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MPTF

We Take Care of Our Own

CREATIVITY IS
EVERYWHERE BUT
STORYTELLING
PRODUCTION I POST

THE CREATIVE
MASTERS
ARE HERE.
GET THE EFFECT.

SOUND

THRIVE ON.

Counseling, Financial and Charitable
Services – 323-634-3888

Residential – 818-876-1552

Community Programs – 323-634-3866
Broad reaching classes for Pain Management,
Memory Training, Balance, Healthy Living, Diabetes
and beyond. Unique access to telephone classes
taken in the privacy of one’s home, as well as an
array of community based programs and activities.

Health Services – 800-876-8320
Partnered with UCLA,medical services are available for qualifying industry
members throughout Southern California at convenient satellite offices.

MPTF provides a safety net of social and charitable
services including temporary financial assistance
for eligible industry members, referral to community
resources,and counseling to navigate difficult times.

Volunteer Programs – 818-876-1915

NAB Show® is home to the world’s visionaries, influencers and innovators.
It is here where they will share their approach to storytelling. Whatever the
medium, sound or picture, you will uncover countless ways to elevate
television and filmmaking.

THIS IS WHERE THE GLOBAL CONTENT ECONOMY THRIVES.

From phone buddies to pool buddies, friendly
visitors, computer tutors, grocery shoppers and
beyond, donate your time.

MPTF Insurance Services – 888-558-4247

Offering Individual as well as Medicare plan
options via personalized “one on one” health
care advising. Let the specialists at MPTF best
meet your needs for Medical, Dental, Vision and
Travel Health coverage.

Behavioral Health – 818-876-4140

APRIL 7–12, 2018 I LAS VEGAS, NEVADA USA
REGISTER TODAY: NABShow.com
Free Exhibits Pass Code: PA180
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Samuel Goldwyn Jr. Center for Behavioral Health,
affiliated with UCLA Health, a multi-bed facility
located on the Wasserman Campus, features an
interdisciplinary treatment team using a holistic
approach to behavioral management for
patients 55+.

MPTF’s Wasserman Campus in Woodland Hills offers entertainment
industry retirees independent and assisted living, Harry’s Haven Memory
Care Unit and the future home of the Kirk Douglas Care Pavilion featuring
the latest design advantages in palliative care. The sprawling campus
boasts gardens, libraries, The Susan and Gary Martin Screening Room in
the Louis B. Mayer Theatre, the award-winning MPTF 22 Media Center
for resident’s film and television productions, a dog park and much more.

Saban Center for Health and Wellness – 818-876-1777
State of the art fitness/training center with on site personal trainers available
to help, instruct and encourage your personal best for industry members and
residents. The Jodie Foster Aquatic Pavilion, located within Saban, plays host
to aquatic programs.
Elder Connection – 323-634-3866
For senior industry members, or those facing challenges caring for older
parents. The program provides assessment of care needs, supportive
counseling and suggested referrals.
Home Safe Home – 323-634-3866

A dedicated program assisting seniors with minor home repairs, improvements
and suggested changes to ensure safety and comfort in their own homes.

Child Care – 310-445-8993

The Samuel Goldwyn Foundation Children’s
Center (west LA.) provides a safe and
nurturing daycare service for children of
industry members age 8 wks to 6 yrs.
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LETTER

HELLO AND
WELCOME!
As President, it is my distinct
privilege to introduce you to
The Animation Guild’s new
quarterly magazine, Keyframe.
For many years, the Guild leadership has
aspired to create a world-class publication
to reflect the phenomenal level of talent
represented in our membership. Your
Executive Board is incredibly proud to
bring that to you today.
Keyframe joins the ranks of the IA’s
Bulletin, the Art Directors’ Perspective,
the DGA Quarterly and many other Guild
publications. All of these labor organizations
showcase their members, their industry, and their craft in this way. We do it because our
power in the negotiating room is directly tied to our view of ourselves as a group.

ON THE COVER

By celebrating and showcasing the unparalleled abilities of our members and our industry,
we elevate our view of ourselves as the brilliant powerhouses we are.

Daron Nefcy photographed
by Tim Sullens; Star Butterfly
of Star Vs. The Forces of Evil,
Disney XD

By educating our members, by answering unasked questions, we expand our members’
knowledge base and confidence, maintaining our status as the most valued and elite
workforce available.
By entertaining, sharing, and communicating with our members, we increase what we
have in common, and reinforce our bonds with each other.
All of this contributes to build the strength of our membership and our Guild, which
serves us in our core goal of improving your quality of life both at and away from work.
Animation is a unique niche within the broader entertainment industry. I like to playfully
tell my friends and family that “Animation rules the world,” but I’m not really joking. What
we do is cherished all over the globe. In addition to the wonderful stories and artistry we
bring to life, our movies break records at the box office and our TV shows are evergreen.
Animation Guild members are the best talent you can get. We’re the finest in the world.
Studios know it. We know it. Let’s celebrate it together!
K.C. Johnson
President | The Animation Guild
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TCF2012

Get Connected!
If you’re not receiving important
emails from The Animation Guild—job
listings, events, invitations, classes,
and more—it’s because you haven’t
opted into our email system.

You can fix that in under a minute:
Visit animationguild.org/email-list
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E D I TO R ’ S N OT E

WELCOME
TO KEYFRAME
The DGA has one, so does
the Costumers Guild. Film
editors are celebrating the
17th year of theirs. So what
do these locals along with
the WGA, the Art Directors’
Guild and many more have in
common? Magazines. Each
one has been celebrating
the members and their craft
through a publication for
years so it’s about time the
Animation Guild gets its own.
Welcome to the inaugural issue of Keyframe magazine. In these pages, we will feature
you and the unique, elaborate and exciting work you are doing every day, both in and
outside of your day job. We’ll also tackle topics that you want to learn more about from
how to pitch (p. 22) to what recourse you have to address sexual harassment in the
workplace (p.18).
The pages of this publication are here to serve and entertain you and part of that
process is creating a dialogue between you, the reader, and the staff creating the
content. I urge you to reach out to me with ideas; let me know about the amazing things
your colleagues are doing, issues affecting your job, and feel free to ask questions. I will
try my best to get the answers. I’m easy to find—just email me at alexi.drosu@tag839.org.
And who am I exactly? As a journalist and magazine editor for the last two decades, I
have had the pleasure of interviewing celebrities, luminaries, politicians and people
with extraordinary lives for InStyle, the Los Angeles Times, Robb Report, FORM, and more.
I’ve also had the privilege of guiding multiple publications as Editor-in-Chief. I live in
Glendale with my husband (an Animation Guild member), three children, our geriatric
dog and Mouse, the cat.
I look forward to hearing from you soon!

CONTRIBUTORS
WHITNEY FRIEDLANDER
(“Chasing Oscar”) 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.
Freelance writer and
author KAREN BRINER
(“Pitch Perfect”) 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.
JEAN BENTLEY (“Creative
Tastes”) is a Los Angelesbased freelance writer
who loves TV and all
things pop culture. Her
work has appeared in The Hollywood
Reporter, Rotten Tomatoes, Cosmopolitan.
com, MarieClaire.com, Nerdist, and more.
LA based photographer
TIM SULLENS has one
wife, two daughters
and six cameras. He’s
photographed this
month’s cover of Daron Nefcy, and Craig
McCracken and Jorge Gutierrez for
“Pitch Perfect.”

Alexandra Drosu

WINTER 2018
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BIG DREAMS
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 to put those funds
back into our community, both locally and worldwide.
Our goal in 2018 is to once again raise the amount we spend on projects outside of the Annie
Awards by 15% from $160,000 to at least $185,000 for projects as diverse as the ASIFA Archives,
the Animation Educators Forum scholarship and grant programs, the Animation Aid Foundation,
our Animation Preservation Project, and the Open Source Support Initiative as well as continuing
to sponsor other animation organizations and events. That, and completing and opening our
ASIFA-Hollywood Animation Center and June Foray Screening Room, keeps all of us on the
ASIFA board focused squarely on our mission.
Frankly, without your help and support through memberships and individual and corporate
sponsorships none of this would be possible.
It has always been a dream for ASIFA to be able to do all of these things. We hope, at least in
some small part, our work can be part of your dream too.

For more information on ASIFA-Hollywood, the worlds largest animation society, please visit asifa-hollywood.org
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THE CLIMB

STRIKING GOLD
CELEBRATING 50 YEARS IN ANIMATION, ROBERT ALVAREZ
LOOKS BACK AT THE JOURNEY THAT STARTED IN AN
UNLIKELY PLACE—THE DUMPSTER.
as CalArts) was working for Fred Calvert,
thanks to a tip from his friend Walker, who by
now was also pursuing a future in animation.
Alvarez took a test and, he says, “it must
have been good enough because I got hired.”
“I didn’t care about the money, I just wanted
in and eventually I got paid and the rest is
history,” he says. It was at Fred Calvert that
the huge Beatles’ fan had an opportunity to
work on Yellow Submarine.
As a 13-year-old kid back in the early ‘60s
becoming an animator seemed almost as
far reaching as becoming an astronaut.
Fortunately for Robert Alvarez, a serendipitous
friendship with a 7th-grade boy named Tim
Walker changed the course of his life.
“We used to ride our bikes over to HannaBarbera and just take stuff out of the trash
cans. Occasionally, you’d get chased away,”
says Alvarez, who has been at Cartoon
Network since it was created 26 years ago.
“We were obsessed with obtaining artwork
from cartoons. I still have cels from that
time period.”
These dumpster diving missions to the various
cartoon studios fed the flame that was already
burning inside Alvarez. One day while forming
up at his Catholic school he started talking
about some cartoon he had watched on TV. A
kid behind him scoffed at this childish behavior.
“I turned to him and I said, ‘Yes, and some
day I’m going to be an animator,’ but I had
no idea how that would even happen but it
did,” he remembers, shaking his head at his
youthful bravado.
Alvarez has certainly shown his mettle as he
celebrates 50 years in the industry, no small
feat for anyone in animation. His first job
while still in school at Chouinard (now known

From there, he embarked on a career at
Hanna-Barbera, working on all the iconic
cartoons of that era—The Jetsons, The
Flintstones, The Smurfs—with some of
the greats in animation, including Ray
Patterson and Ed Love.
“We all stand on the shoulders of the people
in the industry who came before us,” he
adds, a nod to those who picketed in ‘41.
By the mid-90s, he had transitioned from
animating to directing shows such as Dexter’s
Laboratory, The Powerpuff Girls, and Samurai
Jack. In fact, one of his most memorable career
moments stems from his work on Samurai
Jack, which he considers some of his best, and
led to an Emmy nomination for Outstanding
Animated Program.
“I didn’t expect to win. We were up against
The Simpsons that night,” he reminisces. “I
was nominated in that category as well as
the next, which was for One Hour or More. It
only had two nominees and I had worked on
both so I thought, ‘I’ve got to get something!’”
As they announced the winner for
Outstanding Animated Program (Less than
One Hour), Alvarez heard them say Samurai
Jack. “I stood up and screamed,” he laughs.
“I’m standing next to [show creator] Genndy
[Tartakovsky] and we start to walk off [the

above, from top:

