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LETTER

FALL MEMBERSHIP 
TUNE-UP

THE SUMMER SUN IS SHINING 
HERE IN LOS ANGELES, THE 
BEAUTIFUL WORLD CAPITAL OF 
ANIMATION, BUT AUTUMN IS 
ON ITS WAY! THIS IS A GREAT 
TIME TO TAKE A MOMENT TO 
ENSURE YOUR ANIMATION GUILD 
MEMBERSHIP IS RUNNING AT PEAK 
PERFORMANCE. HERE ARE SOME 
ITEMS TO HAVE ON YOUR RADAR: 

• Be on the lookout for your Annual Pension Statement. This important personalized 
form from MPI lists your earned hours, qualified years, IAP balance, and estimated 
retirement pension payment as of the end of 2018. If you haven’t received it already, 
you should soon. Check it for accuracy and call MPI with any questions or corrections. 
Be sure to promptly notify MPI of any address changes.

• Animation Guild elections are coming up! Only Active Members in Good Standing can vote in 
TAG’s officer elections. To be eligible to vote, you need to have paid all dues and assessments 
including this year’s fourth quarter prior to the counting of the ballots. Additionally, new 
members need to have their paper IATSE application fully processed. Members on Honorary 
Withdrawal are not Active and cannot vote in the election. Contact the Guild office to switch 
back to Active status or if you have any other questions. Your vote matters—make it count!

• Do you know your Job Category? Every union position is tied to a specific Job Category 
in a TAG contract. The contributions made to your IAP and Pension Plan each week are 
based on those minimum rates, not your actual paid weekly rate. Be sure you’re correctly 
designated at your studio.

• Are you receiving our “This Week @ TAG” email digest? Share your email address with the Guild 
office and stay up to date on all the exciting events and developments here in your union.

• Don’t forget to save your paystubs. If you have a paperless paystub, take the time to 
download the PDFs and keep them safe. Your employer gives them to you alone; no one else 
can access them for you, and questions can arise requiring the unique information there.

• If you or someone you know is working in a non-union studio and is interested in organizing, 
send an email to organize@tag839.org to let us know! We believe all workers deserve repre-
sentation in their workplace, fair wages, good benefits, and the ability to retire with dignity.

Now that you’re all tuned up, you’re ready! There’s no better time than now to participate in 
The Animation Guild. Attend an event, come to a meeting, take a class, or join a committee. 
Your presence contributes to the strength of our union, and there’s a place for you.

In Solidarity,
KC Johnson | President

ON THE COVER
clockwise, from top:  
Andy Suriano, Noëlle Raffaele, 
Ant Ward and Duane Capizzi. 
Photos by Tim Sullens.
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EDITOR ’S  NOTE

However, many of our members are also sharing their experiences with a younger 
generation as teachers. In our feature, “Back to School” (p.32), we hear from these 
individuals to learn more about the benefits of guiding new talent, and often it 
serves the teacher as much as the student.

One can also make the argument that learning occurs outside of traditional settings—
anytime an artist challenges themself outside their normal orbit of creative endeavors. 
Writers Scott Peterson and Josh Pruett learned a great deal writing their first original 
children’s novel (“On the Same Page,” p.14); while Dave Creek’s painstaking work creating 
miniature treehouses taught him an entirely new craft (“Woods of Wonder,” p.18).

Here, at Keyframe, we also hope the pages of this magazine offer readers new insights 
into other crafts (On the Job, p.12) or allow you to glean tips from artists and writers 
who have worked successfully in different genres (“Action in Animation,” p.24)  
or simply learn what each staff member at TAG does (“Who’s Who at TAG,” p.20). 

Once we look around us, we see so many opportunities for growth and lifelong learning, 
whether it be from the experienced co-worker that sits next to you, an informative 
article, personal trial and error, or the classroom. Henry Ford, said: “Anyone who stops 
learning is old, whether at 20 or 80. Anyone who keeps learning stays young. The 
greatest thing in life is to keep your mind young.” I, for one, would like to stay young!

Happy Learning!

Alexandra Drosu
editor@tag839.org

AS SUMMER SETS, SCHOOL 
BEGINS AND NOT JUST FOR 
THOSE UNDER THE AGE 
OF 18. MANY ESTABLISHED 
ARTISTS AND WRITERS SEEK 
OPPORTUNITIES TO GAIN 
NEW SKILLS THROUGH THE 
OCCASIONAL CLASS (OFTEN 
FREE THANKS TO CONTRACT 
SERVICES!) OR EVEN 
PURSUE HIGHER DEGREES 
WHILE WORKING FULL-TIME.

LIFELONG LEARNING
CONTRIBUTORS

KIM FAY (“Back to 
School”) is the author of 
The Map of Lost Memories, 
an Edgar Award Finalist 
for Best First Novel, and 

the food memoir, Communion: A Culinary 
Journey Through Vietnam. She has worked 
as a journalist for more than 20 years, and 
lives in Los Angeles.

Freelance writer and 
author KAREN BRINER 
(“Woods of Wonder”) 
grew up in Cape Town, 
South Africa where her 

garden was home to wild chameleons. 
Her most recent novel is Snowize & Snitch: 
Highly Effective Defective Detectives.

EVAN HENERSON’S 
(“Action in Animation”) 
career spans journalism 
and nonprofit commu-
nication. His work has 

appeared in Orange Coast Magazine, TV 
Guide and Los Angeles Daily News where he 
was a staff writer and critic. While earning 
his Master’s Degree from USC, Evan walked 
the entire length of Ventura Boulevard.

WHITNEY FRIEDLANDER 
(“Culture & Comedy”) 
is an entertainment 
journalist who lives in 
Los Angeles with her 

husband, son and infamously ornery cat. A 
former staff writer at Los Angeles Times and 
Variety, she has also written for Esquire, 
Marie Claire and The Washington Post, and 
currently contributes to CNN.
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ART & CRAFT

IMPROVISING MAGIC
Colin Jack had just finished 
working on two back-to-
back films as a story artist 
for DreamWorks feature 
animation, and his Christmas 
wish was for a nice long 
break. The kind of break 

where you can do absolutely nothing except stay 
up late watching The West Wing. But just because 
you’ve taken an entire month off work doesn’t 
mean your brain is going to take a break with you.

Jack started his career as a children’s book 
illustrator and continued drawing for 10 
years until his time became consumed by film 
production. During the break, he pulled out 
his iPad to draw for himself and follow every 
flight of fancy, which ended up producing a 
12-piece exhibition at DreamWorks gallery.

It all started with a half-remembered piece of 
cereal art of a monkey. He threw the monkey 
behind the wheel of a car and started improvising. 
An outline for the passenger had the shape of a 
Canadian mountie, and so it became a mountie. 
And with the back of the car wide open, why not 
fill it with something as big as a dinosaur?

Working digitally allows Colin to create quickly 
while messy watercolor brushes reveal happy 
accidents, like how an unerased bit of a character 
sketch turned into a bubble pipe for the  
dapper T-rex.

As more and more details got added, what 
started as a simple sketch transformed into 
a bigger vignette. Colin says he likes to take 
every “opportunity to add more story and 
details on the edges of [his] work” because 

“you’ll learn so much more about that character.”

Now, everybody asks him questions about what 
brought this odd trio together. Where are they 
going? Why is the Mountie so concerned? Is 
Mr. T-rex their boss? Don’t go looking to Colin 
for answers to any of these questions. That’s for 
you to imagine.

— Rusteen Honardoost

ARTIST: Colin Jack

TITLE: Drive

MEDIUM: Digital

SIZE: 8” x 10”
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ON THE JOB

KRISTEN KAWAMURA
HOW TO TRAIN YOUR DRAGON:
THE HIDDEN WORLD, 
DREAMWORKS ANIMATION

WALK US THROUGH A TYPICAL DAY.
I worked as a visual development artist for 
almost 20 years until last year. I became an 

art director which changed my workday a lot. As an artist, I would 
usually just work at my desk almost all day, with very few meetings. 
As an art director, my day filled with meetings and much more 
interactions with the other artists and crew. The upside is that I 
feel more involved in the movie and I feel more like I’m part of a 
team, even though it is a bit more stressful. It’s very different from 
being an artist, which feels more secluded, more meditative, where 
I feel more grounded. However, I do enjoy both jobs.

WHAT ARE THE BEST PARTS OF YOUR JOB?
Being around art and artists all day! Sometimes it feels like being 
in an art school. We all try to do good work. We all learn from each 
other, have discussions about movies and art, etc. We think about 
what makes a picture better and we learn new things every day. Also, 
working with people from all over the world makes it very interesting—
getting to know them and their different cultures. 

WHAT ARE THE BIGGEST CHALLENGES?
To do good work I have to feel balanced. When I don’t feel good outside 
the studio or office, it shows in the work. Of course, coming up with 

ALEX KONSTAD
MAYA AND THE THREE, NETFLIX

TELL US A LITTLE BIT ABOUT   
YOUR EXPERIENCE.
I started working in visual development in 
2015 on S.C.O.O.B with Reel FX and Warner 
Animation Group. Since that time, I have 

bounced around a few studios and I most recently worked at Sony 
Animation on The Mitchells vs. The Machines. I have been working as a 
visual development artist on Maya and the Three at Netflix since late 
2018. I came onto the project as Paul Sullivan and Gerald De Jesus, 
our production designer and art director, respectively, had finished 
the style bible and we hit the ground running into production.

DESCRIBE YOUR JOB. 
I work with the director and the production designer/art director 
to make art to help bring their story and vision to life visually. In 
the past, I have done a lot of very early blue sky development 
and pitch illustration. My job on Maya and the Three has primarily 
been working with story sketches and layout designs for sets and 
environments and taking them to finished painted sets. I have been 
focusing a lot on color and mood and how that can help play a role 
in the design process and storytelling. 

