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very time | drive through the gates of our stucho. I'm
E reminded of what it feels ke to work noa place that s
built on and driven by passion This word goes 1o the es

sence of DreamWorks Amimation and. | believe, it 15 something
that s shared by each and every one of us at our company

You see, people who work in arumation are among the
most passionate |'ve ever met They have to be |1 takes more
than four years to create the 130,000 intricate frames that
make up a single mnety-minute film This Herculean effort
only comes together because everyone involved cares so pas-
sionately about this extraordinary art form

For me—a guy who started in live-action film production—
| discovered my love for animation in an unusual way Back in
1984, | was named chairman of The Walt Disney Studios. On
my first day on the job, Disney's CEQ, Michael Eisner, called me
into his office and ponted out the window to a building across
the lot He asked, “Do you know what they do over there?” |
answerad, “I've no dea " He said, "That's where they make the
arimated movies and you're now in charge”

Later that day, | headed over 1o that buillding to see what
| was getting into, and there | found a supremely talented
and highly passionate group of people who had a contagious
enthusiasm for their work | had an awful lot to get done in my
new job, but | just didn't want to leave. | didn't realize it at the
time, but that day my life was forever changed. And so began
the renaissance of Disney animation that included The Little
Mermaid, Who Framed Roger Rabbit, Beauty and the Beast,
Aladdin. and The Lion King

A decade later, when | joined with Steven Spielberg and
David Geffen to build a studio of our own, there was no gues-
tion what | wanted to do. | was thrilled to find that so many
passionate, creative, and driven people wanted to join me n
creating DreamWorks Animation. And in turn, these individu-
als introduced us to other exceptionally talented people And
50, the DreamWorks family grew. And it is only together that
we have been able to become such an indispensable part of
families’ lives

We have taken our audiences to ancient Egypt, to mys-
tic China, to modern-day Madagascar, to a mythical land of
Vikings and dragons, to a prehistoric world of cavemen, and
to the fairy-tale kingdom of Far Far Away. | have viewed our
films in just about every one of the forty-five languages in
which they play, and | am continually amazed how, regardless

of the country or the culture, the theaters are filled with the
uriversal language of laughter It's what keeps me coming to
WOFk Byery day

You see, the passion for animation isn't just found among
the filmmakers. it's also found among the filmgoers Around
the world, people love animation And if you're holding this
book in your hands, | suspect you're one of those people

| hope you will enjoy the pages that follow They cel-
ebrate two decades of incredible artists and creatinty at
DreamWoarks Animation Here's to the future. as we continue
to explore the passionate possibilities of this hmitless medium

sy

Jeffrey Katzenberg is the chuef executive officer and a co-founder
and director of DreamWorks Amnimation SKG. In 1994, along with
Steven Spielberg and Dawvid Geffen, he co-founded DreamWorks
SKG. which has produced a number of celebrated films including
three Best Picture Academy Award® winners—American Beauty,
Gladiator, and A Beauliful Mind. In 2004, DreamWaorks Animation
became a publicly traded company with Katzenberg at the helm
Prior to his time with DreamWorks, Katzenberg served as chairman
of The Walt Disney Studios

Under Katzenberg's leadership, DreamWarks Animation has
become the largest animation studio in the world and, as of 2014, will
have reieased thirty animated feature films, which have enjoyed both
critical and commercial successes, earning nine Academy Award
nomunations and two wins for Best Animated Feature

In 2013, Katzenberg was awarded the prestigious Jean Hersholt
Humanitarian Award by the Academy of Motion Picture Arts and
Sciences for his outstanding contributions to humanitanan causes
Together with his wife, Marilyn, Katzenberg provides support and
leads fund-raising efforts on behalf of dozens of local national and
international arganizations focused on health care, education, the arts,
Jewish causes. children, civic imprevement, and the environment,






ere used to teling stories with pictures in the an-
w imation world, and the story told by the following

pictures 1s one very close to my heart | was a pro-
duction assistant on The Prince of Egypt, one of DreamWorks'
first animated films, and the primary reason | was excited to
jain the company was that it seemed like a place where you
could try to do things differently. Where you could make dif-
ferent kinds of mowies without having to conform to a pre-
determined set of visual rules And, nearly twenty years later,
| thunk it's still that guest for something newer, smarter, and
better that inspires and invigorates our artists today