Alvarez flanked by childhood
friend Tim Walker (left) and Chouinard
schoolmate Mark Kausler at the Golden Awards;
in Halloween costume with his mother circa
1961; and with Sergio Aragones in front of the
studio where he first started working in 1968.
stage] and I say, wait a minute Genndy,
because he was also nominated in the next
category for Star Wars: Clone Wars. Star Wars
won and we were right back on the stage.”
Over his career, Alvarez has been
nominated 17 times and won six Emmys.
Though he credits luck as part of the key to
his longevity, he also acknowledges that
hard work played an important role.
“Show up early, don’t take two hour lunches,
do a full day’s work and if you meet all
your deadlines you are going to be more
successful than the guy who is maybe
brilliant but totally unreliable,” he says.
This ethos along with talent has clearly served
him well over the last half century. As for
his 7th grade friend Tim Walker, he recently
retired from the industry, but Alvarez has no
plans to leave, at least for the moment.
“It’s really about the people,” he says. “You
become friends, share great experiences and
fun times. I am very lucky. I have had the
pleasure of working with some amazing talent.”
– Alexandra Drosu
WINTER 2018
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ON THE JOB

LET’S GET TECHNICAL
“THE TECHNICAL DIRECTOR IS ONE OF THE BROADEST CLASSIFICATIONS IN THE UNION
AND REALLY FOR ME, ONE OF THE LEAST UNDERSTOOD BETWEEN STUDIOS,” SAYS
BRIAN COLE, A TD AT DISNEY TV. INDEED, THE ROLE CAN ENCOMPASS A VARIETY OF
JOB EXPECTATIONS. WE SPOKE TO THREE TECHNICAL DIRECTORS, EACH FROM A
DIFFERENT STUDIO, TO FIND OUT HOW THEIR ROLES COMPARE.

BRIAN COLE | DISNEY TV

When Cole started out in the industry 20
years ago, digital tools were just beginning
to be adapted for TV animation. At that
time, there weren’t any formal training
programs for the technology so he came
into the business with a studio art/art
history degree.

“Being a Technical
Director in many
ways is about
managing change.
The tools and
technology we
use to do this job
are constantly
changing and
evolving.”

TAG18_Mag_Issue1_Int.indd 10

DESCRIBE YOUR JOB.
Here, at Disney TV Animation a technical
director is the person who is responsible
for managing and assembling all of the
digital assets used in creation of a show.
This covers the entire course of a show, all
the way from pre-production through post
and final delivery. We support a variety of
pipelines here; traditional and paperless
2D, 2D build as well as full CG shows with
a variety of renderers. The work here can
vary anywhere from working on shots, to
ensuring the integrity of digital material, to
final output.
WHAT’S YOUR TYPICAL DAY?
A typical day here involves working directly
with those assets, perhaps doing retake
work, adding visual elements to shots
or conforming scenes to match the final
delivery. It’s also often the case that a
Technical director will be involved in the
pre-production of a show as well, doing
things like pre-planning the integration of
2D/3D materials, layout of complex 2D or
3D camera work or perhaps designing and
planning the execution of effects. We may
also find ourselves developing tools and
pipelines that make this type of work easier.

WHAT’S THE BEST PART OF THE JOB?
Its diversity—we have a wide variety of shows
with many wildly different styles. It’s very
satisfying to help make all of these styles and
vision a reality.
WHAT ARE SOME CHALLENGES?
Being a Technical Director in many ways
is about managing change. The tools
and technology we use to do this job are
constantly changing and evolving. Things
move in a very rapid pace, staying current
and finding ways to implement the everchanging toolsets and technology.
WHAT TECH DO YOU WORK WITH?
As far as the technology and software goes,
our 2D shows are produced using [Toon
Boom] Harmony and our CG shows are
produced using Maya with a variety of render
engines and then composited using Nuke.
There is also a huge amount of supporting
software that is used, some of the shelf tools
like Photoshop, Effects, etc. and some inhouse tools we have developed.
IS THERE A QUESTION YOU GET ASKED
OVER AND OVER AGAIN?
I think more than any specific question we
often run into misconceptions about how to
achieve things and what is possible and not
possible. Softwares are tool kits capable of
supporting many pipelines and workflows;
traditional animation, paperless animation,
2D builds, etc. There are often assumptions
or questions about how to achieve the visual
elements or styles of all our shows that we plan
for or execute during the course of a show.

2/9/18 4:48 PM

ON THE JOB
LANDON GINN | NICKELODEON

Ginn didn’t follow a traditional path into
his role as a technical director. In the past,
he has worked as a graphic designer, audio
engineer and DJ. However, moving to Japan
and working for a video game cinematics
company primed him for his current role.
HOW DO YOU DESCRIBE YOUR JOB?
My job as Technical Director is essentially
to be a dictionary/thesaurus, a consultant,
a right-hand man, and programmer. I help
structure pipeline process and test methods
to see what will work in production for the
project I am on. I help answer questions or
solve any problems. But most importantly,
I analyze how people are working and
find ways to automate and expedite their
repetitive tasks. By scripting tools in Python
to help shorten minutes and hours of work
down to seconds, the artists can focus on just
being artists.
WHAT’S YOUR TYPICAL DAY?
Some days I might be doing render tests,
while others I am writing Python scripts to
get specific tasks done or even programming
entire GUI toolkits. I answer emails then
do a quick walk around to see if anyone has
any pressing issues or need adjustments to
any tools. Then I spend 30 minutes reading
technology and industry related articles, get
up-to-date with software changes.

WHAT ARE THE BEST PARTS?
I am a person obsessed with learning and
studying. This job requires being aware of
cutting edge technology, researching and
learning new software every day. Sometimes
being a technology forecaster is required.
Also, that moment when everything works
in a script and you can hit a single button
to automatically create files, render those
files, and pass them into other software, just
brings a huge grin to my face.
WHAT ARE THE CHALLENGES?
The challenges and the best parts are one-andthe-same. This job requires skin of steel and you
have to crave getting over the big hurdles. Every
day can be a major challenge solving problems.
And while staring at code for too long does
get frustrating sometimes over the simplest of
overlooked syntax errors; the feeling of when
things work is just plain awesome.
WHAT TECHNOLOGY/SOFTWARE
DO YOU WORK WITH?
On a typical day, it’s Maya, the render
engine, the Adobe suite, Sublime Text, and
Nuke. But I also use ZBrush, different rigging
plugins, Substance Painter, Marvelous
Designer, video editing software, website
building software, various render engines
and compositing suites. Basically, if you want
to know how to use a tool, I’ll go learn it and
help figure it out.

find out what their needs are on the show
and we build tools for them to do their
work. When we go into production, we
do troubleshooting. We are the first line
of defense when there are issues. One of
our leaders calls us the “stewards of the
pipeline” so we are there to guide [artists]
in their workflow. We’re also a connection
between technology and production so if we
run into issues, we’re the bridge.

SHWETA VISWANATHAN |
WALT DISNEY ANIMATION STUDIOS

Viswanathan has a bachelor’s degree in
computer science and completed her masters
at USC, specializing in computer graphics and
multi-media. She says she always knew she
wanted to work in animation and got her first
opportunity on Wreck-It Ralph.
DESCRIBE YOUR JOB.
We spend half the year building tools for
production. We talk with the artists and

TELL US ABOUT YOUR TYPICAL DAY.
On some days, I sit at my desk doing
development work, which is basically
building tools for the artist. But we are
at the frontline of support; if someone
reaches out to us with a broken shot or an
issue they are having that becomes our
main priority. We drop anything we’re
working on and go help the artist get back
up on their feet. It might be anything from
a scene not rendering or Maya not opening.
But during pre-production, it’s quieter
and we are sitting more at our desks
programming in C++ and Python.
WHAT TECHNOLOGY/SOFTWARE DO
YOU WORK WITH?
We work with a collection of third-party
applications and in-house tools. Most of the
third party applications are Maya, Nuke,

DO YOU HAVE ANY SOFTWARE SECRETS?
The secret is to stay organized, and any time
you find a pattern in your workflow, make
it automated. Use templates so you never
have to start over. Keep a library of assets
that’s well organized. Always practice the
basics. You can always recognize the person
who knows their craft when the basics come
as easily to them as breathing. These go
hand-in-hand since scripting is nothing but
lining up the basics to make a complex tool.
Embrace learning new software. I find that
when you learn other ways a task can be
done, it enforces your understanding of the
task at its core.

and Houdini. We basically build our whole
technology that interfaces with them inhouse so right now our renderer is in-house
and our scene management system is inhouse. For programming languages, ninety
percent of the time we program in Python.
WHAT ARE THE BEST PARTS OF THE JOB?
I like coming in and not knowing what my day
will be like—it’s exciting. Working with the
artists is nice. You’re not directly producing
content for the movie but just being there
is really fulfilling and knowing that you are
helping them get ahead. It’s also fun because
most of the issues that come in we don’t
foresee; it’s like solving a puzzle.
WHAT ARE THE CHALLENGES?
Depending on the movie, you don’t know
what you need on the show so at the
beginning you’re starting from scratch.
Starting from zero, trying to figure out this
whole pipeline that you’ve never built before.
It happens on every show. Time management
is challenging because at times you really
need to get [a tool] out for production to
use but somebody needs help because their
shots are broken. It’s challenging to manage
your time in that regard because you have to
basically drop what you’re doing and switch
to something else.

WINTER 2018
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All stills courtesy of Dreamworks Animation.

F I R S T LO O K

MUSIC IN MOTION
DWA’S NEW SHORT FILM INITIATIVE GAVE ANIMATOR WILLIAM SALAZAR AN
UNEXPECTED OPPORTUNITY—COMPLETING A 2D PROJECT INSPIRED BY TRIBAL MUSIC
HE HEARD 23 YEARS AGO.

For the last 15 years, DreamWorks Animation
has been known for its cutting-edge CG
animated films, so it may seem unexpected
that its first employee-directed short is
done entirely in 2D animation. Certainly,
the director (supervising animator William
Salazar) didn’t anticipate his concept
would be chosen during a short film pitch
session held by the company last June.
“I was very surprised because it’s a 2D
movie in a very high-tech CG studio,” says
Salazar, whose short titled, Bird Karma,
debuts this month at the New York
International Children’s Film Festival.
above & opposite page:

Stills from Bird Karma, which
debuts on Feb. 24th at NYICFF.