VISUAL DEVELOPMENT ARTISTS PLAY A KEY ROLE IN ESTABLISHING THE LOOK 
OF A FILM OR TV SHOW. THEIR CREATIVE EXPLORATION AND ARTWORK INFORMS 
THE STORY PROCESS. HERE, A FEW SHARE WHAT THEIR TYPICAL DAY LOOKS 
LIKE, WHAT INSPIRES THEM AND THE CHALLENGES THEY MUST OVERCOME. 

INSIDE LOOK

something new is always a challenge, something we don’t see every 
day, something unusual or funny or whatever the assignment calls for. 
It is sometimes a bit of a struggle or challenge for me when it comes to 
communicating my imagination on paper so that everyone else gets it, 
especially when I feel uninspired, which then makes it really difficult 
to work! As an artist you constantly have to deliver…every day. 

WHERE DO YOU GET YOUR INSPIRATION FROM?
I spend several hours on the Internet looking for inspirational 
pictures. I like Pinterest a lot; I make boards with pictures that I find 
interesting—all kinds of inspiration, from contemporary fine art to 
children’s art, folk art, and others. One picture leads to another and 
sometimes it leads to something I would never have thought of. The 
Internet is not replaceable in this phase. I like this part of my job a lot. 
I have to be free from stress while I am looking for inspiration and I 
think my ideas are better when I am relaxed while doing my research.

TAG19_Mag_Q3_IntF2.indd  12 8/7/19  11:55 AM
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ON THE JOB

WHAT DOES YOUR TYPICAL DAY LOOK LIKE? 
I usually get in the office around 9:00 a.m., have coffee and 
check emails. I like to start each day with a bit of painting 
warm up where I’ll take 30 or so minutes to do paint sketches 
or line drawings of various subjects. Around 9:45 a.m. or 
10:00 a.m., I will begin addressing whatever my current 
assignment is and readying the previous days work for our 
art dailies where we check in with the production designer 
and art director. After art dailies, I’ll take lunch and return 
to my desk to paint for several hours and address whatever 
notes have arisen. We usually break as an art team and go 
for a walk around 3:00 p.m. to stretch the legs and get some 
fresh air before returning to finish the day’s work. I paint for 
another few hours and leave around 6:00 p.m. to 6:30 p.m. 
depending on the workload.

WHAT ARE THE BEST PARTS OF YOUR JOB? 
I love working with all of the talented people. There is a wealth 
of knowledge and skills to learn from on a day-to-day basis. 
Jorge [Gutierrez], the director, is a very passionate person and 
it definitely rubs off when it’s time to sit down and make art.

WHAT ARE THE BIGGEST CHALLENGES?
I think for me the biggest challenge is making sure all 
the art and sets live up to how epic this story is. These 
environments and characters are like nothing I’ve seen 
in animation before and doing them justice in the art 
department is certainly the biggest challenge.

WHERE DO YOU GET INSPIRATION FOR YOUR WORK?
I watch a lot of films and find a lot of inspiration in them—
the storytelling, the cinematography, the lighting, the 
soundtracks—all help fuel my imagination when making 
art for the shows I’m on. I paint a lot of weird things for 
my personal work. A lot of the things I do outside of work 
comes from history books, art history, horror books and 
literature, hiking and being out in nature, building a lot of 
models, anime, the list can go on. I try to be open to a lot 
of sources of inspiration, as you never know what can spark 
the brain into a fun idea. 

BRITTNEY LEE
FROZEN 2, WALT DISNEY 
FEATURE ANIMATION

DESCRIBE YOUR JOB.
I am a Visual Development Artist, and that 
means that my job evolves over the course 
of every project. It always begins with the 

intent to inspire ideas and to help communicate the vision of the 
directors. Once it feels like everyone is on the same page with the 
reference I have pulled, the design process begins. The last part of 
my job is finding ways to clearly communicate approved designs to 
all the different stages of our pipeline.

WHAT DOES YOUR TYPICAL DAY LOOK LIKE? 
Every day is different and that is part of the fun! Some days 
are packed with meetings that can range from artist rounds 
to director reviews to getting a peek at the latest iteration 
of looks for the characters at the Disney Parks! Other days, 
though, are very quiet and are perfect for getting work done at 
my desk. Usually, it is a little bit of both, with a break for coffee 
somewhere in the middle.

WHAT ARE THE BEST PARTS OF YOUR JOB?
I work with the most incredibly talented people in all different 
disciplines. It is humbling and a joy to work with and learn from 
everyone around me. Being able to connect with audiences 
through the work that we do is also incredibly rewarding and 
drives me to keep doing the best work I possibly can! 

WHAT ARE THE   
BIGGEST CHALLENGES?
The movie-making process is a 
journey, and things inevitably 
shift over time. Sometimes things 
that we spend months working on 
have to be re-worked in a few days 
(even hours) based on changes in 
the stories, and we have to find 
ways to make it work.

WHERE DO YOU GET 
INSPIRATION FOR YOUR WORK?
I try to find inspiration everywhere, 
and I usually find that it strikes 
when I’m not necessarily looking 
for it. When I’m searching for early 
reference, I’ll collect everything—
interior design, fashion, graphic 
design, film reference, photography, 
anything that evokes an emotional 
response—and try to find a way to 
use it. When I’m actually ready to 
design or paint I find that listening 
to the right music really helps me to 
stay inspired and to hone in on the 
tone of the pieces I’m working on. 
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FRAME X FRAME

YOU WERE USED TO COLLABORATING 
ON TV SCRIPTS BUT NEVER TACKLED 
AN ORIGINAL NOVEL. WHAT DID THAT 
PROCESS LOOK LIKE?

SCOTT: It started with character—Captain 
Kevin. We wanted to have a character 
who would make bad jokes. I always like 
characters who are much more confident 
than their abilities should merit. We 
kept thinking, what if Indiana Jones was 
confident and cocky but was just an idiot 
and had none of the skills he needed. So 
the kids who are along have to step up. 
They become the heroes for this guy who 
can’t take care of himself.

JOSH: And delusional characters are really fun 
to write. One of the things that Scott tried to 
emphasize early on was we have to make sure 
they’re characters that we want to write. Every 
step is going to be fun. So that’s really what 
we focused on. You have a young character, 
Mike, who’s an armchair adventurer, and his 
little sister, who’s Han Solo-ish, and out for 
herself. She wants to treasure hunt and he’s 
always trying to pull her back. 

SO WERE YOU GUYS ENVISIONING THE 
JUNGLE CRUISE?

SCOTT: Initially, yes, and we thought that 
was a good entry way because we were 
going to be pitching this to Disney. Let’s use 
some touchstones that make sense for them.

JOSH: We had pitched them some other 
ideas but that was the one that they really 
took to. Our work on Phineas and Ferb had 

a broad audience. Parents can watch it too. 
We try to keep it really smart and funny 
and accessible for kids, and we wanted 
Shipwreckers to do that as well.

SO YOU STARTED WITH THE CHARACTERS. 
HOW DID YOU ACTUALLY START 
WRITING THE BOOK?

SCOTT: We used a lot of the same processes 
that we developed for TV. We would break 
it out into an outline and then put it up on 
cards just like we would for an episode.

JOSH: We wrote some sample chapters, 
and those mostly remained unchanged, 
but they were the climax of the book. We 
knew we were going to get to a place 
where Mike, who’s our homebody, comes 
out of his shell a little bit and embraces 
the adventure—that was part of his arc.

SCOTT: He starts out very risk averse. 
He’s all about protecting his sister. By the 
end, he learns, you have to take risks in life 
or you don’t get anywhere.

JOSH: So we worked from that backwards.

IT WASN’T A LINEAR PROCESS.

JOSH: Very early on it was a wish list. What do 
we want to write? What would be really fun?

SCOTT: Oh, it’d be cool if there’s a giant 
temple. What if there was a huge ship 
graveyard full of ships?

JOSH: The book gets weirder as you go. It 
starts out very relatable and then becomes 
something outrageous and fantastical almost. 

FOR ALMOST A DECADE, WRITERS SCOTT PETERSON AND JOSH PRUETT HAVE 
WORKED TOGETHER IN SOME FORM. THEY MET ON THE HAUNTED MANSION, THEN 
SOLIDIFIED THEIR WORKING RELATIONSHIP (AND PROCLIVITY FOR DAD JOKES) 
ON PHINEAS AND FERB. THE NOTION OF CREATING THEIR OWN CHARACTERS 
AND STORY WITHOUT A FILTER WAS WORTH PURSUING, SO THE TWO SET THEIR 
SIGHTS ON WRITING AN ORIGINAL CHILDREN’S NOVEL.

The resulting book, Shipwreckers! The Curse of the Cursed Temple of Curses—or—We Nearly
Died. A Lot. (Disney-Hyperion), hit bookstores on May 21, almost four years after the two 
first pitched the idea. However, the first draft only took three months to write. Here, Pruett 
and Peterson take us inside their collaborative process and why they were drawn to print.

ON THE SAME PAGE

Josh Pruett (left) and Scott Peterson
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FRAME X FRAME

ONCE YOU HAD THE OUTLINE, HOW 
DID YOU DIVIDE THE WRITING?

SCOTT: We split it right down the middle, 
each wrote a half. Then we swapped halves 
and edited each other. 

JOSH: Because we’ve been working together 
for such a long time, it’s easy to go, “Oh, this 
stinks.” He’s not going to get offended, and 
the same thing goes for me. Part of the fun is 
the merging of our voices. So, for us, Captain 
Kevin is really the symbol for that. He is 
the epitome of that sense of humor that 
we were really excited about writing. He’s 
very punny, very much in a dad joke space. 
One of the very first things I wrote was his 
introduction where he comes up and he kicks 
Mike. He’s an adult kicking a child on the side 
of the Amazon and he’s wearing no pants. 
He just has his boxer shorts on so he is this 
outrageous character. Once we had that …

SCOTT: … we got the tone.

