 Research Questions

1. What cinematographic elements are present in Super Sema?
2. What is the nexus between narrative and cinematographic elements in Super Sema?

3. What communicative values do cinematographic elements have in Super Sema?



1.6 Research Assumptions

1. Cinematographic elements have been applied in Super Sema.

2. The cinematographic elements connect with the narratives of various episodes in Super

Sema.

3. Cinematographic elements have been employed to convey particular communicative

values in Super Sema.

1.7 Significance of the Study

The cinematographic elements' knowledge will help improve the quality of animated films
in Kenya in terms of cinematography. This study will help future animators to understand the
nature of cinematographic elements and their communicative values. This study will act as
literature for future researchers who may want to investigate the topics relating to animation
films, especially cinematography. This study will also create a nexus between the animators,
researchers, and students who may want to understand the effects of cinematographic

elements and their communicative values in animated film narratives.

1.8 Scope and Limitations of the Study

The study acknowledges the presence of other cinematographic elements like lighting,
colour, lens choice, and other on-screen visual elements but chooses to focus on framing and
composition, camera movements, camera angles, and camera shots. Since the selected
elements are closely related in terms of how they are achieved, they have different
communicative values. The study also recognises other animated films in Kenya like
Makarao, Matopeni Express, Tinga Tinga, Ngong Hills, and Jonte na Kabudaa to mention a

few. However, because of their cinematographic elements, it focuses on Super Sema because



of its assumption to have a variety of CE. Super Sema airs on a national TV, Citizen TV,
which has a wide range of viewership, and it is the first African kid superhero animated film.
The study was limited to analysing the first eight episodes of the Super Sema (2021) animated
film. The study did not look at the technicalities of creating the cinematographic elements
but will focus on the constructed cinematographic elements and their communicative values
in the animated series. This was because the technicalities of creating the cinematographic
elements varied from one animator to another ba sed on their software. Since different
animators use keyframes to construct CE while others manipulate the virtual camera for the
same, the study focused on the final created cinematographic elements and evaluated the

communicative values.



1.9 LITERATURE REVIEW

1.9.0 Introduction

This chapter aims to analyse the body of the related literature review and probe the lacuna

that this study will propose to fill. It will conclude with the theoretical framework.

1.9.1 Composition and Cinematographic Elements.

Azangalala (2014) conducted a study on Cinematographic Techniques in Selected Kenyan
Experimental Films. He sampled four films and studied on-camera film technique. His
findings indicated that it was necessary to add different camera shots and movements when
shooting the scene since utilising a long shot to capture a moment that lasts for four minutes
would have been monotonous for the viewer. The present study proposed to study how CE
could be applied as a medium of conveying various meanings or communicative values to

the viewers in animation values.

In research by Hakansson (2013) on Re-examining the Traditional Principles of
Cinematography of Modern Movies: A Case Study of Children of Men and Clerks Il, where
the importance of cinematography principles for the visual output of a film are discussed, the
results of Hakansson's study show that neglecting cinematography rules might lead to the
spectators being directed away from the narrative. The study indicates that to grasp the
importance of cinematography elements in modern films, it is necessary first to comprehend
what they are and when they are applied. Hakansson employed live-action films to study
cinematographic principles while this study wanted to investigate the animated films to
determine the CE in the Super Sema animated film and how they have been used to convey

diverse Communicative Values and their relation with the narrative.
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Vikiru (2009), in his PhD thesis on 2D animation for effective communication with children
in Kenya: A case of Githurai location, Kiambu County, found that many people gain a better
knowledge of the world by viewing visuals rather than words. Animation films are image-
oriented, and comprehensively presenting them to the spectator will enhance gaining
knowledge by understanding what is offered through visuals. As cited in Vikiru's (2009) PhD
thesis, Whalen (1996:119) notes that "55 percent of the audience receives more visual
information as opposed to 38 percent voice and 7% words only. Vikiru's study did not present
how visuals, such as cinematographic elements, can help convey information; the presented

study established that on its findings.