TAG18_Mag_Issue1_Int.indd 12

The story follows a bird that is completely
content in its life eating gray fish. Then
one day a glorious red fish appears and

from that day forward, the bird is obsessed
with catching the elusive creature.
“The theme behind the story is to be happy
with what you have or be careful for what
you wish for,” says Salazar. “What you wish
sometimes is not good for you [and] your
actions have consequences.”
The animator started his journey with this
particular story 23 years ago, inspired by a
piece of Indian tribal music. He animated
about a minute and a half of the story
then shelved the project when he started
working professionally. For the last two
decades, he’s worked at DreamWorks on
both 2D (The Prince of Egypt, Sinbad) and
CG (Shark Tale, Kung Fu Panda) projects
but he never forgot his short film idea.

2/9/18 4:48 PM

F I R S T LO O K

“My dream had always been to do it at
DreamWorks,” he says, so when the company
invited employees to pitch short film ideas
last summer, he jumped at the opportunity.
More than 25 employees, from established
storyboard artists to newly hired
production coordinators, pitched their
concepts to a team of executives that
included President Chris deFaria, Head of
Feature Film Development Jennifer Howell,
Head of Feature Production Jill Hopper
and Producer Jeff Hermann.
“We have an incredible amount of talented
artists so it [was] an opportunity for them
to flex their muscles in different ways.
The timing of it coincided with artists
waiting to go on other movies,” says
Howell of the initiative. She adds that
she went into the pitch sessions with an
open mind; the only guideline was for
employees to submit an original idea and
expand on the use of technology.
“I was excited for the artists to have a forum
to tell these stories, some very personal
ones. I was incredibly moved by what they
were doing in the room,” she says. “Some
had art, some didn’t. It felt organic.”
The committee chose eight ideas to
produce, though Howell adds it was a
tough decision. In the end, they chose a
diverse slate of stories. Salazar’s concept
was the first to enter production with
about 20 artists contributing to the project.
The final result depicts an ethereal world.
“The movie looks like it’s a watercolor
painting. Even the character, the color
of the under wings bleeds like when you
paint a watercolor,” says Salazar. “We used
a lot of layers to give this atmospheric look
to the movie.”
The color palette plays a key role in the
narrative. “At the beginning, the images

“The theme behind the story is to be
happy with what you have or be careful
for what you wish for...”
are very monochromatic, cold colors,” he
says. “It’s only the red fish that introduces
the warm colors. It changes the aspect of
the movie.”
Salazar choreographed the character’s
actions to reflect the music and the
inspiration behind it.
“I wanted to have fun with the character
[the bird] dancing primitive moves. The
fish has its own musical theme—more
evolved, melodic, spiritual,” he notes. “The
fish introduces all the other instruments. It
was a nice contrast…the animation of the
bird is very staccato; the animation of the
fish is very round and graceful.”
Pleased with the final product, Salazar is
grateful to all of the other DreamWorks

artists, such as the artists who graciously
agreed to do ink and paint on the project,
who helped him realize his vision.
Indeed, Howell also mentions this
moving collaboration: “What’s been
extraordinary to see is the people
whose shorts weren’t chosen helping
the people whose shorts were chosen
and doing so even on their own time,
supporting one another.”
The remaining seven films will be released
over the coming year but Howell is already
looking forward to the next round of
pitches to be set sometime before summer.
“It’s been probably my favorite part of my
job thus far,” she adds.
– Alexandra Drosu
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AFTER HOURS

INDIE INK
A FAN OF INDEPENDENT COMICS, ROBERT GOODIN
INFUSES THE PAGE WITH PERSONAL EXPERIENCE.
By day, Goodin is a revisionist at American
Dad. By night and weekend (and any other
free time), he’s an indie comic aficionado who
released his first graphic novel, The Kurdles,
in 2015. It’s the story of a teddy bear named
Sally, who gets separated from her owner
and discovers a new home in Kurdleton,
a forest filled with quirky characters,
including a color-changing Pentapus.
“It’s just nice to try to tell a good, honest story
to a younger audience that has no other tiein to corporate interests like toys or rides or
all this other stuff—to just try to create some
good, solid characters where the story works
on an enjoyable, superficial level,” he says,
“but also there [are] things happening under
the surface that kids can either pick up on, or
they can not pick up on—it’s fine either way.”
Goodin and his wife fostered three
children for a year and a half, and he
channeled some of his anxieties about
parenting into the book. While they still
see the kids regularly, the children are a
bit too young for The Kurdles right now.
However, they might be ready for the next
iteration: Instead of a traditional graphic
novel follow-up, Goodin plans to release
a magazine this summer. Called The
Kurdles Adventure Magazine, it’ll contain a
serialized second book that he hopes will
help shape young readers and make them
think about things in a different way.

top:

Goodin’s serialized magazine
will come out this summer;
below & right: Pages out of his
existing graphic novel, The Kurdles.
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“There’s definitely some aspects in that
about how a kid might adjust to completely
new surroundings, how do they take in
unspoken rules within either a family
or a school, how do you fit in to that

environment,” he says. “I moved around a
lot as a kid, so I was hyper-aware of those
things when I was growing up.”
As a kid, Goodin loved comics—but he found
himself drawn to the more personal nature
of indies rather than serialized superheroes.
“In the ones that I tend to enjoy, it’s that
person’s handwriting that you’re reading;
it’s their ink line, their color sets. It’s really
them on the page. All those things are very
personal and unique to that artist,” he says.
Some of his favorites include Robert
Crumb, Charles Burns, David Mazzucchelli,
David B., and Jacques Tardi, and he posts
his own work along with gems from his
personal collection of those artists and
others on instagram (@nidoog).
While Goodin has worked as a storyboard
artist for 20 years now, there’s something
about creating his own comics that has
fulfilled him creatively more than any
existing superhero ever could have.
“With the kind of comics that I’m doing,
outside of the mainstream superhero
world, I’ve always had complete control
over every aspect of it—from writing it, to
drawing it, inking it. If they’re color, I color
it. I’ve often been the one to publish it and
design the book.”
On American Dad, he’s a smaller piece of a
larger machine. But when he creates his own
comics, he’s the boss: “There’s no interference
whatsoever,” he says. “So whether it
succeeds or it fails, it’s completely on me.”
– Jean Bentley
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ART & CRAFT

MODERN VINTAGE

ARTIST: Jordan Koch
TITLE: Cel Set-Up
MEDIUM: Digital and cel vinyl paint.
SIZE: 11” x 17”

16

In his work,
Jordan Koch, a
storyboard artist on
Nickelodeon’s The
Loud House, wanted
to capture the
artistic sensibility of
an old animation cel. To give the illusion of
a vintage piece, Koch printed his digital art
on transparency, mounted it to matte card
stock then painted the back using white
vinyl paint. His personal style has been
influenced by ‘60s cartoons from HannaBarbera and UPA, gravitating to the sense
of whimsy, comic inspiration and bright
colors portrayed in that era.

“When you have every color in the
crayon box it can be daunting,” he says
of the endless shades provided through
Photoshop. Instead, he posed the
question: “What can you do with red,
blue and yellow?”
Koch also drew inspiration from the
proportions of The Flintstones, and sought
to bring his character alive in the work,
choosing to present the pizza man in the
act of throwing a pie into the air.
Visit jordangkoch.tumblr.com to see more
of Koch’s work.
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SOUND ADVICE
where nearly all other animation podcasts
talk only about feature film; and 3) I cover all
kinds of jobs available to people that they
have no idea exist.

THE ANIMATION NETWORK PODCAST
theanimationnetwork.org

Learning from 100 episodes…
One thing that I noticed very quickly on in
my career, which was later confirmed by
interviews on the show, is that there truly
is no one perfect way to break into this
industry. Even if someone tries to replicate
another person’s road to success, it’s never
the same.

CHECK OUT THESE
PODCASTS HOSTED BY
ANIMATION GUILD MEMBERS.
been improved. We generally score movies
based on their value as entertainment rather
than a more “academic” film theory critique.
What’s the latest…
Our episode on Nerdland, an independent
movie we both happened to work on at
Titmouse. We go to a screening and give our
(admittedly biased) reviews, balanced out by
two guests watching it for the first time.

It took Kris Wimberly, a storyboard artist at
Universal Pictures, six months of contemplation
before he decided to launch the podcast that
will shortly be celebrating its 100th episode.
On “College Kris”…
When I was in art school, I was considerably
behind my peers skill-wise, so I was constantly
on the lookout for ways to supplement my
education. I kept hearing about podcasts
(back in 2006) and I could never find one
that really offered what I was looking for. I
wanted something to explain processes and
roles and ways to build skill in animation,
however, all I could find was a sparse selection
of animation podcasts that primarily focused
on reminiscing and “behind-the-scene” type
interviews... After a few years in the industry, I
actually had my own collection of knowledge
and contacts that I could ultimately create
the podcast I had been looking for. A sort of
podcast for “college Kris”!
Why he can’t pick a favorite…
Picking my favorite episodes of the podcast
is extremely difficult. I’m really proud of the
way I formatted the episodes. A lot of work
went into it. Ultimately there came to be three
styles: 1) the standard host-guest interview; 2)
the “solo” episodes where I would deconstruct
a single aspect of the TV animation industry;
which ultimately became 3) the AMA (Ask
Me Anything) episodes where listeners would
write in with their questions. Some fanfavorite episodes though are Ep.16 with Jeremy
Polgar, Ep.48 with Lauren Martinez, and Ep.56
with Jeff Sornig.
Zeroing in on TV…
I think the reason my show sky-rocketed
so quickly was because I focus on a few
main things: 1) it’s not an animation fanboy
podcast, rather more of an educational
tool to discuss how people can break into
animation; 2) it zeros in on TV animation

ANIMATION SUCCESS STORIES
animationsuccessstories.tumblr.com
NICK AND LARS HAVE NOTES
soundcloud.com/nick-and-lars-have-notes
Storyboard artist Lars Ingelman and animator
Nick Shoen review films in a laid-back style
right outside the movie theatre.
On why they started…
We had seen a few movies in a row that had
great potential, but fell short in a number of
areas. This often led to us walking around the
theater having story discussions that lasted
longer than the actual length of the film.
We’d crack ourselves up, but ultimately come
to narrative points in the movie we thought
could legitimately be improved. Despite the
informal tone of the show we try to give a fair
critique as both industry professionals and as
fans of animation.
The best episode…
Our favorite episode was definitely Nine
Lives. We and our guest—a mutual friend and
storyboard artist—got inebriated before the
film, and the show itself devolved into the
most fun nonsense we could have hoped for.
The value of entertaiment…
We like to think our podcast has a loose,
accessible tone. We record standing outside
the theater, talking about our immediate
reactions and how we think it could have

Artists Sabrina Mati, Bryan Newton, Anthony
Alfonso (who all worked together on Rick and
Morty) and Nick Raith kicked off their podcast
early last year in an effort to interview people
in all types of animation jobs.
Embracing fan interaction…
Our favorite episode would have to be with
[Rick and Morty storyboard artist] Erica
Hayes: It has the most views and we had
a lot of good fan interaction in answering
questions about some good topics. Other
than that, every episode has been really
special because we notice every person
brings something new to the table.
Real people, real stories…
We try to set an atmosphere that feels like
just a couple of friends hanging out. We want
to remind listeners that we are real people
and we like to have fun. We try to bring food
and drinks for every guest we have on our
podcast and make them feel at home.
What’s next…
Two episodes on [character designer] Kali
Fontecchio and [prop designer] Sullivan Brown.
We try to release content every week or every
other week. We make announcements ahead
of time of who we are interviewing and when
so listeners can join us live for discussion and
questions with the guests.
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FOLLOW THE
ROLLING HEADS
AN EMPLOYEE’S RIGHT TO INFORMATION ABOUT SEXUAL
HARASSMENT IN THE WORKPLACE.
In 2017, entertainment industry workers created the anti-sexual harassment zeitgeist that
is currently sweeping our nation. The new year poses new challenges for workers seeking
information about harassment that has already occurred in the workplace.
Unfortunately, documentation of any sexual misconduct that results in litigation or
settlement is likely to be subject to a legal privilege or confidentiality agreement. But are
there ways an employee can gather pertinent information?