AND AFTER YOU SWAPPED?

SCOTT: We took a pass editing the whole 
thing and not just fixing typos. If we had a 
huge change [like] if we wanted to throw out a 
chapter then we’d discuss it. But we gave each 
other leeway to really re-write each other.

JOSH: Once we got to the point where we 
were ready to pass it back to our editor, I 
was reading it to my kids.

TO MAKE SURE THEY WOULD LAUGH?

JOSH: Some of that is establishing the 
internal rhythm of the word choice and 

the syntax. There were a couple times 
later in our editorial pass where we had 
to go back and forth with our copy editors 
because it was like, “We know this is 
not grammatically correct but this is the 
rhythm. Otherwise, it breaks the joke. If 
the kid is not reading it like this, they’re 
not going to laugh.”

SCOTT: I think that comes from seeing our 
work on TV. It’s not just about having it 
perfect, it’s about how does this character 
sound out loud. Maybe on the page it 
works but you have to use your ear when 
you write it.

JOSH: Kids are great test subjects because 
if they don’t laugh, that’s it. It’s not like 
they’re hiding their reactions from you.

SCOTT: It’s great to get a review from a 
journalist but when you hear, “Oh, my kid 
stayed up past his bedtime reading,” or “I 
heard my kid laughing in the other room,”—
that’s so much more rewarding.

WHY WAS IT IMPORTANT FOR YOU TO 
CREATE THIS BOOK TOGETHER?

SCOTT: One is being able to create 
something that comes from within so it’s 
not servicing someone else’s vision—to 
have something that’s uniquely ours, 
something that…

JOSH: …only we could write and is  
largely unfiltered.

SCOTT: It’s not going through 17 different 
hoops to get on the air. For the most part, 
what we originally wrote is still on the page.

JOSH: That’s hugely satisfying. All 
the folks who work in animation know 
how collaborative it is, and generally 
collaborative for good. But there are times 
when things get watered down and the 
intent is lost. Thematically, underneath all 
of that, we wanted to tell a story that was 
about how you find adventure nowadays. 

SCOTT: The idea that if everything in the world 
has been seen by satellites, are there really 
still temples out there? This is something Mike 
wrestles with, “Everything’s been discovered 
so there are no rewards. Why take any risks?” 

JOSH: We were calling it Shipwreckers and 
Disney was not into that idea.

SCOTT: They thought it sounded too much 
like pirates. 

JOSH: When you look back at all old adventure 
stories, anything with Robinson in the title—
Robinson Crusoe and Swiss Family Robinson—
everything happens after the shipwreck. On 
some level, that’s what life is like. Things can go 
terrible and you lose everything but that can 
be the beginning of the adventure. 

SCOTT: It’s the catalyst for something 
exciting. That’s actually the Captain’s 
motto: The shipwreck is the beginning. 

JOSH: I think for most people that’s how 
they look at themselves and their lives—I’m 
trying to avoid a shipwreck. He’s actually 
trying to drive toward one.

SCOTT: I think in a way, at least for me, I 
was also writing that for myself because 
it’s hard to take risks. 
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Nickelodeon’s The Casagrandes, the upcoming 
spin-off of the channel’s The Loud House, 
manages to create a plethora of new characters 
with distinctive personalities and physicalities 
while still staying beholden to the ethos and 
designs of the original hit series. The new show, 
which premieres in October, will also be, as 
co-exec producer Mike Rubiner describes, one 
that depicts a “multi-generational family with 
grandparents, aunts, and uncles, [and] cousins 
all living together [that is also] really empha-
sizing the Mexican American aspect of it.” 

It also a wonderful opportunity for Latinx 
animators, writers and others in the industry.

For art director Miguel Gonzalez, who is 
Mexican American, this idea of following 
The Loud House secondary characters Ronnie 
Anne and Bobby Santiago as they join their 
rambunctious, enormous extended family in 
Chicago (or, as it’s known in this universe, 
Great Lakes City) is an opportunity to 
celebrate his culture. He says one of his 
first objectives when he was hired for The 
Casagrandes—a show he describes as a 
dream project and one he’d do anything to 
be a part of—was to adapt The Loud House 
color schemes of browns and earth tones to 
reflect the more vibrant palette of what he 
associates with his heritage and family.

“My inspiration was looking into Mexican 
pottery and drapery and anything I could 
incorporate,” says Gonzalez. He and his 
staff would do research online, in books 
or ask friends and colleagues to bring 
in photos of the festive greens and blue 
interiors of their grandparents’ and parents’ 
houses so that he could cross-reference 
them with his own memories. He also knew 
his designs came with the caveat that he 
couldn’t make the show look completely 
different because it would still incorporate 
previously known characters, like The 
Loud House lead Lincoln, and it had to be 
recognizable to viewers who were already 

fans of the first show. But, he says, “we try 
to be honest with the culture too: What do 
they wear? How do they wear it?”

The Casagrandes employs respected Latino 
cartoonist Lalo Alcaraz—who was previously 
known for his work on projects like Pixar’s 
Coco and Fox’s Bordertown—as a cultural 
advisor who will go to bat for authenticity 
and will speak up when there’s a worry of 
venturing too close to stereotypes of Latinx 
culture. But these facts are on the staff’s 
minds about all characters, says writer 
Rosemary Contreras, who is also Mexican 
American and new to the franchise, whether 
showing the Italian American character Vito 
or neighbors Stanley and Rebecca Chang, 
who are a mixed-race family (there’s an 
episode where the white wife attempts to 
cook Chinese food).

Art director Gonzalez also loves that The 
Casagrandes can be a teaching tool. An 
episode about Día de los Muertos will explain 

that the Day of the Dead is not tantamount 
to Mexico’s Halloween and also gave 
Gonzalez the opportunity to incorporate 
important cultural details like the displaying 
of ancestors’ portraits and the skulls and 
orange marigolds associated with the 
celebration. Thought was also given to what 
food would be on the shelves of the family’s 
mercardo (market), which is on the ground 
floor of their apartment complex and serves 
as a gathering place for the neighborhood.

As for redefining what cramped quarters mean 
when we’re talking about two apartments in a 
city dwelling versus a small house in suburbia? 
Rubiner drew from his experiences living in 
Brooklyn, where it’s common to see four-unit 
apartments over a family-run business.

“We wanted the sense that this was a tight-
knit family, and they do live kind of packed-
in together,” he says. “But we also don’t want 
a claustrophobic feeling of everywhere you 
go, you’re tripping over somebody.” 

He adds that “an important part of the 
show is there’s this whole city for Ronnie 
Anne to explore,” both in regards to what 
the neighborhood itself looks like with its 
shops and restaurants and the melting pot 
of people who live and work there. 

The set-up also allows for a bit of creative 
levity. Contreras wrote an episode where 
Ronnie Anne is pet-sitting a snake that gets 
loose in the apartment complex. The audience 
gets to track the animal’s whereabouts 
throughout the building, giving them 
glimpses of how everyone lives and teaching 
those who don’t live in apartments “what it’s 
like to grow up and know all their neighbors.”

“We are trying to create stories that relate 
to all children,” Contreras stresses.

Even those who have never misplaced their 
friends’ pet snake.

—Whitney Friedlander

LATINX ARTISTS AND WRITERS TAP INTO THEIR HERITAGE FOR THE CASAGRANDES

IN  PRODUCTION
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backgrounds, from top: Living room; the mercado; and the entry way. opposite: Ronnie Anne

IN  PRODUCTION
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CHARACTER DESIGNER DAVE 
CREEK’S TREEHOUSE CREATIONS

“Shrink me down and let me live here, please,” comments 
an Instagram admirer in response to one of Dave Creek’s 
beautifully constructed bonsai treehouses. It’s not an unusual 
request as anyone who views these whimsical creations can’t 
help but imagine what it would be like to actually inhabit them. 

Creek, a character designer on Bob’s Burgers, began creating 
miniature treehouses in bonsai trees 15 years ago, an activity 
that developed separately from his journey into the world 
of animation. Creek graduated from CalArts and freelanced 
for about five years, doing hand drawn animation and design 
until a producer asked if he would like to work on a network 
animated TV show she was starting. The show happened to be 
Bob’s Burgers. “I just lucked out [on] timing and knew the right 
people,” he says. Almost 10 years later he’s still working on the 
show and also teaches a film workshop class in the Character 
Animation department at CalArts. 

Creek’s treehouses, on the other hand, are a passion project 
that provide a creative outlet completely separate from his 
animation work. Creating bonsai treehouses is a Zen-like 
activity that he finds therapeutic. “When you’re working on 
them, you can’t really think about much else,” he says.

His obsession with treehouses started in childhood. Born and
raised in the Pacific Northwest, he was always out in the woods, 
climbing trees and building forts. He learned basic building 
from his carpenter father who frequently took him along to job 
sites. When he moved to California, he missed the outdoors 
and so turned his attention to bonsai trees, which he’s always 
seen as an artistic collaboration with nature.

WOODS OF 
WONDER

top, clockwise: Creek’s most recent project; 
a detailed look; the artist’s meticulous 
detail; Creek assesses his work.

AFTER HOURS
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Older bonsai trees are expensive and can range in price from $8,000 
to $25,000. That financial cost, coupled with the inherent problems of 
creating a fixed structure around a growing tree, are the reasons Creek 
opted to use dead bonsai trees instead. He has suppliers from Southern 
California all the way to Washington and Florida. The tree he’s currently 
working on belonged to fashion designer Tom Ford. When the tree 
couldn’t be saved, Creek bought it for a fraction of the price. 