A study by Hodaie (2018) in a thesis titled Writing with Light: An Exploration of
Cinematography and visual storytelling conducted at Oregon State University found that a
fascinating film requires good writing and acting, but if the visual narrative is not so good,
the narrative will fail to achieve its purpose. This is because films are largely visual
narratives, in that even when the sound is turned off, the images in a film can typically make
it apparent what is happening on the screen. Cinematographic elements are visual elements
that inform the narrative, which informs the communicative values amended in the narrative.
The study indicated that using visual narrative techniques to deliver narrative content visually
and control viewers' thoughts and emotions is an important aspect of a filmmaker's task in
making a film. The results of this study show that depending on how films are edited can
express various meanings; this study proposed to establish the meanings that could be
identified with CE, which are aspects of the visual element in the Super Sema animated series.
Joon, Jong Sze, Hui, Soon Eu and Chan, and Yuen May (2008) researched Understanding

the Technicalities of Photorealistic 3D Environments to Support Cinematography and
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Composition for Film and Animation. It was conducted at Malaysia's 5th International
Conference on Computer Graphics, Imaging, and Visualisation. Their findings show that
composition is vital in film and animation. Their results indicate that the shot size is the basic
unit of the composition, which helps the audience to understand the scale, scope, and
importance of the image presented to them. This informs that every shot aims to communicate
certain information to the viewer. The present study proposed investigating CE, which
includes camera shots, angles, movements, framing, and composition, and establishing their

purpose in communicating various information/meanings in the Super Sema animated series.

1.9.2 Cinematographic Elements and Narrative

Nakhumbi (2018) conducted a study on the Substance and Structure of Animation Films in
Kenya: A Study of Selected Films, which was research to verify animators' statements about
how content and structure in animation films are employed to communicate with their target
audiences' intended concepts in Kenya. The study indicated that by emphasising the
significance of animation films' narrative, visual forms, and methods of representation in
Kenya, it is possible to identify any communication gaps that need to be bridged. Nakhumbi's
research findings indicate that animated films have supplanted traditional oral narratives in
many world regions. Narrative writers write screenplays, and animators turn them into visuals
that animate, communicate, or generate sound in accordance with the narrative. The plots of
some animated films are based on stories from fictional works. Narratives follow specific
frameworks, and one of the most well-known is the Three-Act structure. The Setup,
Confrontation, and Resolution all make up the three-act structure. This study explored how

the CE connected with the narrative in Super Sema animated series.
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According to Kidenda's (2018) findings, animated films have a noticeable impact on children
in Nairobi, such that they alter the children's perspective and develop perceptions foreign to
Kenya. Kidenda's study does not establish how the noticeable impact is transferred to the
children through the visuals they view from the screen, which this study explored in its effort
to fill that gap. As noted in Vikiru (2009), Animated Visual Displays (AVD) are gadgets that
are used to grab attention and keep the spectators engaged (Reed, 1985; Reiber, 1991).
Animated visuals pertain to cinematographic elements that enhance the narrative in animated

films in an attractive way.

According to Nakhumbi's (2018) survey, most animated films in Kenya employ a three-act
narrative format. Nakhumbi's research results show a semiotic crevice between what the
audience views, which translates to the animated film, and what animators can deliver
concerning how they construct their animation films to communicate to their viewers. The
present study was stimulated by the need to explore that crevice encompassing a nexus with
CE, which the animators present to the audience in their animated films narratives to convey
various information. This study explored the semiotic relationship between the two variables:

CE and their communicative values in narratives of Super Sema animated films.

Kevin & Robert (2002) conducted a research on Planning Animation Cinematography and
Shot Structure to Communicate Theme and Mood; the results of their study show that when
creating an animation, various aspects of narrative like theme, emotions, plot, and character
motivation must be considered in the audiovisual medium of communication. They assert

that by employing excellent effects, any person making a film can engage the emotional
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susceptibility of the audience. Their study influenced the present study to investigate how
other cinematographic elements can also be used to convey various communicative values to
the audience to engage their reactions. Kevin & Robert note that computer cinematographers
must know cinematography and learn how to apply it to manipulate films to convey multiple
information and meanings. This study aimed to study the various cinematographic elements'
meanings. The findings bridged the gap of the need to apply other cinematographic elements

to convey diverse information and meanings to the viewers of animation films.