“These rights
must be
exercised to
have any value.”

CHECK THE LOG.
Cal/OSHA (California Occupational Safety and Health Act ) offers, at best, limited information
about sexual harassment that results in psychological injuries. Entertainment industry
employers in California have a duty to keep records of all work-related injuries or illnesses
that result in lost time beyond the date of injury or illness, or which require medical treatment
beyond first aid on a Cal/OSHA Log Form 300 (“Log”). In spite of these rules, you still might
not find reportable incidents in your employer’s Log: sexual harassment often goes unreported
and, even if reported, employers may misunderstand their duty to record psychological harm.
The Log must provide enough information to identify the cause of the incident and the general
severity of the injury, but will not include details that are intimate, private, or personally
identifiable. Individuals cannot see the names of persons with injuries stemming from workrelated sexual assault, injury to reproductive organs, mental illness, or any other injury if
requested by the employee. Instead, these cases will be labeled as a “privacy case” in the Log.
For that reason, Cal/OSHA’s recordkeeping requirements may not be informative in
all situations. For example, a person videotaping employees in the restroom, if done
surreptitiously, may not lead to any actual reported psychological injury. While there may
be no record in the employer’s logs, it may still be worth asking for them, if not simply to
remind the employer of its reporting obligations.
REQUEST INFORMATION THROUGH THE UNION.
If the logs do not produce any information, then employees can still contact the Animation
Guild to see whether or not it can make a request for information pursuant to the collective
bargaining agreement or the NLRA (National Labor Relations Act ). Under the NLRA,
employers have a duty to furnish information to a union if that information is required by
the union to perform its duties.
Using the surveillance example, the Union and the employee do not have to have conclusive
proof that such surveillance is going on to make that request; it should be enough if they
have a reasonable good faith basis for that belief.

Michael D. Four, Esq.
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In addition, while an information demand is stronger if tied to a grievance, it is not limited
to those cases. TAG has the right to investigate any workplace conditions that might be
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affecting its members, even if the current collective bargaining
agreement would not allow it to grieve those issues, as in the
case of sexual harassment claims. A bargaining unit member
may still be able to file a relevant grievance under the Safety
Provision found in Article 21D of the collective bargaining
agreement, which in pertinent part requires “safe and healthful”
working conditions.
An employer may still raise defenses to such a request for
information. An employer is likely to object on the basis that the
request pertains to personal information to which a person is
entitled a reasonable expectation of privacy. This is an issue that
is in flux at the moment: While the Obama-era NLRB expanded
unions’ right to information, the new Trump Board may overrule
those precedents. But for the present the new rules apply and the
employer can be ordered to produce this information in redacted
form or subject to other confidentiality protections.
The employer could also argue that it has completed its own
investigation of the incident, which closes the matter. In
Caterpillar Inc. v. NLRB, the Seventh Circuit recently held
that a union’s interest in protecting the health and safety of
employees outweighs an employer’s objection to the union
conducting its own on-site investigation. In its decision, the
Court vindicated the union’s right to conduct its own inquiry
into a workplace fatality in spite of the company’s assertion that
it had already conducted an internal investigation. In doing so,
the Court upheld the principle that “a union is not required to
accept company data as being the last word on a safety issue.”
These rights must be exercised to have any value. If you believe
that an employer is suppressing evidence of sexual harassment, the
first step is to go through the Guild to demand that it produce what
information and documents it has. Also, if you have been the victim
of a crime, then you may have additional rights to information from
your employer under California’s privacy or victim’s rights laws.
– Michael D. Four, Esq.
of Schwartz, Steinsapir, Dohrmann & Sommers

STAFF SPOTLIGHT
LYN MANTTA, OFFICE MANAGER
Mantta is most likely the first person you talked
to when joining the Guild, and she’s also the
longest-serving staff member (38 years). During
that time, she’s seen one strike, worked in three
buildings and met her husband Mircea Mantta, a
Disney TV director, at a Guild Christmas party.
WHAT ARE YOUR JOB DUTIES?
I handle all of the dues payments, initiation fees. I set up new members.
I deal with status slips when employees are hired, when they change
classifications, when they get laid off. I always tell members, start here
and if we cant help you we can probably get you to the right place.
WHAT’S YOUR FAVORITE PART OF THE JOB?
Dealing with the members. I love the people. I’ve watched so many
people over the years grow their careers. I also handle the American
Animation Institute, and I love when students come here and want to
get a job in the industry, and a status slip crosses my desk that they got
hired. I announce it to the whole office.
WHAT ARE SOME CHALLENGES?
The challenges are trying to find enough time to do everything. I’m
on the phone quite a bit, the studios send a lot of paperwork and we
have a lot more members than we used to. At one point two people
did this job and that was back when we had 800 members and now
we have over 4,000.
HOW DID YOU MANAGE MEMBERS BACK THEN?
We didn’t have computers. We had this giant board with nametags
made for every member. We had them listed by studio and when we
got paperwork we would move them from place to place. People used
to come in and look at the job board.
YOU WERE HERE DURING THE ’82 STRIKE?
There were reporters all over the building. Everyone would come in and
make these gorgeous picket signs because when you’re the Animation
Guild you can’t just carry a sign that says, “On Strike.” You’ve got to have
cartoon characters – “Yogi Bear says unfair!” People would drive by the
picketers and they wanted to buy the signs because they were so beautiful.

DID YOU KNOW
1

Our lawyer, Michael
Four, was named best
union-side lawyer in
Southern California
for 2018 by the peerreview publication,
Best Lawyers.

2

The Animation Guild
bargains in a collective
group known as the
West Coast Studio
Locals, which includes
the Art Directors Guild,
Costume Designers
Guild and more.

3

Chief Negotiator IATSE International
President Matt Loeb, VP and Motion
Picture Department Director Mike
Miller, IA Representatives and
Legal Counsel, actuaries, and the
Local representatives and their
bargaining committee members
attend negotiations.

We asked Vanessa Holtgrewe, IATSE Assistant
Department Director for Motion Picture and
Television Production, and other stakeholders, to
give you the scoop about contract negotiations.

4

This year, the
West Coast
Studio Locals
will have two
weeks to properly
address their
specific issues
with the AMPTP.

5

IATSE represents
unions across
North America with
negotiations kicking
off in Canada then
New York and, finally,
Hollywood sometime
in late spring.
WINTER 2018
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SOCIAL HOUR

INTO THE FOREST

Photography by David Yeh

Legend has it that Forest Glen, the fantastical environment inside of Clifton’s Cafeteria,
inspired Walt Disney to create Disneyland. So, the venue offered an appropriate new
setting for members to celebrate together at the annual Animation Guild party. Under a
huge four-story tree, partygoers dined, talked and took pictures. Many ventured through
a secret mirrored door up to the original 1932 Pacific Seas tiki bar. There, young and older
generations mingled and celebrated one another and the craft.
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PITCH
PERFECT
By Karen Briner

Daron Nefcy, Executive
Producer of Star vs. The
Forces Evil, and her spunky
creation.

22

IMAGINE PITCHING YOUR IDEA FOR A TELEVISION SHOW TO A
DEVELOPMENT EXEC WHO’S ON HIS PLAYSTATION WHILE YOU’RE
TALKING? OR BEING ASKED TO MAKE SPUR-OF-THE MOMENT
CHANGES TO YOUR MAIN CHARACTER JUST BEFORE PITCHING
TO A STUDIO HEAD? OR HAVING A FOCUS GROUP DECLARE THEY
HATE YOUR SHOW AND THAT YOU SHOULD BE FIRED? WE SPOKE
TO JORGE GUTIÉRREZ, DARON NEFCY, AND CRAIG MCCRACKEN
TO LEARN MORE ABOUT THEIR PITCHING EXPERIENCES, HOW TO
DEAL WITH REJECTION AND OTHER TALES FROM THE TRENCHES.
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DARON NEFCY
Bring a character to life.