After selecting a tree, he meticulously preserves it with resin, much 
the same way a museum would preserve a wooden artifact. It’s an 
arduous task that involves volatile chemicals, gas masks and time. 
But once it’s done, Creek is left with a piece of wood that’s “pretty 
much everything-proof”, while still looking natural. It took 100 hours 
to complete the preservation on the current specimen he’s working 
on, while a smaller bonsai tree might take 25 hours.  

Building the treehouses themselves takes endless amounts of
patience. Creek uses specialty micro-milled wood that he sources from
Pennsylvania and Australia. The tools he uses, though, are simple and
include an X-Acto knife, tweezers, files, and a cutting jig. Despite working 
an eight-hour day, he still has the energy to do very detailed work at night
on his treehouses. Sometimes he wonders if his neighbors think he lives
with several different people because he frequently has loud arguments
with his trees when they’re proving difficult to work with. When the urge 
to get out of LA strikes, Creek heads out in a van he’s converted into a
mobile art studio/adventure wagon. With this setup, he can park in a quiet
spot in nature and work on his treehouses, accompanied by his buddy,
Chop, an American Staffordshire Terrier he adopted three years ago.

It took Creek over ten years to complete his first treehouse and he 
estimates that his current project will take 2,500 hours in total. His 

“first born” was fun, whimsical and less structurally realistic than his 
later creations. That one caught the eye of treehouse master builder, 
Pete Nelson, who snapped it up.  

Interestingly, Creek doesn’t work with plans or sketches. “It’s all on 
the tree,” he says, “It might have one good spot, or several.” The one 
he’s working on now has lots of available space so he’s building nine 
different cabins on it: “I wanted to fill it out as much as I could without 
overwhelming the tree.” Often the structures are so intertwined 
with parts of the trees they give the impression that they’ve grown 
organically out of them. Creek attributes this to his process. “I 
don’t look at these things as scale models or miniatures. I approach 
it completely sculpturally…very, very meticulously one step at a 
time,” he adds. He does plenty of research on the structure, so that 

“theoretically this should work in real life, but I have liberties that I take 
that kind of dodge the laws of physics for the real big ones.” 

Creek has exhibited his works at multiple galleries and finds the 
reaction people have very satisfying. “It’s really great seeing people 
get swept away when they look at them,” he says. “They automatically 
just light up, whether they’re eight years old or 80.” 

For this reason, rather than putting them up for sale in high-end galleries, 
he’d prefer to put them in front of the people who would benefit most 
from seeing them. One of his goals, once he has a larger body of work, is 
to take them to children’s hospitals and display them there. He can see 
himself continuing to build them long after retirement and perhaps even 
touring around the country with a mobile display. Right now, the curious 
can see more pictures at @dave-creek on Instagram.

—Karen Briner

AFTER HOURS
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STEVE KAPLAN
& LESLIE SIMMONS
Field Representatives
The Field Representatives
visit union worksites and 
communicate with members
at their workplaces, connect 
members with their rights—
both under the applicable 

contract and under the law—and benefits provided under the Union contract.
As part of their role, Steve and Leslie also identify, support and develop 
member activists and leaders, help organize crews who seek representation,
listen to member concerns, and collect specific information related to 
problems at work.

Steve is an avid home brewer and kegs his own beer. Leslie was
a volunteer zookeeper working with wild cats for 27 years at
EFBC’s Feline Conservation Center.

WHO’S WHO AT TAG

THE LOCAL

ALEXANDRA 
DROSU
Director of Content
The Director of Content 
provides strategic edito-
rial oversight of all digital 
and print content to ensure 
effective messaging and 
elevate the profile of the 

members and the Guild in the entertainment 
community. Alexi also oversees Keyframe Magazine, 
communications with membership, website 
development, branded materials and serves  
as a liaison with press and media.

Alexi was born in Brussels, speaks 
four languages and once had to 
orchestrate a photo shoot with actor 
Geoffrey Rush dressed as a Geisha.

BROOKE KEESLING
Director of Community & Culture
The Director of Community and Culture increases
member engagement through a variety of means, 
such as creating and managing events (member party,
mixers, lunch & learns, etc.), providing member support 
for internal organizing efforts and communicating with
members. As one of TAG’s ambassadors, Brooke also 
provides outreach and education to current and future
members at universities, animation conventions and 
festivals, and other industry events.

Brooke worked in Talent Development and Recruiting at Cartoon
Network, Disney and Warner Bros.; she currently teaches at
CalArts and is the Vice President of ASIFA-Hollywood.

JASON MACLEOD
Business
Representative
An elected position, the
Business Representative 
supervises the business
affairs and management 
of Local 839. These duties
include representing 

the members in relations with their respective
employers, serving as the chairman ex officio of 
all collective bargaining agreement negotiation
committees, addressing grievances and enforcing 
the constitution and bylaws. Jason also serves
on the Board of Trustees and Executive Board.

Jason graduated from Caltech 
in Chemical Engineering and 
has a Masters in Chemistry.

FUN 
FACT

FUN 
FACT

FUN 
FACT

FUN 
FACT

A BRIEF LOOK AT SOME OF THE NAMES AND FACES YOU MIGHT MEET 
AT THE ANIMATION GUILD OFFICE
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MARTA 
STROHL
401(k) Plan 
Administrator
The 401(k) Plan 
Administrator 
helps members 
navigate 

401(k) benefits, including signing up 
for the Guild-sponsored 401(k) plan. 
Marta works with the employers and 
payroll companies to ensure payroll 
deductions are correct, tracks down 
financial discrepancies and works closely 
with Vanguard, the plan provider. She 
also helps members with 401(k) loan 
issues and other benefit questions. 

Mount Saint Helens blew up 
on Marta’s 18th birthday while 
she was attending a college 
geology class on volcanos.

JUPEY 
KRUSHO
Facilities 
Manager
Jupey’s duties 
as the Facilities 
Manager involve 
scheduling regular  

business maintenance, overseeing 
contractors and inspecting completed 
jobs. He also oversees security, fire 
prevention and other safety systems. But 
his job also entails some administrative 
duties such as organizing and scheduling 
meetings, submitting expense reports, 
covering the front desk and greeting 
members as they walk through TAG’s 
front doors.

Jupey creates his own range  
of toys, games, apparel  
and accessories based on 
characters he’s created such 
as Hey Hugo! and Battle Boko.

THE LOCAL

LYN 
MANTTA
Office 
Manager
Likely the 
first person 
you talked to 
at the Guild, 

Lyn has the historical knowledge that 
comes with working at TAG for almost 
40 years. As the Office Manager, she 
handles all of the dues payments and 
initiation fees, sets up new members, 
deals with status slips when employees 
are hired, change classifications, or get 
laid off. Her duties also include running 
the American Animation Institute, 
overseeing staff, handling payroll 
and answering member questions.

Lyn bakes hundreds of 
Christmas cookies every 
year to give away to friends 
and co-workers.

MIKE SAUER  Assistant to the Business Representative
Sauer’s role is connecting members to the various training provided through Contract Services, including 
helping them navigate the harassment prevention training requirement, and accessing the free or partially 
reimbursed Job-Related Skills Training. He also helps with the American Animation Institute, the art school 
located in the union building. His role extends to office support, including facilitating educational and job emails 
to the membership, updating website pages, and answering questions regarding health and pension benefits. 

Mike takes kickboxing classes and plays drums in a few local bands, including The Shari 
Puorto Band. He recently performed at the Spring Preserves Blues & Brews Festival in Las 
Vegas, NV and at the 30th Annual Simi Valley Cajun & Blues Music Festival.

RUSTEEN HONARDOOST & MARIE STORY
Administrative Assistants
The Administrative Assistants work to support members, answer questions about 
dues, process payments, connect members to health benefits, and address other 
Guild-related issues. Rusteen also helps with researching, writing and the website; 
while Marie uses her artistic background to design invitations and graphics for TAG.

Rusteen is a comedy writer and competes in the 10 player arcade game 
Killer Queen. Marie is a character designer, animal shelter volunteer, 
and avid Sims franchise player.

FUN 
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FUN 
FACT

FUN 
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“My family background was creative, but not in Fine Art or Design. My mom did crafts 
and was very creative in the kitchen with her cooking. My dad took some Fine Art 
courses in college and was into music but [he] didn’t pursue either in his career. I grew 
up in a very diverse household where uniqueness was encouraged. In my childhood, 
I was supported fully in my desire to draw and paint and design, which led to more 
learning in college and developed into an early career as an Illustrator, Graphic Designer, 
and eventually in the animation industry as an Animator and Background Designer.”

—Kelly Wine, Lead Background Designer, BoJack Horseman

“Yeah, definitely. My grandfather took a keen interest in painting. My dad was a graphic 
designer and likes to play the acoustic guitar. My younger sister, Elizabeth, grew up 
learning piano and is now a singer/songwriter. And, my brother Anthony pursued 
fine arts, but is now a music producer and DJ. Let’s just say the house got a little loud 
at times. I think being in a household where creative expression was encouraged 
helped me explore and refine what I enjoyed about it. As I grew older, I started 
thinking of how I could tie that creativity in with my love of film and computers.”

—Sam Maniscalco, Lead Lighter, DreamWorks Feature Animation

“Yes, I came from a creative family. My dad worked as an engineer for an architect 
company in China. He loved to collect art books on architecture and interior 
design. When I was a child, I loved to browse his books, especially the illustrations 
of old buildings from different time periods and cultures. Those books were 
one of the reasons why I became an illustrator. Now thinking back, I feel maybe 
they were also the reason why I loved drawing and creating environments.”

—Limei Hshieh, Background Designer at Disney TVA

“I come from a long line of proud band nerds. My sister and I played trumpet, my 
mom and dad, my uncles, my grandfather, etc... Music was always present in 
everything that we did. My parents loved to play music from various films around 
the house and they raised me to appreciate the music of animation. Toot, Whistle, 
Plunk and Boom, The Jungle Book, Jonny Quest, anything with a great horn line!”