Thompson & Bowen (2009), in the second edition of their book Grammar of the Shot, report
that viewers must consume the images and digest then comprehend them. They add that the
audience may not respond to the narrative if bad film language or improper visual grammar
is used because it will confuse them to understand the narrative. To comprehend the narrative,
cinematographic elements can be presented diversely to convey certain information to the
audience, and such meanings are what the study intends to reveal. Sound and images are
intricately intertwined in filmmaking, as (Kelly, 2020) alludes. However, speech, sound
effects, and music play an important role in film production, and visuals are at the core of the
art, the film itself. When CE are well organised in what Vikiru (2009) in his study calls visual
design, they can relay various information that the viewers can interpret well. As Mullet
(1995) mentions, effective communication is when the visual information is well presented
and correctly interpreted to be understood by the receiver. In that context, the animators with
a comprehensive knowledge of what various CE can convey, which this study assumed to
probe, can use them to tell their narratives while still communicating various meanings which

the audience can connote to experience the animated film as the animators intend.
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1.9.3 Communicative Values and Cinematographic Elements

Perez (2017), in his review of the most stunning shots of 42 Disney animated films from 1937
to 2016, posits that for many years, Disney studio has perfected the art of animation
cinematography. Because of the great cinematography, Disney films are captivating to watch
and easy to follow the narrative and comprehend the message and values embedded in them.
The research by Hodaie (2018) indicates that the person responsible for cinematography is a
narrative professional who uses the visual aspects to tell a story, transmit meaning or ideas,
or portray a particular emotion that determines the audience's interpretation of what is
occurring on screen, without their realisation. The present study proposed that the animator
who is a responsible artist in animation to construct cinematographic elements should utilise
them to tell a narrative while still creating meanings. The study refers to the meanings as
communicative values within the narrative of animated films. The results of Kevin & Robert's
(2002) study show that an animator can ask a computer to construct a communicative plan
for an actual animated film that employs cinematography approaches to strengthen the
animation's message in the narrative or establish new interpretations that would otherwise be
interpreted differently. Albeit, they do not respond to how various CE, such as camera shots,
movements, angles, framing, and composition, contribute to the other communicative values
apart from mood and theme when used in animated films. They note that the computer
software can reason uniformly about characters' emotions, and the animator's communication
aims according to the approach of carefully arranging communicative functions and keeping
knowledge and understanding of cinematography approaches. In that line, the present study
explored CE and presented how they can convey various communicative values through a

close reading of the Super Sema animated film.
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Siegel (2015) researched Language: Using Language as Cinematic Structure, which
indicates that language in writing is composed of letters, words, sentences, and paragraphs to
communicate the narratives, while cinema comprises shots and shot sequences that
communicate various information. The results of Siegel's findings inform that in the language
of cinema, a shot is the smallest unit, like a letter in written language; however, the two cannot
be compared since a shot is closer to the word because it can communicate more information
than a letter. The current study proposes that cinematographic elements are components of
cinema language. It sorts to investigate what they communicate, which is the meaning

interpreted from them in the narrative; the communicative values.

Brown (2012), in his book on Cinematography theory practice: Image making for
cinematographer and director (second edition), indicates that visual elements in the narrative
aim to communicate meaning to the audience in methods other than sounds and create layers
of meaning to the spoken dialogue and actions. According to Sunil et al. (2016),
cinematography is an intricate area of acquaintance that calls for more than theoretical
knowledge. It needs familiarity and continuous work and research to comprehend how the
connection of visualisation and communication can be used to engage the viewers and
entertain them. The present study proposed to explore CE through and practically investigate
their connection with the communicative values in the narrative and presented them in the

findings.