Photography by Tim Sullens

It took Daron Nefcy, creator of Star vs. The
Forces of Evil, years to hone her pitch—
literally. The first time she pitched Star
in 2007 for the Cartoonstitute project
at Cartoon Network, she was “super
intimidated” because she was presenting
to people whose work she admired, namely
Craig McCracken (The Powerpuff Girls,
Foster’s Home for Imaginary Friends) and
Rob Renzetti (My Life as a Teenage Robot,
Gravity Falls). Though the pitch didn’t lead
to a full pilot, the duo was encouraging and
she felt that the experience helped build
her confidence.
When faced with rejection, Nefcy’s
response has always been to keep going
and come up with other strategies. After
Star had been rejected a couple of times,
instead of being disheartened, she turned
the concept into a web comic. She explains
that sometimes it feels as if the characters
just want to live. “So even if she [Star]
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was going to exist as just the web comic, I was going to
execute it somehow,” she says. The work paid off.
When she first pitched Star to development executives
at Disney, Nefcy went in with all the characters drawn
out and lots of illustrations. Disney initially responded
well to the style of the drawings and Star’s character. But
right before she went in to pitch it to Eric Coleman, SVP
of Original Programming, Nefcy was asked if Star could
be older, a teen, and if her imaginary magical powers
could be real. She was thrown, but she went in to pitch
it on the fly with these new elements. Her impression
afterward was that it didn’t make sense and that she’d
blown her opportunity. She went away for a week, took
all the notes and created basically the version you see on
TV today. What was important for her was that she felt
her character, Star Butterfly, had not changed in essence
— she was still a very quirky, determined, confident teen.
“It’s important to try to use every note you get to make
the show better,” she says. “As long as it doesn’t change
the essence of it, or what’s important to you, I think it’s
worth exploring.”
Nefcy believes that you need to be able to strike a
balance between being flexible and able to make changes,
but also to stand up for your ideas. She emphasizes that
your vision has to be strong and you need to recognize
when change can improve it, or when you feel it won’t
work.
When pitching, she says, well-developed characters,
who have an interesting rapport with each other, are
essential. The task is to convey why anyone would want
to watch these characters week after week, or as happens
nowadays, for a whole binge-watching session. She feels
pitches shouldn’t be longer than five to 10 minutes to get
your idea across.
Nefcy prints out of her bible so she can flip through
it during the pitch; she finds it’s easier to remember
what she wants to say if she has a drawing at hand.
The pictures keep it fun and exciting and help others
remember it too. She thinks it’s helpful to have a short
paragraph below each character explaining who they are,
how they interact, as well as a few sentences describing the
world of the show.
And, she adds, try to look at pitching as a positive
process — even if your idea is rejected, you’ve at least
made a connection.
“I think that if you’re coming up with an idea just
because you think you might sell it, it’s probably not
going to resonate with people,” she says. “It has to come
from your heart. It’s kind of like a child in a way, I think
you have to really love them.”
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JORGE GUTIÉRREZ
Capture the power of culture.
Time and time again, Jorge Gutiérrez was faced with rejection.
The director of Book of Life and co-creator with his wife, Sandra
Equihua, of El Tigre: The Adventures of Manny Rivera, says, “My
culture has always been this thing that I was warned would hurt
me and I thrive on being told I can’t do that,” he says.
Gutiérrez has always been inspired by Mexican folk art and
pop culture and it features strongly in his work. In fact, it helped
him get into CalArts.
“I showed up with a portfolio [of] a bunch of art work that I
thought was what Americans wanted to see,” he says. He had
drawn cartoons that were his version of Bugs Bunny and Mickey
Mouse and The Simpsons. So when CalArts reviewed his work, he
was told: “All your drawings are crap. You have no voice.”

“My culture has always been
this thing that I was warned
would hurt me...”
It was his portfolio of Mexican paintings that garnered him
admission to the school. However, once there his teachers
told him: “You’re making this Mexican stuff, no one’s going to
hire you.” And they turned out to be right. When he showed his
portfolio to the studios, they would admire his work and then ask
for his “other stuff.” At one point, he was told: “If Scooby-Doo
goes to Mexico, you’re the first guy we’re going to call.”
Gutiérrez was determined to stay true to his vision and a
piece of advice from a producer at Nickelodeon helped guide
this effort. The executive took him aside and encouraged
Gutiérrez to pitch his own shows, “because if you don’t pitch
it, no one is going to make this type of stuff.” What he initially
thought would be his weakness, being from another country
and an outsider, turned out to be his strength. He adds with a
laugh, “It’s like animation judo. I just said, ‘Well, I’m going to
turn that into my strength.’”
Gutiérrez first started pitching ideas for movies and hit a wall
— no one was interested; however, he gained traction with a
concept he co-created with his wife, Equihua, about a teenaged
Mexican superhero. El Tigre: The Adventures of Manny Rivera
received multiple awards and studios started approaching him
to do a movie.
“At that point studios were basically saying, hey, now that you
have a TV show, would you be interested in making movies?
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clockwise: Gutiérrez
at work; wearing his
Mexopolis t-shirt; and
rough expressions for
Son of Jaguar.
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And would you happen to have a
Mexican movie that you’d want to make?”
He took the exact movie he’d pitched
seven years earlier, and “I just ripped off
the first page and wrote a new date, put
it back on.” This time the response was
different, ultimately paving the way for
Book of Life, his first full-length film.
The difference between pitching a movie
and pitching for television, Gutiérrez
explains, is that with a movie, the focus is
on the three-act structure.
“So when you pitch your story you have
to hit those big moments. What is the
movie about? What do the main characters
want that they can’t get? And how does
the movie resolve?” he says. Adding, if you
don’t have answers to those questions or if
you give “topsy-turvy answers” then you’re
in trouble. He also explains that it can be a
lengthy process — if you’re successful in a
pitch, then you get to pitch to that person’s
boss and so you proceed up the chain of
command. No one is going to say yes, we
will make it. Rather, they will say, yes,
we’re prepared to spend a small amount of
money to see if this is worth it.
Gutiérrez says to assess notes and make
sure they make sense. “A lot of time they
might be testing to see how collaborative
you’re going to be,” he says. For example,
they might even throw a bad note on
purpose to see how you’ll react. “They
don’t want you to say yes to everything —
but don’t want a jerk who’s not going to
want be collaborative,” he says.
The best advice he’s ever been given is
that when you hear an idea in the room —
you should take your emotion and yourself
out of it and try to really consider if it
makes your show better. Even though it’s
difficult, he tries to look at every note as an
opportunity to improve his work.
“So as much as I want to punch the wall,
smash my computer when I hear a bad
note, I say, okay, this is an opportunity
to make it even better,” he adds. “I wish
someone had told me that rejection makes
you stronger. Because I took it really
personally at first and it really hurt. But it’s
part of the process.”
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“You’ve got
to read who
you’re pitching
to and get
the right
response
from them.”

CRAIG McCRACKEN
Connect with the audience.
Craig McCracken, award-winning
creator of shows such as The Powerpuff
Girls, Foster’s Home for Imaginary
Friends, and Wander Over Yonder, had
an experience early on with his first
pitch that subsequently influenced his
process. It was for the first Powerpuff
short for Cartoon Network back when it
was the Warner Cartoon Program. Craig
was invited to a focus test of the sevenminute short.
“I was in this focus test with this group
of 11-year-old boys and they watched my
pilot and they hated it,” he says. “They
really said, ‘This is the worst cartoon

that’s ever been made,
whoever made it
should be fired!’”
McCracken took the response
to heart and tried to understand
why they were so frustrated and angry.
He did some soul searching and thought
about how to communicate his idea
better to a younger audience. “I basically
redesigned the The Powerpuff Girls. I
gave them fingers, I made them look like
real kids. I just thought they were too
weird,” he adds. But then he got a call
from Mike Lazzo of Cartoon Network
who advised him against his changes:
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“He said, ‘Craig, don’t do that — we really
love your vision. We don’t want you to
compromise who you are just because you
had a bad focus test.’”
The extreme reaction showed he’d
hit a nerve with the audience and Lazzo
believed that the kids really wanted to
like it — only Craig wasn’t giving them all
the right information but he was on the
right track. In the end, Craig realized the
short was a little tongue-in-cheek and
the humor was a little too sophisticated
for kids. He’d also never explained why
the girls had super powers, or what their
home life was like. So when he did the
The Powerpuff Girls series, he decided to
“pull out the artsy-fartsy-ness and just
do a sincere story about little girls being
superheroes.”
McCracken has been at both sides
of the table when it comes to pitching.
He was part of Cartoon Network’s
Cartoonstitute program together with
Rob Renzetti — and had people pitching
to him. He describes how in that position
“you are at the mercy of what the network
is looking for at that particular time. You
may have someone who has a really great
concept and ideas, but it just doesn’t
happen to line up with what the network
is looking for.”
He encourages anyone pitching to
bear in mind that studio agendas morph
and that what might not be a good fit at
one studio, may be exactly what another
is looking for. If your project is rejected,
McCracken says, the main thing is not to
beat yourself up and to remember that
people say no for a variety of reasons.
Part of the pitching process is learning
to gauge how people respond to material.
McCracken remembers that the idea that
would become Foster’s Home for Imaginary
Friends was completely different when he
first pitched it. “I just wanted to get regular
people and imaginary friends hanging out
in the real world,” he says. “That was my
goal for a show.”
The original idea centered on young
parents with a baby who conjured up
imaginary friends for each of his emotions.

Craig ran into Linda Simensky, the head of
development at Cartoon Network at the
time, and pitched her the idea. “She kind
of smiled a little bit — but I could see the
wheels turning in her head,” he says. It
hadn’t really connected with her.
McCracken went home and thought
about why it wasn’t resonating and what
he needed to change. It was then that he
realized the show should be about kids
giving up their imaginary friends leading to
the idea of the foster home for imaginary
friends. The new concept worked better

note you get in the room, you’ll be taken
so far from the original vision of your
project that it loses sincerity. Experience
has taught him that “sometimes you have to
hear the note within the note.” Often, Craig
says, the solution offered to the problem
might not necessarily be the right solution,
so he tries to figure out the bigger issue and
address it.
Whether it’s a little film, a lot of
drawings, some animated scenes, or
even a comic and some gags, McCracken
recommends going into a pitch with

“sometimes you have to hear the note
within the note...”
as a vehicle for reaching his goal. He
pitched Simensky his new version, “and she
immediately laughed,” says McCracken.
What he’d needed was a simpler pitch
that demonstrated the show was more kid
friendly. McCracken adds: “You’ve got to
read who you’re pitching to and get the
right response from them.”
Craig recommends — and it’s
something he tries to do with each show
— trying to distill the essence down into
a sentence or seven words. Foster’s Home
for Imaginary Friends happens to be a
perfect example, because the title itself
was the pitch. It’s invaluable to have a
quick way of describing your show, a real
hook that instantly tells the audience
what it’s about. Once they’re hooked, he
says, details, character development and
complexities that you have will serve to
enhance the basic idea.
If he’s been given notes, Craig always
asks: Do these notes make it better or
different? If the notes actually make it
better he’ll think about incorporating them.
“If it’s just making something different
I don’t implement them because that’s
just one person’s opinion,” he says. He
believes that if you implement every

something that shows what your
intentions are creatively – something
that demonstrates your sense of humor
or the style of filmmaking you’ll be using
and gets across the vibe of your show. It’s
something he tries to do every time he
pitches.
With The Powerpuff Girls he presented
his student film, with Foster’s Home for
Imaginary Friends he filled a room with
artwork, character vignettes and little gags.
With Wander Over Yonder, he had half of
a graphic novel that he had written and
drawn that he could hand to Disney. He
would encourage people to invest the time
to produce this sample material because
if you pitch an idea just verbally, then you
run the risk of people misinterpreting your
creative intentions. You’re then essentially
at the mercy of their imagination.
He once had the experience where
an idea he pitched to a company was
greenlit and when he turned his pilot in,
the response was, ‘Wow we had no idea
that’s what you intended to do with it. We
saw it in a totally different way.’ Happily,
they loved what he had done with it but it
served as a lesson learned.
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Historic image courtesy of The Walt Disney Company licensing department.
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S ING OSCAR
What will it take for an animated
film to win the Best Picture prize?
By Whitney Friedlander

THERE’S AN ICONIC
MOMENT IN ACADEMY
AWARDS CEREMONY
HISTORY THAT IS
NOT ABOUT THE
PRESENTATION OF AN
OSCAR—IT’S ABOUT
THE PRESENTATION OF
EIGHT OF THEM.