—Eric Wolford, Animator, Bento Box

DID YOU COME FROM 
A CREATIVE FAMILY?

TAG19_Mag_Q3_Int.indd  22 8/6/19  11:10 AM



The idea of non-profit corporations is not to keep the money. Six or seven years ago, that was easy for us to do, 
because we didn’t have any money to keep. But, with your support, today we have discretionary funds, and the best 
part of this very gratifying growth has been putting those funds back into our community with projects as diverse as the 
ASIFA Archives,  Animation Educators Forum, Animation Aid Foundation, Animation Preservation Project, Open Source 
Support Initiative and our continuing progress toward completing the ASIFA-Hollywood Animation Center. Frankly, 
without your help and support through memberships none of this would be possible.

Our sincerest thanks to all Animation Guild members who are also members of ASIFA-Hollywood 
for their continued interest and support. We hope many more TAG members will consider joining 
the world’s largest honorary animation community.

We are pleased to offer TAG members a 10% discount on all professional and patron level 
memberships. Please use the code ASIFATAG1 when applying.

BIG DREAMS

For more information on ASIFA-Hollywood, please visit asifa-hollywood.org

                     HOLLYWOOD

T R A N S F O R M I N G
S K I L L S  I N T O  S U C C E S S

F R E E  T R A I N I N G
F O R  E L I G I B L E

U N I O N  M E M B E R S

Software 
Digital Design
Drawing & Painting 
Writing & Storytelling
Visual Lectures

 

eido-ed.com
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What makes a scene more than just a melee of 

kicks and punches? We asked artists and writers   

 who work in the genre for their best advice.

FEATURE
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By Evan Henerson
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WHERE THERE’S ANIMATION, THERE’S ACTION. SOMEONE IS FIGHTING, CHASING, FLEEING OR 
GETTING INTO SOME KIND OF MAYHEM, OFTEN AT BREAKNECK SPEED. THESE SCENES MAY LOOK 
EFFORTLESS, BUT IF YOU’RE GOING TO CONSTRUCT A SEQUENCE THAT RISES ABOVE THE ORDINARY—
SAY THE ARTISTS AND WRITERS WHO TRAFFIC IN THESE SCENES—YOU’RE GOING TO NEED 
COMPLICATED CHARACTERS PLACED IN UNFAMILIAR SITUATIONS, A CLEAR DEFINITION OF WHAT 
IS AT STAKE, SOME INTERESTING PROPS, CAREFUL ORCHESTRATION AND PLENTY OF FORESIGHT. 

below: Noëlle Raffaele 
whose credits include 
The LEGO Ninjago Movie 
and DC Super Hero Girls.andand DC Super Hero Super Hero Super  Girls.

To elevate the action from great to 
awesome, you’ll need to think outside 
the box. Or in the case of Noëlle 
Raffaele, you have to figure out what’s 
actually inside the box.

During her work as a storyboard 
artist on The Lego Ninjago Movie, 
Raffaele worked on the showdown 
between Lloyd and the evil warlord 
Garmadon, who is also Lloyd’s father. 
Garmadon possessed the ultimate 
weapon; Lloyd was trying to get it 
back. The weapon was inside a box, 
which Raffaele and her team realized 
represented far more than just a 
container. That particular sequence 
took up eight different storyboard 
files based on changes in emotion 
within the scene.

“Lloyd needs the ultimate weapon 
to fulfill his mission, but what he really 
wants is for his dad not to leave again,” 
says Raffaele. “So, we’re trying to get 
into the emotion of a fight. They’re 
fighting over the box, but the box is the 
thing that keeps them together.” 

That box battle presented a classic 
conundrum. Storyboard artists and 
writers alike insist that no matter 
how eye-popping the action gets, an 
effective scene must know the “why” 
behind the action and keep it firmly in 
the characters’ sights. That tenet holds 
true whether someone is fighting a 
death match, fleeing for her life, pulling 
off a rescue cliffhanger or, yes, trying 
to wrest the ultimate weapon from his 
estranged father. Raffaele, who directs 
on DC Super Hero Girls, is often cutting 
through the mayhem to figure out a 
character’s motivation. 

“I work with some very talented 
board artists and whenever I have an 
action sequence, they’re doing this 
amazing choreography,” Raffaele says, 
“but then I step back and think, ‘Wait 
a minute. What does Wonder Woman 
want in this fight? Why is this even 
happening? Why does the audience 
care?’ That’s what you should always be 
servicing.”
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“An action sequence really should be 
thought of more as a sequence with 
action in it. The action is somehow 
advancing the story, expressing the 
emotional and thematic concerns.”

FEATURE

A BALANCING ACT
Determining the appropriate action-y 
mix can be a balancing act. On the 
one hand, if a character has super-cool 
powers, nobody wants to spend 22 
minutes watching her playing chess. 
On the flip side, too much wall-to-wall 
“Wham! Bam! Kapow!” and you risk 
making your audience go numb. Artists 
who work in this medium have a term 
for that, too—action fatigue.

“Ironically one of the first concerns 
you run into any time you bring up the 
subject of an action sequence in an 
animated movie is, ‘Oh, we can’t do too 

much or there will be action fatigue,’” 
says Peter Ramsey, co-director of 
Spider-Man: Into the Spider-Verse. “An 
action sequence really should be 
thought of more as a sequence with 
action in it. The action is somehow 
advancing the story, expressing the 
emotional and thematic concerns.”

Ramsey recalls a climactic “Avengers-
like” scene from his 2012 film Rise of 
the Guardians where the titular heroes, 
now stripped of their power, have to 
somehow stay alive until their powers 
are restored. 

“I was kind of hoping that this would 

above: Peter Ramsey believes 
in advancing the plot through 
action, a perspective he 
infused in both Spider-Verse 
(this page) and Rise of the 
Guardians (opposite).
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be a great chance to see them cooler 
than we’ve seen them in the rest of the 
movie already,” says Ramsey. “This is 
their ultimate expression in their belief 
of what was behind them. It’s about 
a fight, but it’s also about this team 
of characters who are kind of getting 
their groove back and becoming who 
they were meant to be.” 

Guardians also featured a showdown 
between the Boogeyman Pitch and the 
gentle Sandman that involved a herd 
of nightmare horses and eventually 
sent Sandman up into the sky. With 
the heavens as their backdrop, Pitch 

and Sandman duke it out as a helpless 
Jack Frost tries to pull off a rescue. 

“A lot of that became about lighting, 
about how do we work with the 
clouds to create this sort of canyon 
or mountain kind of atmosphere 
where they’re fighting,” Ramsey says, 
“and then to communicate the scale 
without losing the intensity of the 
moment. So it’s not just us watching 
tiny figures floating around in the 
air throwing stuff at each other. He’s 
reacting, and hopefully we’re reacting 
along with him.”
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The Turtle Tank bursts out from the sewers, vaults over 

the freeway only to find itself swarmed by origami foot 

soldiers. At the center of the action is Raph duking it 

out with a lieutenant. 30 frenetic seconds later, after 

the series card announces the Rise of the Teenage 

Mutant Ninja Turtles, you may find yourself gasping 

for breath. This isn’t your dad’s “TMNT”

The series intro is a feat of action sequence 

craftsmanship. On this roller coaster ride, blink 

at your peril.

“There’s a lot going on. That’s actually the 

intent. We left it busy,” says Ant Ward who co-

created Rise with Andy Suriano.  “We left it with 

lots of Easter eggs, lots of little things happening. 

It encourages people to go back and review it.”

Each of our four half-shelled heroes gets 

several action-y moments. We see Donnie’s 

cool machines, Mikey’s skateboarding prowess, 

Raph’s “awesomenistic” space-clearing 

capabilities and Leo’s… clumsiness. A few beats 

after he takes a tumble across the dash of the 

turtle tank, Leo careens by on a shell raiser and 

gives a fallen villain a wedgie. Later we glimpse 

a rogue’s gallery of the villains the turtles will 

be facing including Meat Sweats and Big Mama. 

Raph blows them away. 

“It’s very character-specific,” says Suriano. 

“We’re throwing the gauntlet out that hey this 

is Ninja Turtles but this is a new take on it.”

Scenes from Rise of Teenage 

Mutant Ninja Turtles opening 

sequence; (below) writer/

producer Ant Ward.
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Raph blows them away.

“It’s very character-specific,” says Suriano. 

“We’re throwing the gauntlet out that hey this

is Ninja Turtles but this is a new take on it.”

THE “RISE” INTRO: 

A  CLOSER  LOOK
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“I like my scripts to 
read as if you’re 
seeing the episode 
in real time, beat 
by beat.”

Writer Duane Capizzi whose 
credits include Carmen Sandiego 
(below), Transformers Prime, The 
Batman and more.
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BEAT BY BEAT
The greater the mayhem quotient, the 
more carefully orchestrated a scene 
needs to be. Greg Johnson, a writer and 
producer who has worked on several 
Marvel animated movies, is accustomed 
to deploying a large group of X-Men 
or MCU heroes into a giant battle, all 
the while remaining confident that the 
audience can keep up and stay engaged. 

With a multiple-character battle, the 
beats need to be meticulously built 
into the script, Johnson says, so that if 
Captain America throws his shield, we 
can both see where it lands and track 
the characters over on the side. As a 
writer, Johnson says, he makes sure he 
knows where everybody is and where 
they will end up so it doesn’t look like 
“Armageddon on the page.”

“You don’t leave in the middle of 
something that makes it look like our 
hero is going to die,” Johnson says. “You 
resolve that little piece of business before 
you cut away so when you cut back, they 
can still be trading punches because 
that’s how you left them.”