1.9.4 Theoretical Framework

According to Statistics Solutions (2021), a theoretical framework is a representation of the

theory about a specific topic that one can construct after reviewing the previously tested
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understanding of the relevant variables. In addition, it establishes a strategy for examining
and interpreting the results of a study. It represents well-supported reasoning and is structured
so the reader can comprehend and evaluate the researcher's viewpoint. A theoretical
framework shows that the proposed correlations are established from analysis of data
collected from authors of prior studies rather than on intuition or assumptions of the
researcher.

The study employed Semiotic Theory for the examination and interpretation of results.
Ferdinand de Saussure (1857-1913) and Charles Sanders Peirce (1839-1914) were popular
figures of Semiotic Theory in the 17" century (Britannica, T. Editors of Encyclopaedia,
2020). Although they came from different continents, Europe and America, they both
desired to develop a field of signification to search for meaning from signs and symbols. The
two key figures are the pioneers of Semiotic Theory (Halina et al. 2014). Halina et al. (2014)
assert that semiotics comes from the Greek term semesion, which means a sign, Semainon
means signifier, and semainomen means signified or indication. Semiotics relate to anything
seen and interpreted as a sign representing another thing. According to Umberto (1979), a
sign refers to anything that can represent something else. The theory is based on the basic
tenet proposed by Saussure that a sign has two components: the signifier and the signified.
The signifier is the physical part that can be seen, heard, and distinguished by the human
senses. On the other hand, signified is the concept or thought that equals the signifier's

outcome or interpretation.

The study relied so much on Christian Metz's Film Language approach to Semiotic theory
on film, which is a popular aspect of semiotic film theory. Metz (1975) notes that the hidden

truth of the film is that it can produce images with a significant level of realism while still
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being recognised as images. He adds that poor visuals do not keep the world of the
imagination alive long enough for it to take on a life of its own. Halina et al. (2014) opine
that signs result from the mind's imagination expressed through language codes and
comprehended by persons involved in a communication process. Metz (1974) opines that, in
general, "short" films and "feature™ films have the same fundamental elements of cinematic
semiotics, such as montage, camera movements, shot size, and interactions between the
image which relates to the arrangements and placement of objects and subjects within frame
and speech, sequences, and other significant syntagmatic units. Metz (p. 56) adds that the
film's message is coded, implying that the viewer has to decode their view to get the
information embedded. To Saussure, a sign is delivered with a purpose and a specific

meaning.

Metz (p. 62) opines that film is composed of numerous pictures that create meaning
concerning each other when displayed in a whole interplay of common connotations. He
posits that film is a "cinematographic language" in which the signifier and the signified are
given a greater distance from each other. The semiotic theory focuses on structuring and
employing the sign structure in communicating, which refers to how symbols are constructed
and interpreted. In that context, the cinematographic elements were to refer to the signifier,
and their communicative values in the animated film under scrutiny were referred to as the
signified for this study. Since the Semiotic theory is not limited to studies that analyse only
what is commonly referred to as a sign in everyday life but to everything that stands for
something else (Chandler 2007), this theory was crucial for this study in the effort to explain
that different cinematographic elements represented various communicative values in Super

Sema animated series. Cinematographic elements like camera angles, shots, movements and
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framing, and composition were identified as the signifiers. The interpreted information was

analysed as the signified, which was considered the communicative value.

1.9.5 Conceptual Framework

Conceptual framework

Independent variable
Cinematographic elements

Camera Angles Camera shots

Camera movements

Framing & composition

Intervening variable
Narrative

Dependent vanable
Communicative Values

Figure 1 Conceptual framework

The Independent variable is cinematographic elements, which inform the narrative and act as

the intervening variable. Out of how the cinematographic elements are used in the narrative,

different communicative values are found, which act as the dependent variable
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1.9.6 RESEARCH METHODOLOGY

1.9.6.0 Introduction

This chapter covers the methodology used in carrying out the research. The research design,

sample, population, sampling, data collection method, tool, and data analysis are discussed.