Actress Shirley Temple
presents Walt Disney with
a special Oscar honoring
Snow White.
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In the late 1930s, the Academy of Motion
Pictures Arts and Sciences was perplexed
with what to do with Snow White and
the Seven Dwarfs. There was certainly
no arguing that the 1937 Walt Disney
Productions feature was a mastery of
animation. But should it be judged by
the same standards as its live-action
contemporaries? Once more, Disney had
mastered how to make animated films that
were both box office successes and awards
staples, as evident by his sweeping the
Best Short Subjects, Cartoons category.
Did a chance at a Best Picture Oscar win
give him carte blanche to add another
award to his ever-growing legacy?
So it came to be that in 1939 — a year
after Snow White received a nomination
for Best Musical Score — AMPAS awarded
Walt with an honorary Oscar at the 11th
Academy Awards, making a big to-do
with then-10-year-old Shirley Temple
presenting one award surrounded by
seven tiny golden men. This performance,
while adorable, most likely prophesized

what are now at least two pivotal facts
about Oscars history: While Disney’s
studio still has unbeatable brand
recognition, it’s also the only one of the
old Hollywood guard never to win a Best
Picture Oscar. And — more importantly
— an animated feature has yet to win
that category.
“Up until the late 1990s, the problem
was the American feature animation
market was very spotty,” says Tom Sito,
a member of the Academy’s Board of
Governors and former president of The
Animation Guild. “It was generally the
Disney product and the one other.”
That isn’t to say animated films haven’t
put up some excellent contenders, with a
few breaking through to the Best Picture
category. Disney’s Beauty and the Beast
made history when it became the first
animated film to crack the category during
the 1992 Oscar ceremony, an event that
Gary Trousdale, the film’s co-director,
says still shocked him despite it having its
premiere at the prestigious New York Film
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“In the classic period of the 1950s and ‘60s, live-action
filmmakers would never bother themselves with animated
features... It was considered too small potatoes for a lot of them.”
Festival and also eventually becoming the
first animated film to ever win the Golden
Globe award for Best Motion Picture
— Musical or Comedy. (Another Disney
favorite, The Little Mermaid, made history
the year prior as the first animated film to
be nominated in that category).
“Half the people were like this is so
great that it gets recognition and the other
half were like ‘why hasn’t this happened
before?’,” recalls Tim Gray, the senior vice
president and awards editor of industry
magazine, Variety.
But it would be several years before
we’d see another animated film in that
race again. More importantly: When Pixar’s
Up and Toy Story 3 did receive respective
Best Picture nominations in 2010 and
2011, they both came after an AMPAS
rules change expanded the category to
include 10 films as opposed to only five
(in 2011, that rule was tweaked again, now

TRAIL OF GOLD
The Academy voted to
add the Best Animated
Feature Film category in
2002 with three nominees
that year, including Shrek,
Jimmy Neutron: Boy
Genius and Monsters,
Inc. Though Pixar did not
take home the trophy
that first year, since then
they have collected eight
Oscars, more than any
other studio.

allowing for a sliding amount of five to 10
nominations, depending on voting results).
Although reportedly put in place to allow
for stunning works of genre-centric live
action movies like director Christopher
Nolan’s 2008 blockbuster The Dark Knight
to receive recognition as well as animated
films, these amendments have not resulted
in a nominations windfall for our sector of
the industry.
TOO MANY EGGS IN ONE BASKET
Veteran awards campaigner Andrew
Stachler, who is the founder and CEO at
Max Stax Media, says that while it’s no easy
feat for any film to get nominated for Best
Picture, animated features have an even
harder time marketing themselves in that
race. He says this is partly because they
don’t have the luxury of catering to belowthe-line workers like costume designers and
hairstylists who vote for Best Picture as well

2002
Shrek

2003
Spirited Away
30

as for their specific categories.
“I think there’s a way you campaign
these things that speak to it,”he says,
explaining that there’s also a layer of
marketing films to niche committees
who usually decide the nominees for
specific categories before the entire
Academy votes.
There’s also the risk that putting too
many eggs in the Best Picture basket
could eliminate the chances of an (all
considering) easier win for Best Animated
Feature. Itself a relatively new category
that was put in place starting with the
2002 Academy Awards, Best Animated
Feature is both an honor as well as a bitter
reminder for people like Beauty and the
Beast’s Trousdale, who says animation
filmmakers only got the category after
kicking “in the door to even have them
notice us.”
Stachler says a lot of campaigns

2005
The Incredibles
2006
Wallace & Gromit:
The Curse of the
Were-Rabbit

2004
Finding Nemo
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come down to old-fashioned budgeting
concerns: Does an animated film’s studio
have the money and the resources to
devote to promoting it in both the Best
Animated Feature and Best Picture
categories? The trick, he says, is to find
a way to “prove that you’re worthy of
really being Best Picture and also seed in
people’s minds that if they’re not quite
sure that it should be Best Picture then
they don’t feel like they can give Best
Animated Feature to someone else.”
It’s also extremely important to get
actors on a film’s side. After all, SAGAFTRA makes up the biggest voting
contingent of AMPAS and Stachler says
that, from a prognostication standpoint,
the Screen Actors Guild Awards’
Outstanding Performance by a Cast in
a Motion Picture category “is a huge
precursor for Best Picture.” Trousdale
and others say this strategy has been an
uphill battle for animated films, as some
actors have fretted in the past that the
medium is too different from live-action
films for them to be treated the same.
It is possible that this sea change
is coming.
Animation expert Sito reminds that
in “the last five years, we’ve been
averaging about 26 animated releases

2008
Ratatouille

in the United States per year and there
are [also animated] films from all around
the world.” Because of the advent of
streaming, Sito says, we now have
more “platforms for more product and
opportunities for more filmmakers.”
“In the 1970s, animation was the Disney
feature and what we called the Saturday
Morning getup: four hours of animation
in between cereal commercials,” he says.
“Now, there’s primetime animation, there’s
streaming animation, there’s feature films.
There’s so much product being done and
it’s all very good.”
BLURRED LINES
As visual effects and computer
animation improve, so too do we enter
murky waters on what even constitutes
an animated film.
“Having really good directors and
really good production values on liveaction films is terrific, but it’s a different
thing,” stresses Trousdale. “Even
though there’s a lot of VFX in [movies
like Disney’s 2016 remake of The Jungle
Book, it’s difficult to call them animated
movies. Once you do that, then how
much of Lord of the Rings is animated?
How much of Gravity is animated? How
much of Life of Pi is animated? It gets

hazy. It used to be a lot clearer, but the
lines got very blurry.”
Sito jokes that “to me, Avatar’s live
action is five minutes of Sigourney Weaver
smoking a cigarette in a laboratory. The
rest of it is an animated film.”
He adds that he sees a benefit in
the increase of live-action filmmakers’
embracing of traditionally animated
works, like Guillermo del Toro’s Netflix
series Trollhunters and cinematographer
Roger Deakins’ work as a consultant on
films like WALL·E or the How to Train Your
Dragon pictures.
“In the classic period of the 1950s
and ‘60s, live-action filmmakers would
never bother themselves with animated
features,” Sito says. “It was considered too
small potatoes for a lot of them.”
Meanwhile, Stachler points out an
example like Andy Serkis. The English
actor’s mastery of performance capture
work has been lauded since his days in the
Lord of the Rings film series. This year, he
was on shortlists for an Oscar nomination
for his work in director Matt Reeves’
science fiction visual effects feat, War for
the Planet of the Apes. That recognition
from other actors (and voters) theorizes
that the same could happen for a star of an
animated film.

2010
Up
2012
Rango

2007
Happy Feet

2009
Wall-E
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“Animation
people would
like to be taken
as seriously as
artists as much
as the live-action
guys. Not to
denigrate them
any, but hey
what about us?”
CHANGING TIMES
“I do think as the younger generation
gets older, a lot of the prejudices against
certain kinds of films is going away,” says
Gray. “As the audience changes, I think
Academy voters are getting a little more
open minded about what constitutes art.”

2013
Brave

shorts centered around the character
Shrek. “It all comes down to the choices
because those mean what appears on the
screen. Choices have to be made whether
it’s live-action or animation: what time of
day is it? What are the costumes? What’s
the weather? What is the emotion? Those
are identical questions. Animation people
would like to be taken as seriously as
artists as much as the live-action guys.
Not to denigrate them any, but hey what
about us?”
And for those AMPAS audience
members who still have trouble believing
that a film that they watched as a kid — or
more recently with their kids — is a Best
Picture contender, we have one request:
Rewatch them.
“One of the big things that animation
has that live action doesn’t is it’s got
shelf life,” says Trousdale, explaining
that aside from rarities like Gone with
the Wind or The Wizard of Oz, it’s hard
for live-action films to compete with as
much staying power. “You can go back
and you can look at animated films and
find animated films from 50 or 60 years
ago in kind of good profusion.”
Pinocchio viewing party anyone?

2015
Big Hero 6

2014
Frozen
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Case and point: This year, the Academy
changed its rules and, for the first time,
the selection of Best Animated Feature is
open to all Oscar voters—not just those
from the animation branch. Trousdale
says this is a good thing because it
“feels like animation may be a bit more
accepted and recognized as grown-up (or
mainstream) film when all the filmmakers
are involved, and not just the secret
arcane club of animation people.”
The ideal situation, sources say, is that
Americans — and specifically Academy
voters — will follow the lead of countries
like Japan, which sees animation as an
elevated art form and not just something
for kids.
“Animation isn’t a genre; it’s a medium,”
says Trousdale. “A lot of people have been
saying that for years. But those people are
mostly in the animation business.”
This might simply be about educating
the curious.
“One of the most frequent questions I’d
get was how do you direct an animated
movie?” says Trousdale, whose post-Beast
credits include 1996’s The Hunchback
of Notre Dame and, since his move to
DreamWorks Animation in 2003, several

2017
Zootopia

2016
Inside Out
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WHAT ANIMATED FILM DO YOU THINK

WILL WIN THE OSCAR AND

WHO SHOULD WIN IT?
I think Coco is
going to win.
I went into
it with low
expectations
( I really liked
Book of Life!)
and was very
pleased at
how well Coco handled their take on The
Day of the Dead. The characters were
great, the film looked beautiful, the story
was well handled, and the music was
really well done. Every detail worked
to draw you into the world and it made
the key moments in the story resonate.
[But] if it were up to me? Lego Batman! I
can’t believe Lego Batman wasn’t even
nominated! To me, this movie was not
only the funniest film of last year, but
it was the most insightful take on the
character of Batman I’ve ever seen. I tip
my hat to everyone that worked on this
film! It deserves to be recognized!