“For me, the ‘timing’ of a successful 
action sequence is something more 
than just technical—it’s something 
that begins on the script page and 
follows through the storyboarding and 
directing process,” says Duane Capizzi, 
a writer and producer on Carmen 
Sandiego. “I like my scripts to read as 
if you’re seeing the episode in real 
time, beat by beat. Successful action 
sequences are orchestrated—they 
should rise and fall, have tension  
and release, not unlike music.” 
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BUILDING CHARACTER
As critical as plotting and timing are to 
the success of a sequence, artists and 
writers alike agree that much of action 
comes down to character. Even if you’re 
witnessing a familiar character taking on 
a familiar foe, the stakes need to be real 
enough to keep an audience invested. 

Returning to or reimagining 
established heroes can pose a 
challenge which many artists say they 
are eager to embrace, especially in 
action sequences. In rebooting the 
Teenage Mutant Ninja Turtles for the 
2018 Nickelodeon series Rise of the 
Teenage Mutant Ninja Turtles, co-
creators Ant Ward and Andy Suriano 
crafted the fighting styles of Mikey, 
Donnie, Leo and Raph around individual 
personalities. 

“We knew we wanted the action on 
the show to be totally different to some 
of the stuff that’s been done before 
in action shows,” said Ward. “We 
love going down like 15 mm and really 
warping the environment and playing 

“We try to 
do anything 
unexpected, put 
character first and 
avoid the pitfalls 
of boring kind of 
standard western 
action sequences.”

Character designer and producer 
Andy Suriano cut his teeth on 
Samurai Jack and Hulk and the 
Agents of S.M.A.S.H. before co-
creating Rise.

FEATURE
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TO MAKE YOUR SCENE STAND OUT, 

HERE ARE SOME SOLID GUIDELINES. 

KEEP IT CLEAR. In a medium where enormous scenes and quick cuts 

rule, keep the audience focused and lead them to where you want 

their eye to go next. Confusion can take the audience out of a 

story or, if you’re trying for humor, it can kill a joke.

MAKE SURE THEY CARE. Even if you’re pretty sure this won’t be 

the encounter in which Superman bites the dust, there has to be 

suspense. “It doesn’t matter if you have a bad-ass action sequence. 

If you’re not rooting for the characters and the stakes aren’t real, 

then you’re kind of failing at something,” says Ant Ward.

CHARACTER FIRST. If you haven’t already established who your 

character is or what they’re after, the action sequence should find 

a way to shed some light. When the character is facing down a 

challenge, you’re right there with them.

USE YOUR ENVIRONMENT. So you’ve got someone who has to fight 

their way out of a factory that manufactures Fidget Spinners and 

marshmallows? The possibilities are endless. 

SHOW, DON’T TELL, AND WATCH THE MONOLOGUING. A little bit of talk 

to break up the mayhem can be helpful, but it can also take you out 

of the scene. “Not visualizing your objectives is a trap,” says Noëlle 

Raffaele. “For kids, especially in animation, you’re trying to keep 

everything visually informed. I should be able to know what’s going 

on even if I turn the sound down.”

KEYS TO GREAT

TO MAKE YOUR SCENE STAND OUT,

 SOME SOLID GUIDELINES.

 quick cuts

KEYSKEYS TO GREAT

ACTION
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with timing. And we have that sense of 
comedy in everything we try to do.” 

One might scoff at the idea that killer 
action must be “character-driven,” but 
Ramsey advises us to look to the web. 
At the heart of the climactic Spider-Verse 
showdown between Miles Morales 
and the Kingpin, it’s the other Spiders 
sacrificing themselves to keep the 
Collider from firing so Miles can prove 
himself that elevates the action. 

“You don’t want to get to the Act 3 
final battle—which every movie seems 
to have—and feel like ‘I’m not getting 
any new information. I’m not learning 
anything new about the characters,’” 
says Ramsey. “There’s always an 
emotional context and a character 
story that’s being told even if there’s 
constant kicking or punching.”

Over the course of a 30-year career 
in animation, Capizzi has crafted stories 
for Jackie Chan Adventures, Transformers: 
Animated, Men in Black: The Series, the 
Gummi Bears and multiple characters  
in the DCU, to name a few. 

He recalls a scene in the kid-friendly 
series The Batman that found the 
Caped Crusader facing the series’ first 
showdown with the Penguin in the 
bowels of the Cobblepot mansion. The 
scene’s creators knew that this would 
be the first of many Batman-Penguin 
salvos, but that this initial battle 
between two well-known characters 
needed to be memorable. The solution 
lay in having Batman and Penguin 
conducting their brawl around Batman’s 
trusty manservant Alfred, who was tied 
down in the middle of the floor. 

“It gave the scene a dose of humor, a 
dose of fun and made it very memorable 
rather than just another punch out,” 
says Capizzi. “You’re always trying to 
figure out what’s going to make the 
scene memorable? Seventy-percent of 
the time, the answer is right there under 
your nose.”
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By Kim Fay

THOSE WHO CAN, DO. THOSE WHO CAN’T, TEACH. AS WELL-KNOWN AS THIS 
APHORISM IS, IT’S NOT TRUE. THE PROOF: SIX ANIMATION GUILD MEMBERS 
WHO BOAST SUCCESSFUL INDUSTRY CAREERS AND TEACHING POSITIONS 
IN THEIR RESPECTIVE FIELDS. THIS GROUP HAS MORE THAN FLOURISHING 
PROFESSIONS AND CAMPUS CACHET IN COMMON, THOUGH. EACH BELIEVES IN 
THE UNIQUE ROLE AN EXPERT CAN BRING TO THE CLASSROOM AND USES THEIR 
INDIVIDUAL TALENTS TO INSPIRE THE NEXT GENERATION OF ANIMATORS.
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LINDSEY POLLARD
Ever since running the craft hut as a 
summer camp counselor in high school, 
Lindsey Pollard has wanted to teach. 
“I come from several generations of 
teachers,” she says, “and the original plan 
was to teach full-time, but I stumbled into 
animation while in college and had an 
immediate change of heart.”

That life swerve paid off, most tangibly 
in the form of two Emmy wins. A start 
in track reading and animating led 
Pollard to her most recent job as a 
storyboard supervisor on the Cartoon 
Network’s Summer Camp Island. While 
she loves her craft, she finds another 
aspect of her work equally rewarding—
the camaraderie. 

In short, Pollard is a people person, 

and it is this quality that drew her to 
join the Character Animation faculty 
at the California Institute of the Arts. 
She feels that the days of old-school 

lectures are on their way out, and that 
students want practical as well as artistic 
advice. “I have personal experience. I can 
talk about the culture of the industry,” 

she says. “What makes a good coworker, 
meeting deadlines, asking for help, 
setting goals, talking about money. Some 
of these issues are uncomfortable yet 
they are universal so we might as well 
discuss them in a safe environment.”

As for the benefits of teaching her 
passion, Pollard says: “On the long drive 
home, I take the time to absorb what 
has transpired in the classroom because 
it does have an impact on me. It’s still 
amazing to me that we can use shapes, 
lines and color plus time to change 
how a viewer feels. I hope I never lose 
that sense of magic animation holds, 
and I hope my students know it too. I 
am in awe of their talent, diligence and 
kindness. I get a window into the future 
and I like it.”
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“I am in awe of my 
student's talent, 

diligence and kindness. 
I get a window into the 

future and I like it.”

Pollard with former 
student Danny Ducker.
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ROBERT ST. PIERRE
Robert St. Pierre believes skill can 
take an animator only so far. Of equal 
importance is professionalism and the 
thoroughness of one’s work. St. Pierre 
developed this holistic approach during 
his years as a layout artist, production 
designer, and visual development and 
conceptual design artist, not just in the 
United States but throughout Europe. 

His philosophy is essential to his 
secondary occupation as an Associate 
Professor at the California State University 
Northridge Department of Art. It is also 
why he encourages industry professionals 
to enter the classroom. “They embody the 
experience and the practical application 
that, to one degree or another, every 
student lacks,” he says. “As my teaching 
evolves, I find it necessary to integrate 
more than just strong drawing and design 
principles into my assignments, but 
to weave industry experience into my 
teaching objectives as well.”

That industry experience ranges 
from Disney to Warner Bros., and while 
it provides a strong foundation for 
his lessons, St. Pierre appreciates the 
reciprocal aspects of teaching. “It requires 
us to transcend our intuition and articulate 
our intention in a way that hopefully has 
a maximum impact on a class. With each 
semester come new students who ask 
the most unexpected questions, which 
challenge us and our ability to problem 
solve. Teaching has expanded the way I 
think by forcing me to analyze problems 
from different perspectives.”

Whether working on a film in Paris 
or teaching a class in Los Angeles, St. 
Pierre expresses a great appreciation 
for the ways in which the animation 
industry has nurtured his career. He 
pays it back by paying it forward. Or 
in his own words: “One of the most 
important roles that a teacher serves 
is helping assist and guide students 
in charting the most effective path 
in achieving their personal career 
goals. Sharing oneself, in a teaching 
capacity, passes a torch, setting a 
precedent that mentees are inclined to 
follow, emulating the spirit of sharing 
information with future generations.”

OZGUR USTUNDAG
Ozgur Ustundag’s longstanding career 
as a lead lighting artist at DreamWorks 
Animation includes How to Train Your 
Dragon, Shrek and Kung Fu Panda, and 
he’s been privileged to work alongside 
legendary cinematographers and 
directors such as Roger Deakins and 
Guillermo Del Toro. While it would seem 
that this experience alone is enough to 
substantiate Ustundag’s teaching cred 
at ArtCenter’s Entertainment Design 
department, it serves as a backdrop 
for the artistic spirit that drives his 
approach to instruction. “I can’t describe 
how amazing of a feeling it is for me to 
work and interact with young creative 
minds at an educational institution 
where art is always in the air and imbued 
in every little part of it,” he says.