1.9.6.1 Research Design

The present study employed a qualitative research approach using an exploratory design,
where the researcher conducted a textual analysis of the Super Sema animated series. Frey,
Botan, & Kreps (1999) asserts that communication scholars use textual analysis to
characterise and interpret the elements of a recorded and visual message. Textual analysis,
according to Jensen and Jankowski (1991), maybe a valuable research method for extracting
meaning from one or more texts through interpretation. Kothari (1990) implies that the
primary emphasis of qualitative research is to explore and discover insights and understand
ideas around the problem under study. In this qualitative research, the researcher observed
and interpreted cinematographic elements' meanings in the narrative and established their
communicative values. Because the study attempted to understand the sentiments, values,
and perceptions that underpin and affect animators' usage of diverse cinematographic
elements to convey extra information pertaining to communicative values, the qualitative
textual analysis was appropriate for this qualitative research since most of the components

were subjective in nature.

1.9.6.2 Population
The population is the entire group from which some information required for the study is
ascertained (Banerjee & Chaudhury, 2010). This study population is the season one, twenty

Super Sema animated series episodes. According to Nzyoka, (n.d.), Kashyap, (2021), and
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Musyimi, (n.d) Super Sema is the first African kid superhero animated series. Being one of
an African animated series with a global audience and massive traction amongst kids and
having diverse cinematographic elements made it suitable for this study. This animated series
was Yet to be studied before on cinematographic elements. Other animated series on the same
platform, like Jonte Na Kabudaa, Makarao, Matopeni Express, which have not been studied
before, were all not selected because of their length, inconsistency, and the choice of language

and cinematographic elements needed to be more diverse.

1.9.6.3 Research location
This research was within the animation genre, specifically animated films produced in Kenya

and other parts, to substantiate the findings.

1.9.6.4 Sampling

When conducting research, it is not feasible to study the whole population; in that light,
selecting a small group of individuals or subjects to represent the entire population under
study would be effective. That selection of a subset of the population of interest is called
sampling (Turner, 2020). Simple Random sampling, which gives all population subjects a
chance to be selected, was used to select Super Sema series episodes. Since this study sought
to study a variety of visual cinematographic elements, this sampling method was effective
when selecting the eight episodes out of 20 that comprise diverse cinematographic elements.
The eight episodes were adequate for the study since they went beyond the 10 percent of the
population as proposed by Mugenda and Mugenda (2003); that 10% sample of a population

is considered appropriate for a study.
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1.9.6.5 Data Collection

Data collection began after selecting the eight episodes of the selected animated series,

followed by the secondary data collected from various literary sources.

1.9.6.5.1 Methods of data collection

Data collection is the process of gathering precise data from numerous sources and
evaluating it to identify patterns, possibilities, and solutions to research problems as well as

to assess potential consequences.

1.9.6.5.2 Primary Data

Observation is a creative way of collecting first-hand data visually. Masibo (2019) opines
that animation is image-driven, making observation suitable for this study. The observation
method was used to collect primary data where the selected eight episodes of Super Sema
were keenly closely read through repetitive watching, and notes were recorded to identify the
CE, their connection to the narrative, and their communicative values. The researcher first
watched the episodes without analysing them to understand the narrative essence. Using a
free download VLC application, the researcher was able to capture the frames of all scenes
through an automatic snapshot. This made it easy to systematically jot down appropriately
the notes of the cinematographic elements, the narrative description, and the communicative
values of each cinematographic element while still watching the various episodes. The whole
process included repeatedly watching the episodes to read them as text first to identify camera
angles, camera shots, camera movements, framing, and composition. An observational guide
guided the whole observation process. The relationships between cinematographic elements,
narrative and communicative values were searched through a close reading of the all-selected
episodes of the Super Sema animated series.
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1.9.6.5.3 Secondary Data

Secondary data in research is information previously gathered from primary sources and
made readily available for use by research studies in their study. It is a form of data that has
previously been obtained. Secondary data was collected from the relevant existing literature
review body. Various sources like books, the internet, scholarly journals, relevant scholarly
articles, and video sources were studied to justify and add to the collected primary data in an

effort to answer the research questions.