“I’ve seen
about 17
of the
animated
films this
year. Quite
a good
year for
animation,
but no matter what kind of film
you make, story is what matters
to an audience. What happens and
who it happens to, all films have
that in common, but do we get
to experience the character’s joy,
mystery and pain? Once again, I’d
have to give the edge to Pixar’s Coco
for this very reason. The filmmakers
and the brain trust over there keep
getting it right. The struggle of
Miguel to find his father and the
ultimate connection with his Mama
Coco touched my heart.”
–Jim Hillin

“I would like Boss
Baby to win an
Oscar because
no studio has
ever gone this
far to avoid
explaining
where babies
come from.”
–Maximus Julius Pauson

“I think Coco
takes the Oscar,
but as painter
my sentimental
favorite would
be Mary and the
Witch’s Flower. My
kids and I loved it
and it pulled us in.”
–Michael Inman

–Ian Wasseluk

“Coco, because
it’s amazing. I
love films that
make me feel
emotional and
it really brought
my feelings
out. And I value
family so it really
hit the spot.”

Who will win? “Coco—Pixar made a
phenomenally beautiful and emotionally driven
film.” Who should win? “Loving Vincent—To give
insight to van Gogh’s life through hand-painted
animation is the perfect use of the medium
while giving continued inspiration to artists
everywhere.”
–Damon Crowe
–Joy Han
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WORK IN
PROGRESS
Navigating the animation industry
when you both work in it
By Alexandra Drosu

34
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FOR MOST, THE ANIMATION INDUSTRY ISN’T A 9-TO-5 JOB. INDEED, IT OFTEN
REQUIRES UNUSUAL SCHEDULES AND LONG HOURS, ESPECIALLY WHILE ON DEADLINE.
SO IT MAKES PERFECT SENSE THAT MANY PEOPLE SOCIALIZE WITH FELLOW ARTISTS
AND, FOR SOME, IT GOES EVEN A STEP FURTHER SHARING THE SAME CAREER WITH
THEIR SPOUSES. BUT FOR THESE INDUSTRY COUPLES, STRIKING THE RIGHT BALANCE
BETWEEN WORK LIFE AND HOME LIFE CAN BE TRICKY, ACKNOWLEDGING BOTH THE
BENEFITS AND THE CHALLENGES OF WORKING IN THE SAME FIELD.
“I see more benefits than detriments,” says Tom King, a story
artist on Secret Life of Pets 2 at Illumination Entertainment.
His wife is Jeanette Moreno King, a storyboard revisionist on
Disenchanted at Rough Draft Studios. The college sweethearts met
at the University of Texas, Austin while working on the school
newspaper as cartoonists. After cutting their teeth professionally
at a local studio that did pick-up work for animated features such
as The King of Egypt and Quest for Camelot, they packed up their
truck and headed for LA.
Within four months, King landed a job working at Rough
Draft on the first season of Futurama. Moreno King got hired
shortly thereafter, and though for the most part the two

enjoyed working at the same studio, occasionally some tension
bubbled to the surface.
“He would look over and try to help, but when you’re doing
this kind of thing you have to figure it out your own way
unless someone’s your direct supervisor. It added a little bit of
tension,” says Moreno King.
She notes that in order to succeed in this industry, especially
as a woman, you have to be motivated and competitive but
it’s important to check that impulse when it comes to your
significant other. “You do hope to do as well as your spouse
but it shouldn’t matter because we’re a team,” she says.
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That being said, Oda credits part of
their collaborative success to the fact that
both were well established in the industry
before working together and they don’t
compete for the same job.
King also appreciates the opportunity
to get feedback from his wife when

Ostertag found Stevenson’s advice
critical when navigating her first job,
while Stevenson calls Ostertag, “her
secret weapon.”
“I trust Molly’s narrative and visual
sense so much,” she says. “You can just
bounce ideas off of each other—it’s one

“I’ve heard some couples have a hard
time because animation is not very
steady. We both just accept that our
work can be seasonal.”
Roger Oda & Valerie Fletcher

Caricature by Lindsey Olivares

Other couples also struggle with this
delicate balance, including Disney TV
designer Molly Ostertag and her partner,
Noelle Stevenson, a showrunner on
DreamWorks TV’s She-Ra reboot. The two
met seven years ago while promoting
their web comics.
“We try to be very honest and
communicative in our relationship if
one of us is feeling insecure or even
jealous,” says Stevenson. “It’s not a trait
necessarily I like about myself that I can
be competitive.”
It was especially hard for Ostertag, a
graphic novelist, when she moved to Los
Angeles from New York about two years
ago to pursue a career in animation.
“When you were just starting She-Ra
and I was looking for a job and I was
getting a little desperate because I didn’t
know a lot of people, we talked about,
‘What if I wrote on She-Ra,” says Ostertag.
Though the idea was initially appealing,
in the end the couple decided it was
more important for them to be on equal
footing. “I think our ambition is really
important to both of us in our careers
but it’s something that I want to be really
sensitive about,” says Stevenson. “It is
tricky to have an employee-employer
relationship when you’re dating.”
However, not all couples have an issue
with one working in a supervisory role. For
a short time, DreamWorks TV designer
Roger Oda worked with his wife, Valerie
Fletcher, on American Dad! where she is a
director. The two found the collaboration
mutually beneficial.
“It was nice because we could give each
other honest feedback that maybe we
wouldn’t give or get from somebody else
on the show, ” says Fletcher, who met Oda
while both were studying character design
at CalArts. Indeed, the two had almost a
shorthand language, which came in handy
when trying to express creative direction.
“If we were talking about design, we had a
common frame of reference,” she adds.

he’s working: “It’s invaluable when I’m
brainstorming and working at home to
have someone who I can say, what do
you think about this?”

of the biggest benefits of both of us
being in the industry together.”
Understanding the nuances of
the industry—unpredictable hours
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or hiatus— also overshadows
most challenges.
“I’ve heard some couples have a hard
time because animation is not very
steady. We both just accept that our work
can be seasonal,” says Oda, which is one
reason the two prefer to work at separate
companies. The 2007-2008 writer’s strike
affected primetime television but not
Oda’s show, so the couple could at least
count on one income during that time.
King and Moreno King learned this
lesson the hard way while both were
working at the same studio. After 9/11,
everything was put on hold and both
lost their jobs simultaneously.
“It was after that I [said] there are
two things we need to keep in mind –

always have a buffer and we shouldn’t
be working together at the same studio,”
says Moreno King. “That was the last
time we worked together.”
Working at different studios also
affords more flexibility when it comes to
family responsibilities, enjoying time off
during hiatus and not contending with
mutual deadlines. While sharing a love
of art and story brings these couples
closer together, they aren’t simply a
personification of their careers.
Notes Stevenson: “Together we’re
realizing that we’re a lot more than [our
work]. We want so much more out of our
lives; we want to be well-balanced human
beings who are a loving couple and not
just people who work all the time.”

“I think our ambition
is really important
to both of us in
our careers but it’s
something that I
want to be really
sensitive about...”

Molly Ostertag & Noelle Stevenson
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A B O U T TOW N

UNION PRIDE

DID YOU KNOW
THAT THE FIRST
MONDAY OF EVERY
MONTH IS UNION
PRIDE DAY?

38

TAG members around town show
solidarity by wearing their Guild t-shirts
to work, like many Cartoon Network
employees did this February.
If you’d like help organizing an event at your
studio or want to learn more, please contact
Brooke Keesling, Director of Communications
and Culture, at brooke.keesling@tag839.org.
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C A L E N DA R

MARCH

2
4
5
9
22
23
27
30

Gallery 839 opening
90th Academy Awards
Union Pride Day – Wear your shirt to work!
Uninstructed Life Drawing
GLAS Animation Festival kicks off in Berkley
Uninstructed Life Drawing
General Membership Meeting
Good Friday - Contract Holiday
(except DWA, Nickelodeon and Rough Draft)

APRIL

MAY

2
6
13
17
19
27
4
7
16
28
29

Union Pride Day – Wear your shirt to work!
Gallery 839 opening
Uninstructed Life Drawing
First appearance of Daffy Duck (1937)
Anti-Harassment Panel
Uninstructed Life Drawing

Gallery 839 opening
Union Pride Day – Wear your shirt to work!
Women in Animation Eastside Networking Mixer
Memorial Day – Contract Holiday
General Membership Meeting
Disney Strike Day (1942)
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TRIBUTE

HONORING OUR
FELLOW ARTISTS
EVERY YEAR, THE ANIMATION GUILD PAYS
TRIBUTE TO THOSE WHO HAVE PASSED
IN ITS “AFTERNOON OF REMEMBRANCE.”
HERE, WE MOURN THE LOSS OF SO MANY
TALENTED INDIVIDUALS.
SUE ADNOPOZ (8/19/2017)
Animator, Assistant and BG artist on
The Smurfs and at Walt Disney, HannaBarbera, and Filmation.

FRED DE BRADENY (1/28/2017)

Hailing from the UK, the production manager
worked as an assistant director on Chicken
Run before working on films including Flushed
Away and Fantastic Mr. Fox. He was 52.

XAVIER ATENCIO (9/10/2017)

Animator and Imagineer at The
Walt Disney Studio and Walt Disney
Imagineering. At Disneyland, Xavier
helped bring to life the characters of
Pirates of the Caribbean and The Haunted
Mansion. He was 98.
KATHY BARROWS (7/12/2017)

Animation Checker at Filmation, Walt
Disney Features, Dale Baer Animation,
and Don Bluth.