Ustundag adds that he’s always 
been involved in education, whether 
mentoring new hires for a studio 
or teaching students directly in a 
classroom. For the latter, “every week 
we break down, observe and talk 
about ‘inspirational images’ that I ask 
the students to bring in. Anything 
from movies, games, paintings, 
photographs—simply images that we 
love the use of lighting in. My ultimate 
goal is to teach lighting as a way of 
expressing an emotion or mood, a 
tool for storytelling regardless of 
the software environment,” he says. 
“Seeing and talking about beautiful 
cinematic lighting in those images, how 
and why it might be achieved, is eye-
opening for the students and also quite 
the inspirational experience for me.”

Ustundag also enjoys the thought 
of how his students might one day 
become collaborators. “Better trained 
artists make better colleagues and 
team players from day one, further 
contributing towards the success of 
the production teams along the way,” 
he says. “I envision my students as 
prospective colleagues and that we 
could all be working together on the 
same team sometime.” 

“Teaching has 
expanded the way I 
think by forcing me 
to analyze problems 

from different 
perspectives.”

“I envision my students 
as prospective 

colleagues and that we 
could all be working 

together on the same 
team sometime.”
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“Getting to talk to 
my teachers about 
their day jobs was 
a fun peek behind 

the curtain.”

“[Teaching] helps 
you relearn things. 
It's made my work 

much better.”
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DAVID CHLYSTEK
For more than 20 years David Chlystek 
has worked in the animation industry 
as a storyboard artist and director with 
credits on Batman Beyond, Ultimate 
Spider-Man and Guardians of the Galaxy 
TV series. But a strong desire to give 
back led him to teach at the American 
Animation Institute, as well as offer his 
own “The Story Whisperer” seminars at 
The Animation Guild.

 “I had a lot of good teachers and 
mentors when I first started in the 
industry,” he says. “They gave me 
information that I don’t think most 
schools really cover.” By this, he means 
the “why” of animation rather than the 
“how” of it. Yes, he wants his students to 
know how to create a shot, but he also 
wants them to know what they are trying 
to make their audience feel and think. 

“That’s a better question to ask when 
you work,” Chlystek explains. “A lot of 
artists don’t understand the psychology 
of the camera. Whether you want 
somebody to have an emotion or not, 
they’re going to have a reaction so you 
better be in control of that.”

For Chlystek, teaching keeps him from 
becoming set in his ways: “You get into 
a pattern of doing your work but when 
you’re teaching there’s a heightened 
awareness—[it] helps you to relearn 
things. It’s made my work much better.”

In the symbiotic space of the 
classroom, Chlystek provides his 
students with a comprehensive 
understanding of storyboarding while 
they inspire him to be a lifelong learner 
too. Beyond drawing, his lessons are 
far-reaching, from relieving deadline 
stress to acting so storyboarders 
can learn how to convey emotion 
and action through their boards. 
Each lesson has its own purpose, 
and together they hopefully lead to 
what Chlystek feels is the greatest 
compliment a student can give him: “I 
want to be a storyboard artist because I 
took your class.”

SAMANTHA KING
As a storyboard artist for Cartoon 
Network and a teacher at CalArts, 
Samantha King takes her job into the 
classroom and her classroom back to 
her job. “In TV the work is so fast-
paced, sometimes you hit a certain 
level of autopilot,” she says. “Taking 
a few hours a week to prep [for class] 
and then giving a three-hour lecture on 
visual storytelling means I get an in-
depth personal refresher every week.”  

Another part of King’s give-and-take 
approach to teaching is offering her 
students what she craved when she 
was in their place, such as role models: 
“As someone who watched a lot of 
behind the scenes featurettes growing 
up, I rarely, if ever, saw women in the 
story departments.” She also wanted 
to understand what it was really like 
working at a studio job. “While I was a 
student, a few of my teachers were also 
working studio jobs. Getting to talk to 
them about their day jobs was a fun peek 
behind the curtain, but also a relief,” she 
says. “The unknown is scary, so having a 
teacher who was able to talk about their 
job as part of their daily life made thinking 
about the industry less paralyzing.”  

Teaching provides a great deal of 
satisfaction for King, but she also 
believes that she and her fellow 
professionals have an obligation to help 
guide those entering their industry. 
“When we share what we know with 
students,” she explains, “that gives 
them the space to not only absorb that 
knowledge and develop skills, but to 
surpass what they learn. If they can 
get into their first job already knowing 
what’s needed, they can focus on doing 
their best work and creating something 
special. When generations can build 
on each other’s expertise, the artform 
evolves. I think that’s a win-win for 
everyone.”

FEATURE
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DAVID FAIN
David Fain came to an industry career 
in animation in a roundabout way. His 
original goal was to create his own 
weird films and try to make a living 
by teaching. After getting a BFA in 
Animation from the Rhode Island School 
of Design, his alma mater offered him 
a job as Adjunct Professor. He went on 
to earn an MFA from CalArts, and then 
taught animation in Philadelphia. 

It was only after returning to Los 
Angeles that Fain stumbled into the 
industry. Staff writing for SpongeBob 
SquarePants, writing and directing 
shorts for Nickelodeon, and working for 
Warner Bros. led to his current role on 
the Disney Jr. show, The Rocketeer. 

Despite commercial achievements, 
Fain never abandoned his passion for 

making his own weird films—he has 
three independent animated shorts 
under his belt—and he also never 

stopped teaching. Working as adjunct 
faculty at USC is still part of how 
he makes his living, but that’s not 
solely why he does it: “I always find it 
energizing to work with students who 

are so enthusiastic it can’t help but rub 
off. Sometimes the stuff they come up 
with is so great; so powerful or funny 
or just cool-looking, it’s inspiring. It 
encourages me to make more short 
films of my own.”

As for what his students take away 
from his classes, Fain illuminates the 
practical, whether it’s explaining how the 
history of unions can have a direct impact 
on their careers, or helping his students 
figure out “what aspect of animation they 
are really passionate about and how to 
make it a part of their life.”

Clearly, Fain has succeeded in the latter. 
Not only are many of his past students 
working in animation at the highest levels 
as directors, writers and show runners, he 
now counts them among his network of 
valuable industry contacts.

“I always find it 
energizing to work 
with students who 
are so enthusiastic 

it can’t help but 
rub off.”
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By Alexandra Drosu

THE 
JOURNEY 

HOME
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“I’ve owned giant dogs my whole life and the relationship 
between a girl and yeti, this non-speaking character, really 
appealed to me,” she says. 

She started to pull influences from her own life as she began 
crafting the story about a 16-year-old girl named Yi who finds 
a yeti in the center of a bustling Chinese metropolis. Culton 
also wanted Yi to be independent and not afraid to get dirty, 
showcase a vast journey in the narrative and take the story 
to a whimsical place that involved magic. It challenged her 
imagination and she found inspiration while hiking in the woods. 

“It’s been a powerful journey because when you pull stories 
from stuff that is grounded and based on truth, I think it 
comes from a very sincere place,” she adds.

Set in China and showcasing Chinese characters, the 
production had a valuable partner—Pearl Studios (formerly 
known as Oriental DreamWorks)—to ensure the story was 
both authentic and honored the culture.

“It was really back and forth,” says Production Designer 
Maxwell Boas, who was enlisted to foster and execute the look 
of the film. “Does this exist in China? Is this accurate? Or even 
some of the postures the character might stand in, graphics on 
a t-shirt, building signs, and things like that.”

They dove into details: How do you pour a tea kettle? Can 
someone hold a pork bun in one hand and then use chopsticks 
in the other? Or simply noting the fact that certain signs on 
doors and windows are often hung upside down? 

The teams in both Shanghai and Glendale held bootcamp 
conference sessions on BlueJeans, a Skype-like software, 
every other day, and when the staff at DreamWorks headed 
home the Shanghai team was beginning their day. “We kind 
of did a handoff [and when] we would come in the next 
morning, we’d have artwork to look at from their full day,” 
says Boas.

ABOMINABLE STARTED OUT AS 
A BLANK SLATE—DREAMWORKS 
WANTED A FILM ABOUT A YETI. 
THE IDEA INTRIGUED JILL CULTON, 
THE WRITER AND DIRECTOR, 
BECAUSE SHE WAS INTERESTED 
IN EXPLORING A NONVERBAL 
RELATIONSHIP BETWEEN  
TWO CHARACTERS. 

How do you ensure cultural authenticity, traverse 
2,000 miles of China and make the audience 
believe in magic? The team behind Abominable 
discuss the creative evolution of a new adventure.
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left: Magic inspired by the
aurora borealis. opposite top:
Yi triggers the yeti’s magic while
playing the violin in front of the
Leshan Buddha. opposite
below: The characters traverse
the Chinese landscape.

THE JOURNEY BEGINS
The story kicks off in a futuristic 
Chinese city—glass filled, vertical with 
neon lights and crowds. 

“A lot of color and shapes seem 
very rectilinear and hard-edged, a 
lot of reflections and neon signs and 
graphics, and kind of intentionally 
hiding the sky and not showing stars 
or clouds until we leave the city, and 
then we get that contrast to start the 
adventure,” says Boas. 

The adventure is a journey across 
2,000 miles of majestic landscape that 
eschewed iconic landmarks familiar 
to Westerners (like the Great Wall) 
for the beauty of Quindao Lake, the 
vibrant Luoping canola fields, the 
massive Leshan Giant Buddha or the 
vast Gobi Desert.

“I put a giant map of China on 
my wall when I started plotting the 
journey,” says Culton. Though the 
characters travel logically from East to 
West, Boas says, there was “definitely 
some movie magic and liberties as far 
as how much ground they’re covering.” 

But the real challenge was conveying 
a sense of the evolution of the journey. 
“If you don’t switch up your color 
palette through every sequence and be 
really specific, it doesn’t feel like you’re 
actually traveling,” notes Culton. 