1.9.6.5.4 Data Collection Tool

The observational guide was employed as the data collection tool in conjunction with the
study's objectives. For the analysis to stay within the objectives' confines, the observation
guide served as the checklist to ensure that only the camera angles, camera movements,

camera shots, framing, and composition were studied in the animated series.

1.9.6.5.5 Data Analysis

Stevens (2021) asserts that data analysis evaluates and analyses collected data to develop
meaningful insight. Data analysis helped the study make inferences based on the analysed
data. This study used content analysis to analyse the data collected. It involved combining
primary and secondary data notes and transforming them into inferences supported by the
appropriate notes. The eight episodes were closely read repeatedly through observation to
comprehend the narrative, and then the data analysis required viewing again while
determining the different cinematographic elements and capturing screenshots. Then,
watched it again, taking notes on the different cinematic components that supported the

relaying of the narrative. The cinematographic aspects connected to the communicative
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values were also put aside, and the reoccurring communicative values obtained from the
narrative were separated from the ones that did not occur frequently. The findings were
supported by secondary data from the literature study that was gathered from the library, the

internet, and videos.

Flick (2009) propounds that films and their various practices can be interpreted differently
on various levels of meaning. He adds that realistic interpretations regard a film as an accurate
depiction of concepts, the meaning of which may be fully explored by a deep analysis of the
contents and meaningful elements of the visuals. In that context, the study utilised relational
content analysis to derive the link between cinematographic components and their
communicative values in animated film narratives to present the appropriate communicative
values of various CE. Relational content analysis is mainly concerned with the semantics of
relationships between variables, also referred to as semantic analysis (Palmquist, Carley, &
Dale, 1997). The presentation method is discursive, where necessary image illustrations and

tables with quasi-statistics are used to substantiate the data presentation and interpretation.

1.9.6.5.6. Validity and reliability of the study

Creswell (1998) proposes that the validity and reliability of qualitative studies are more
criticised because of their subjective interpretation vis-a-vis quantitative studies. He adds that
for the findings to be credible, they should be plausible and precise to be valid. The
confirmation of the measuring tool to what it is designed to measure can also be referred to
as validity (Tejumaiye, 2003). For validation of the collected data, the study followed the

theoretical framework and focused on answering the research question ensuring the study did
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not exceed the boundaries of the study's research questions and assumptions. The research
was able to lessen its bias towards only one outcome by including a variety of
cinematographic elements and a large number of sample episodes, which resulted in valid

findings. Existing literature was used to justify the findings and validate them.

The study was also guided by a Professor and Doctor of philosophy who are both well-versed
in the study’s objectives, and they acted as consultants to ensure that the study will maintain
its validity. The consistency of a research instrument is measured by its reliability (Mugenda
and Mugenda, 1999, as cited in Omuyoma, 2016). In terms of maintaining reliability,
implementing an observation guide with a grid table for recording observations allowed the
researcher to swiftly evaluate the findings based on the documentation of each
cinematographic element and track the study's progress. The guide aided in the succinct
formulation of the study parameters' inferences. The selected animated film, Super Sema, is
also available for free on YouTube and will also provide a reliable text (animated film), where

anyone can validate anything that this study proposed.

1.9.6.5.7. Ethical Consideration

The selected animated film understudy is uploaded on YouTube for public consumption;
therefore, there were no restrictions to access, and all the data obtained were not for personal
gain but for the purpose of the study. Any relevant information from the animated series,
especially pictorial, was used appropriately for the research. The study was approved, and
the researcher was given the necessary permissions from the Graduate School. It was then
approved, and a certificate to conduct it was given by the National Commission for Science,

Technology, and Innovation (NACOSTI). All the substantive, relevant information from
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other scholars was properly cited to avoid plagiarism, and the images captured were

preserved only for the purpose of the study and not for personal gain.