From an emotional perspective, the art in each filmis a
direct extension of that individual filmmaker’s sensibilities
and the unique story he or she wants to tell. We rely heavily
on our fiimmakers to push the visuals in a new direction. Our
animators are encouraged to come up with something origi-
nal—to find something specific that inspires them, The culture
at DreamWorks is one of embracing collaboration, valuing
cutside opinions, and learning from different backgrounds,
and that environment brings about a creative electricity at the
company that is evidenced in the art we create.

There 15 no "DreamWarks way” to draw a girl, or a dog, or
a rock, for that matter. From the classic traditional references
of The Prince of Egypt to the cartoony world of Madagascar
and the fantastic realm of How to Train Your Dragon, each of
the DreamWorks films has a stark contrast in look, feel, style,
and sensibility. Whether it's a curmudgeonly ogre who finally
finds love in a world of fractured fairy tales, a wild stallion
traveling across the frontiers of the Old West, or a dump-
ling-loving panda who masters the art of kung fu in ancient
China, it is only through the collective work of all the artists
that the final experience becomes complete. And each of
these experiences has the power to elicit completely different
emotions from an audience,

Over the past two decades, the tools that our artists have
used to elicit those emotions have gotten better and better.
Technology has opened new doors for them. They can now
create things—flowing hair, sparkling fire, splashing water—
that were thought impossible just five or six years ago. The
stunning world of The Croods is an excellent example of how
new tools can inspire our filmmakers to create an adventure
without limits. Regardless of where future innovations will
take the animation industry or how and where audiences will

enjoy the movies of tomorrow, the artists imagination will
always play a pivotal role in a DrearmWorks film

It's that imitless imagination, coupled with exceptional
artistry, that defines animation as a mediurmn. The following
pages are wonderful excerpts of DreamWorks' contribution to
that art form They are a compendium of all that DrearmWorks
has been and all that it will be: characters and worlds that
surprise, delight, and entertain in a way that always keeps
audiences coming back for more

Dt Vo,

As chief creative officer for DreamWorks Animation, Bill Damaschke
is responsible for leading the creative and artistic direction of the
studio. His responsibilities include oversesing the creative pro-
duction and development processes for all of the studio’s feature
projects, including shaping the creative teams behind each film
and growing the studio’s creative talent pool Damaschke 1s also
integrally involved in the studio’s future release slate, which puts
him at the helm of a wide range of feature films in various stages of
production. After |joining DreamWorks in 1995, Damaschke served
as a producer and executive producer on a number of the studio’s
feature films before being named head of creative production in
1999, head of creative production and development in 2005, and
co-president of production for feature animation and president

of live theatricals in 2007, then taking his current position of chief
creative officer. A native of Chicago, Damaschke graduated from
Wesleyan University with a BFA in music and theater, He began his
career in animation working on the hit feature film, Pocahontas.






Tim Johnson and | were first-tima fea-

ture filmmakers on Aniz. In Some ways
it made us insecure and vulnerable
creative

¥ to have a

but it also made us res

inventive. You always n
great story that you could describe in &
sentence or two that can bring a smilg
to people's faces. For Antz, it was this
What if you had a colony of ants where
everybody was the same, except there's
this one ant who wants o be different—
and what if that ant was Woody Allen?
People immediately get the concept
and potential of the film

Eric Darnell, Director

Eric Darnell, Tim Johnson
Brad Lewis, Aron Warner, Patty Wooton

Penney Finkelman Cox, Sandra Rabins,
Carl Rosendahl

John Bell
Kendal Cronkhite
Ken Bielenberg



“The human world above ground was
how small these ants were in relationship to us. We got
down on the ground, at ant eye level, and documented our
world from that perspective. We also studied microscopic
rhotagraphy and incorporated that into the design and

story of the film, as ¥ou can see when our ants get trapped
In a water drop.*

about representing

Kendal Cronkhite, Art Director
















*DreamWarks had produced some amazing hand-drawn
anirnated features, and now we had this CG ability in our
toal kit When you look back at what we were doing on
Antr. we couldn't do fabric or hair Now we are working
on Home which features a young girl with really curly
hawr, who goes through many new hairstyles, lots of dif-
ferent clothing changes. We have so much fabric and
hair in this movie, and it's really interesting Lo compare
it with our first CG-animated movie that came oul six-
teen years ago. it's true what they say that our only lim-
its in this medium are the filmmakers imagination.”