Each location had to have a signature 
look to underscore progress without 
repetition. “We researched a lot of the 
real locations—distinct palettes,” says 
VFX Supervisor Mark Edwards. “The 
Buddha [has] this rich green foliage 
around this reddish sandstone. It’s 

fairly distinctive. The canola fields are 
this ridiculously vibrant yellow, so that 
influenced where we would take that 
scene. But it was always thinking about 
time of day, lighting, construction, and 
how we could make it feel like a unique 
set at every placement.”

Boas, a painter, started developing 
a color script early on, mapping out 
the whole movie and creating a linear 
timeline of mood and color. The iconic 
blue of Mt. Everest represented home 
for the yeti and was used sparingly until 
they reach their destination. The color 
script’s emotional arc also centered 
on Yi, who begins as a rebellious teen 
unwilling to accept the warmth of her 
family. Boas associated warm shades 
with Yi’s mother and grandmother so 
at the end of the film it’s a tool that 
conveys acceptance and resolution.

A blueberry grove that exists by 
the Yellow Mountain inspired another 
sequence and setting. “The Yellow 
Mountain really showcases the scale 
and scope of that location,” says Boas 
of the carved staircases that traverse 
the cliff face. “They fly off with a 
magic giant dandelion.”
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“If you don’t switch up your color palette through 
every sequence and be really specific, it doesn’t 
feel like you’re actually traveling”
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this page: Koi-shaped fish 
traversing the sky proved 
to be a technical challenge.

FEATURE
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KOI CLOUDS 
& VOLUMETRICS
The magic was a key element in the movie 
that required thoughtful planning, ingenious 
technological solutions and effects while 
maintaining a sense of jeopardy in the story.

“Magic is always tricky because it’s 
so subjective. In general, there are very 
typical magic tropes with different 
visual cues that folks know and use, and 
we wanted to try and stay away from 
some of the fairy dust,” says Edwards.

They needed to create a logical 
foundation for the magic. Culton’s 
solution: The yeti’s magic is based in 
nature. “He can’t influence animals, he 
can only influence flora, clouds, water, 
wind… it gives you a foundation to start 
with that feels like it’s real.”

The team of artists and technicians came 
together to brainstorm new technology and 
new looks to create something that was 
beautiful, artistic and impressionistic. They 
didn’t want a superhero effect with magical 
strands shooting out from the character’s 
wrists. Instead, they looked to the aurora 
borealis for inspiration and began to 
determine how the magic travelled. 

Head of Effects, Jeff Budsberg, started 
testing out different solutions so the 
team could react to what was and wasn’t 
working. “We were really fortunate to be 
invited to a lot of the early meetings with 
story [to discuss] how we could interlace 
the magic to hit these key moments and 
what those might look like,” says Edwards. 

Rather than having mystical threads of 
magic that travelled from the yeti, they 
settled on an internal glow—almost like 
fiber optic light emanating from the fur—
to imitate aurora borealis elements that 
triggers the environment to react around 
him. For example, blueberries that grow 
bigger and bigger until they explode. 

Another challenging sequence 
involved the characters travelling across 
the sky on koi-shaped clouds. “That was 
a really tricky visual problem from a 
lot of different angles,” notes Edwards. 
The team worked with a mostly white 
palette—white clouds, white yeti, white 
mountain landscape—to model koi out of 
clouds, which have this distinct orange 
pattern, and creating a fluid movement 
so that  it didn’t look like the characters 
were riding a carousel fish in the sky. 

Solutions included using light from the 
sunset to pierce through the volumetrics 
of the clouds to mimic the patterning of 
koi fish. “We looked at a lot of time lapse 
footage of clouds filling into valleys and 
mountain spaces, which really feels like 
water,” says Edwards. “Domin Lee was 
the [effects] lead on that and he did a 
great job in terms of developing a ‘river’ 
for them to go through so that they 
weren’t all just flying in empty space. You 
want it to be tangible enough that they 
could ride it but [also] feel like a cloud.” 

The team conducted a lot of early 
prototyping to determine how ephemeral 
they could make the clouds, how 
much motion would work before it got 
distracting, how many wisps they could 
have, what those shapes would look like, 
and how they would trail off –“it’s easy 
for it to look smoky,” says Edwards.

The collaboration of all the different 
departments heightened the natural 
settings, capturing the enchantment of 
the Chinese landscape and pulling off this 
magical journey. “I feel like film is such a 
powerful medium, and in animation…we 
get to create characters that don’t exist 
and make them believable,” says Culton. 
“That is a huge challenge but a privilege 
as an artist to be able to have all of that 
[talent] at our fingertips to use.”Im
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THE SOUND 
OF MAGIC
Early on in the story process, the 
team behind Abominable decided 
to use an audible cue to serve as 
a catalyst for the yeti’s magic. It 
starts with a humming sound. This 
concept allowed co-director Jill 
Culton to infuse the movie with 
music, creating in essence another 
character. Yi, the 16-year-old girl 
that finds the yeti, plays the violin 
to soothe him and draws out an 
ancient hum from him. We find out 
that yetis have a melodic side that 
makes them glow a bluish light that 
affects nature.

“You have this beautiful 
combination of hearing melody and 
then seeing nature overtake you and 
overwhelm you,” says Culton. “The 
violin is Yi’s voice and becomes her 
power as well.”

Integrating this musical element 
became its own challenge. Usually 
soundtracks are crafted near the 
end of a film, but in the case of 
Abominable, composer Rupert 
Gregson-Williams came onto the 
project early to craft Yi’s themes that 
she plays onscreen ahead of time so 
they could be animated accurately.

“We had classes where I had 
a professional violinist play. We 
filmed her fingers and she taught 
every animator how to bow the 
violin,” says Culton. “We were 
trying to get those authentic 
details down so that no one is taken 
out of the movie because it looks 
like she’s not really playing.”
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2 SEPT 
LABOR DAY –  
CONTRACT HOLIDAY

6 SEPT 
GALLERY 839 OPENING 
featuring: Danielle Powers, 
Sonserae Leese, Peter Paul Bautista

6/8 SEPT 
LIGHTBOX EXPO

9 SEPT 
AAI FALL SEMESTER STARTS

24 SEPT 
TAG TUESDAY & GENERAL 
MEMBERSHIP MEETING 
Nominations for Executive Board 
and officer positions 

25/29 SEPT 
OTTAWA INTERNATIONAL 
ANIMATION FESTIVAL

27 SEPT 
DREAMWORKS’S 
ABOMINABLE OPENS

1 OCT
TAG 4TH QUARTER BEGINS

4 OCT
GALLERY 839 OPENING  
The Art of Walt Peregoy

12 OCT
PASADENA ARTWALK

19 OCT
MPTF DAY AT THE LANES
The yearly fundraiser has moved from 
the racetrack to the bowling alley.

25/29 OCT
PALM SPRINGS INTER-
NATIONAL FILM FESTIVAL

29 OCT
TAG TUESDAY

1 NOV
GALLERY 839 OPENING

2 NOV
GOLDEN AWARDS 
LUNCHEON
Celebrate TAG members who have 
worked in the industry for 50+ years.

21/24 NOV
CTN ANIMATION EXPO

22 NOV
DISNEY’S FROZEN 2 OPENS

26 NOV
TAG TUESDAY & GENERAL 
MEMBERSHIP MEETING
Election results announced.

28/29 NOV
THANKSGIVING BREAK – 
CONTRACT HOLIDAYS

CALENDAR
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A new exhibition at the Italian American 
Museum of Los Angeles (IAMLA) 
explores animation through the lens of 
Italian American contributors, who both 
pioneered the craft as well as those who 
continue to inspire audiences today.

“Our primary mission is showing the 
history and ongoing contributions 
of Italian Americans,” says Marianna 
Gatto, Executive Director of IAMLA. 
“Contributions are often framed by the 
media as not so positive and we’d like to 
present another conversation.”

As the curators started digging into 
the history of animation and local 
artists, they discovered significant 
contributions, including Joseph Barbera 
and Walter Lantz, whose parents were 
Italian immigrants, to famed Disney 
director Clyde Geronimi, who hailed from 
Chiavenna and portrayed his culture in 
the iconic spaghetti scene from Lady and 
the Tramp.

The exhibit also looks at Italian 
American women who contributed to 
the craft, such as ink-and-paint artist 
Grace Godino and Roman-born Bianca 

Majolie (originally Maggioli), who 
became the first female storyboard 
artist at Disney in 1935. “At a time when 
the studio was focused on gags, she 
adopted an approach to telling stories in 
a more emotional way,” says Gatto. She 
was also instrumental in providing the 
English translation for The Adventures  
of Pinocchio for the animated film.

You can visit “Fantasy World: Italian 
Americans in Animation” at IMLA now 
through Jan. 26, 2020; admission is free. 
Also, the documentary Quirino Cristiani: 
The Mystery of the First Animated Movies 
will be screened  at the museum on Aug 
24. For more information visit iamla.org.

DOLCE 
ANIMAZIONE

from top, clockwise: Geronimi’s iconic 
spaghetti scene; a display on Michele 
Maltese; and the Magic Lantern, an 
ancestor of the motion picture projector.

FINAL NOTE
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KEYFRAME (QUARTERLY MAGAZINE OF THE ANIMATION GUILD), COVER 2
NETFLIX: BOJACK HORSEMAN
PUB DATE: 08/12/19
TRIM: 8.5” X 10.875”  BLEED: 8.75” X 11.125”

FYC.NETFLIX.COM

E M M Y®  N O M I N E E

OUTSTANDING
ANIMATED PROGRAM

“‘BojAck HorSeman’ is tv’s
Best AniMated Show and 

one of the Very Best 
ThiNgs on tv.”
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