BETTY DOYLE (3/09/2017)
Assistant animator at Walt Disney,
Hanna-Barbera, Murikami-Wolf Swenson,
and Filmation.
MIGUEL FERRER (5/14/2017)
Known for his live action acting (NCIS: Los
Angeles, Robocop), he did voice work for
DC’s Teen Titans, Stretch Armstrong and
Adventuretime. He was 61.
JUNE FORAY

BETTY MAY HICKS BEACH (3/09/2017)

Ink & Paint artist. She was 89.
KURT CONNER (4/21/2017)

Storyboard artist at Ruby & Spears.
Hanna-Barbera, and DIC.
FLORIDA D’AMBROSIO (1/06/2017)
Ink & Paint and cel service at Walt Disney
and Filmation. She was 88.
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(7/26/2017)
Though not a part of
TAG, the actress was
one of the industry’s
most fervent
supporters. A star of
radio and early TV
in animation her voice talents gave life to
Rocky the Flying Squirrel, Natasha, Witchy
Hazel, and Cindy Lu Hoo. June was one
of the founders of ASIFA-Hollywood, and
she created the Annie Awards. She was an
active member of every organization in the

cartoon-animation community. Beloved by
all, she was called our Queen of Animation.
She was 99.
DICK GAUTIER (1/14/2017)

Known as the original Conrad Birdie in the
musical Bye Bye Birdie and acting on the ‘60s
sitcom Get Smart, Gautier was a cartoonist,
and voice actor for Hanna-Barbera and
Marvel animation. In 1989, he authored a
book, The Creative Cartoonist. He was 85.
BOB GIVENS

(12/14/17)
During Bob’s 60 plus
year legendary career,
he worked on Disney’s
Snow White and the
Seven Dwarfs and
created the first model
sheet of Bugs Bunny. He worked as a checker,
animator, and designer at Leon Schlesinger,
Disney, FMPU, Warner Bros, UPA, DePatieFreleng, Chuck Jones, Hanna-Barbera, Film
Roman, and Filmation. He was 99.
JAN GREEN (7/17/2017)
Background Artist, storyboards, and
Director at DePatie-Freleng, Bill Melendez,
Hanna-Barbera, Ruby Spears, Ross
Bagdarsarian Prod., DIC, Walt Disney TV
Animation, and Marvel.
ANN GUENTHER (1/24/2017)
Background Artist at Walt Disney, HannaBarbera, Warner Bros., Kroyer Films, and
Filmation. She was 79.
TOM HALLEY (1/26/2017)

Animator at King Features Prod., Format
Films, TVC, Halas & Batchelor, and Tom
Halley Prod. He taught animation at
Sheridan College. He was 93.
JOE HARRIS (4/26/2017)

Character designer and creator of
Underdog and the Trix Rabbit. He was 89.
JEANNE MARY TUBERGEN HEYDEN

Animation Artist
SCOTT FRASER HILL (11/24/2017)

Prop designer and storyboard artist at
Hanna-Barbera, Disney, and Warner Bros.
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SHAWNEE HOLT (6/10/2017)
Clean-up, color stylist at Frederator,
Nickelodeon, Warner Bros., and
DreamWorks TV. She was 49.

JANUARY NORDMAN (12/10/2017)

LEN WEIN (9/10/2017)

Animator and compositor at ILM, Available
Light, Disney, The Secret Lab, Hyperion,
and DreamWorks. She was 64.

RICHARD T. KHIM (2/21/2017)

HEATHER NORTH (12/17/2017)

The other half with Bernie Wrightson
in the creation of Swamp Thing, Len
also created Wolverine. His animation
credits include Kong: The Animated Series,
Hypernauts, Wild Card, Pocket Dragon
Adventures, ReBoot and War Planets:
Shadow Raiders, and series featuring
the X-Men, Batman, Spider-Man, Street
Fighter and Godzilla. He was 69.

He was a background artist at Hanna-Barbera.
SOO AN KIM (1/20/2017)

Animator at MTV, Marvel, Film Roman,
and Starz. He was 62.
MATT KUMMER (7/5/2017)

Matt worked as an Animator at Disney
on Wreck it Ralph, Frozen and Get a Horse.
Previously, he was at Reel FX and graduated
from Ringling College of Art and Design.
GINNI MACK (8/23/2017)

Ink & paint artist and color lab technician
at Walt Disney. Ginni and her distinct
blonde haircut was the original inspiration
for the design of Tinker Bell. Before her
final retirement in 1989, she worked with
the engineers developing the CAPS digital
paint system. She was 90.
ROSE MARIE (MAZETTA) (12/28/2017)

Child star and TV actress of the classic
sitcom The Dick Van Dyke Show, Rose Marie’s
animation credits include Garfield, The Blues
Brothers Animated Series, Real Ghostbusters,
Freakazoid, and Hey Arnold. She was 94.
TERRI MARTIN (5/11/2017)

Animator at Filmation, Walt Disney, and
DreamWorks on films, including Who
Framed Roger Rabbit, The Little Mermaid
and The Prince of Egypt.
BEN METCALF (9/2/2017)
Layout artist at Rich Animation, Warner
Feature Animation, and Bardel Entertainment.
JACK MENDELSOHN (1/25/2017)

Writer-artist who worked on Dennis the
Menace, Yellow Submarine, and TMNT. In
2004, the WGAW Animation Caucus gave
him a lifetime achievement award. He was 91.
GRANT MUNRO (12/4/2017)

Award winning animation filmmaker for
the National Film Board of Canada, he
co-starred in Norman McClaren’s classic,
Neighbors. He was 94.

Best known as the voice of Daphne in the
series Scooby-Doo, Where Are You? she also
appeared in TV shows like My Three Sons,
Adam 12 and The Monkeys. She was 71.
TERRY L. NOSS (3/14/2017)
VP of Production at Rich Animation.
KAREN PAAT (1/28/2017)

Ink & Paint, Check, Supervisor at Disney,
Filmation, and Fred Calvert.
NORLY PAAT (6/10/2017)
Assistant animator and model designer at
Hanna-Barbera, Filmation, Bakshi, and Disney.
JUNE WALKER PATTERSON (2/3/17)

A cel painter on such classics as Bambi and
Pinocchio, it was June’s moxie that landed
her first job: she just walked in and asked
for it. She was 98.
MARK PERONTO (11/26/2016)
Effects animator at Hanna-Barbera,
Filmation, Marvel, and Film Roman.
JOE ROMAN (1/6/2017)

Animator at Richard Williams Hollywood,
Hanna-Barbera, Warner Bros., Turner,
and Filmation.
PETER SALLIS (6/2/2017)

Best known as the voice of Wallace in
Aardman’s Wallace and Gromit series.
He was 96.
CARMEN SANDERSON (10/6/2017)

Carmen began at Walt Disney Feature in 1952
in Ink & Paint and Xerox, and worked steadily
until her retirement in 2004. She was 90.
GARY SHAFER (12/14/2017)

Animation Checker at Disney, Aurora
Bluth, and Kroyer Films.
DEAN STANLEY (4/11/2017)
Tech Director and Color Correction at
Walt Disney, Kroyer Films, Film Roman,
WBFA, Hyperion, and Filmation.

MERLE WELTON (4/11/2017)
Ink & Paint, Checker and Scene Planning
at Walt Disney, Chuck Jones, Film Roman,
Warner Bros, and Bakshi. She was 90.
ADAM WEST (6/19/2017)
People who knew Adam as the star of
the 1966 cult classic TV series Batman
would be surprised to know he did
animation voices as well—The Caped
Crusader Returns, as well as Futurama,
Family Guy, Robot Chicken and
Spongebob Squarepants.
LANCE WILLIAMS

(8/20/2017)
Starting at NYIT,
he developed
mip-mapping for
textures, graphics
hardware. He
developed digital
paint systems for Walt Disney Studios,
DreamWorks and Apple. In 2001, he
was awarded a special Oscar for his
achievements. He was 67.
ROY WILSON (2/28/2017)
Storyboard artist at Warner Bros., HannaBarbera and Walt Disney.
BERNIE WRIGHTSON

(3/18/2017)
The legendary
cartoonist/
illustrator of
Swamp Thing
and Frankenstein
created a number
of animated projects like a sequence of
Heavy Metal, and projects for Gang of
Seven. He was 68.
Special thanks to Tom Sito
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Retta Scott photo in public domain

F I N A L N OT E

THE ART OF WOMEN

Retta Scott was the first woman to be credited as an animator for her
work on Disney’s Bambi. That was almost 80 years ago yet women are still
underrepresented in animation. In 2012, women made up only 17.7 percent of
the Animation Guild. The good news: Now, a quarter of the Guild’s members
are women, and when we look at the younger demographic, the percentage
rises further. There’s still much work to be done, but let’s celebrate today by
acknowledging a few talented women in animation!
above:

Retta Scott

Debbie Mahan, Assistant Director, The Simpsons,
Fox TV Animation, Moran Tennenbaum, CG Generalist, Nickelodeon,
Bridget Ore, Background Painter, Cartoon Network

right from top to bottom:
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MPTF

We Take Care of Our Own

CREATIVITY IS
EVERYWHERE BUT

THE CREATIVE
MASTERS
ARE HERE.
GET THE EFFECT.

THRIVE ON.

Counseling, Financial and Charitable
Services – 323-634-3888

Residential – 818-876-1552

Community Programs – 323-634-3866
Broad reaching classes for Pain Management,
Memory Training, Balance, Healthy Living, Diabetes
and beyond. Unique access to telephone classes
taken in the privacy of one’s home, as well as an
array of community based programs and activities.

Health Services – 800-876-8320
Partnered with UCLA,medical services are available for qualifying industry
members throughout Southern California at convenient satellite offices.

MPTF provides a safety net of social and charitable
services including temporary financial assistance
for eligible industry members, referral to community
resources,and counseling to navigate difficult times.

Volunteer Programs – 818-876-1915

NAB Show® is home to the world’s visionaries, influencers and innovators.
It is here where they will share their approach to storytelling. Whatever the
medium, sound or picture, you will uncover countless ways to elevate
television and filmmaking.

THIS IS WHERE THE GLOBAL CONTENT ECONOMY THRIVES.

From phone buddies to pool buddies, friendly
visitors, computer tutors, grocery shoppers and
beyond, donate your time.

MPTF Insurance Services – 888-558-4247

Offering Individual as well as Medicare plan
options via personalized “one on one” health
care advising. Let the specialists at MPTF best
meet your needs for Medical, Dental, Vision and
Travel Health coverage.

Behavioral Health – 818-876-4140

APRIL 7–12, 2018 I LAS VEGAS, NEVADA USA
REGISTER TODAY: NABShow.com
Free Exhibits Pass Code: PA180

TAG18_Mag_Issue1_OuterF2.indd 2

Samuel Goldwyn Jr. Center for Behavioral Health,
affiliated with UCLA Health, a multi-bed facility
located on the Wasserman Campus, features an
interdisciplinary treatment team using a holistic
approach to behavioral management for
patients 55+.

MPTF’s Wasserman Campus in Woodland Hills offers entertainment
industry retirees independent and assisted living, Harry’s Haven Memory
Care Unit and the future home of the Kirk Douglas Care Pavilion featuring
the latest design advantages in palliative care. The sprawling campus
boasts gardens, libraries, The Susan and Gary Martin Screening Room in
the Louis B. Mayer Theatre, the award-winning MPTF 22 Media Center
for resident’s film and television productions, a dog park and much more.

Saban Center for Health and Wellness – 818-876-1777
State of the art fitness/training center with on site personal trainers available
to help, instruct and encourage your personal best for industry members and
residents. The Jodie Foster Aquatic Pavilion, located within Saban, plays host
to aquatic programs.
Elder Connection – 323-634-3866
For senior industry members, or those facing challenges caring for older
parents. The program provides assessment of care needs, supportive
counseling and suggested referrals.
Home Safe Home – 323-634-3866

A dedicated program assisting seniors with minor home repairs, improvements
and suggested changes to ensure safety and comfort in their own homes.

Child Care – 310-445-8993

The Samuel Goldwyn Foundation Children’s
Center (west LA.) provides a safe and
nurturing daycare service for children of
industry members age 8 wks to 6 yrs.
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