1.9.7 CONCLUSION

The chapter covered the background of the study and introduced the research objectives,
questions, assumptions and problem statement of the study. It presented the significance of
the study and the, scope, and limitations of the study. It covered the theoretical and conceptual
framework and the research methodology the study employed to collect and analyses the
data. It presented the studies related to the current study on the literature review and
concluded with the ethical consideration the study adhered upon, in the process of the

research.

The next chapter covers the application of cinematographic elements in Super Sema animated

series. It presents the types and categories of the cinematographic elements in terms of their

use and distribution in various Super Sema episodes that the study covered.

26



CHAPTER TWO:
CINEMATOGRAPHIC ELEMENTS IN SUPER SEMA

2.0 Introduction

In this chapter, the study presents the cinematographic elements: camera angles, camera
shots, camera movements, and composition and framing techniques identified in the Super
Sema animated series. The chapter presents the cinematographic elements determined in the
Super Sema animated series episodes observed during the data collection.

Junaedi, Hariadi, & Purnama (2018) posit that an animator or a photography director often
controls the positioning or movement of the camera during the creation of an animation or
video game. This is usually done during the storyboarding process, where the shots, angles,
movements, composition, and framing are planned in connection to the narrative to be
conveyed and in line with the message intended to be relayed to the viewer. Here, the
animator can know the number and the diversity of cinematographic elements needed for a

specific animated video.

The position of a camera and the size of the shot is also a factor to consider since a virtual
camera must be manually placed or manipulated in the virtual setting, which necessitates
modelling and computations that must be done for every scene to meet the narrative aspects
expected to be conveyed to the viewer. Through observation methods, the researcher
observed the various episodes and determined a variety of cinematographic elements used in
the series under study using the VLC software. He was able to break the scenes into frames
for easy observation of shots as frames or images and notes were taken for analysis of the

cinematographic elements determined. This helped to answer the first guiding objective for
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this research, which was to determine the cinematographic elements in Super Sema animated

films.

Numbers, according to Becker (1970) and Hammersley (2008p.3), help support statements
about the frequency, quantity, or typicality of certain occurrences, as described in Maxwell
(2010). In that context, the study applied the use of tables to present the determined
cinematographic elements as complementary to the statement that Super Sema utilised
diverse cinematographic elements. This is justified by Maxwell (2010), who asserts that
when numbers are utilised to complement an overall process approach to the study, using
statistics becomes a valid and beneficial method for qualitative researchers to evade more

generalisation.

2.1 Camera Angles

The definition of camera angles varies among scholars but is simply the camera's position
concerning the subject. Camera angles are used for various specific purposes in animation
and live-action films. Over the years, camera angles have commonly conveyed various
meanings to viewers of cinema, and Kraft (1987) notes camera angles can influence the
viewer's connotative meaning of the photographic image. Lannom (2020) asserts that camera
angles can change the meaning of the shot; if one wants to make the character powerful,
weak, or neutral, confused, then the camera angle's power cannot be overlooked. During the
observation, it was noted that according to the frequency of occurrences of diverse camera
angles, the Super Sema animated Series employed one hundred and twenty-three camera
angles that were determined with various connotative meanings. Amongst the determined
camera angles include the following six categories:

1. Eye Level 2. High Angle
28



3. Low Angle

4. Dutch Angle

5. Knee level

6. Overhead

7. Ground level

In terms of distribution per episode, the Super Sema animated series employed a variety of

camera angles that were determined, and they were noted as shown in table. 1 table below.

Table 1 Camera angles

Super sema | Camera Angles
Episode
Eve High Low Dutch | Knee | Groun | Over | Total
Level | Angle Angle Angle | level dlevel | head Frequen
Angle | cy
1 | Episode 1 8 8 11 1 1 0 1 30
2 | Episode 2 1 8 5 1 0 0 0 15
3 | Episode 3 4 3 6 0 0 0 0 13
4 | Episode 4 2 8 5 0 0 0 0 15
5 | Episode 5 4 5 8