Tim Johnson, Director




Tim Jjohnaon, Director

scope of this Ant Hill, teeming wi

Kendal Cronkhite, Art Director
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Brenda Chapman, Steve Hickner, Simon Wells
Penney Finkelman Cox, Sandra Rabins
Jeffrey Katzenberg

Ron Rocha

Darek Gogol

Kathy Altieri, Richard Chaves

Den Paul, Dan Philips



Stewve Hicknor, Direclor




"“Qur production designer, Darek Gogol, a
wonderful, crazy Polish man I've known
for years, said that we should depict
the ancient temples much larger than
life, about 200 feet high, because that's
how tall they would seem to the people
at the time. We thought he was insane,
but he produced these amazing pieces
of artwork and we realized that he was
right. It has the right impact. It was a
very good collaborative expenence.”

Simaon Wells, Director







think what | like best about The Prince
af Egyot was that it was an animated
movie that was quite unlike anything
else | have seen or worked on. There
ware things in that movie that you al
most never see N an rifllf}‘.:‘lted movie
My single favarite scane in the movie
is the one where, after the death of his
first-born, Moses goes to see Rameses
immediately after leaving Rameses,
Moses comes out of the palace and col-
lapses, and starts crying. It's a very slow
scene, and | can't think of any other an-
imated movie in which there is that kind
of genuine emotion.”

Simon Wells, Director

45
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“When we were starting out on The Prince of
Egypt in 1994, we didn’t know that Tay Story
was going to come out the next year and be a
huge game changer. In hindsight, The Prince of
Egypt was the last hurrah of hand-drawn, 20 an-
imated movies. It was the last movie in which we
used actual painted backgrounds that you could
hold in your hands. There's a tactility about that
movie that you could really feel on the screen”

Steve Hickner, Director

“DreamWorks sent the creative leadership of
the film to Egypt and the Sinai Peninsula to do
research—we took thousands of photographs,
sketched and painted on location, and spoke
with local scholars. We created two distinct
looks for the Egyptian and Hebrew worlds
The Egyptian world was symmetrical, vertical
graphic, and clean, to reflect the Pharaoh's
desire to create order out of chaos, while the
Hebrew world was asymmetrical, organic, and
textured, to emphasize their harmony with na-
ture and the rhythms of God”

Kathy Altieri, Art Director
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Kathy Altieri, Art Director
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remember how axcited | was

rhen one of the

production designers, Vicky Je
me on o do some visual development for the
movie. | had sought out El Dorado because |

had heard that DreamWorks was going to do

a more stylized project, so | started jus
Crazy on the artwork. | thought product
signer Ch

ald’s drawings

The y reflected his

amazng composit
cf interpreting organ

ng on this Mayan agsthetic at the same time

iz and his unic

Eric “Bibo™ Bergeron, Don Paul
Jeftrey Katzenberg

Bonne Radford, Brooke Breton
Bill Damaschie

Christian Schellewald

Raymond Zibach, Paul Lasaine,
Wendell Luebbe

Dan Philips
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libo™ Bergeron, Director



Raymond Zibach, Art Directo?
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ve did on The Road to El Dorado was the
F what we called "tradigital convergence.’ It
of the visual qualities of traditional artwork

steps in the evolution of digital tools.”

p— o

Can Philips, Digital Supervisor

APTIVE AvDIENCE
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“Chicken Run was our first full-length feature at Aardman, and
it was a challenge we couldn't resist. Although the movie was
only three times as long as [our short] The Wrong Trousers. the
whole scale of the shoot seemed to be about twenty times big-
ger. We had to train new animators, convert a warehouse into a
customized stop-frame studio, and build hundreds of chickens. It
was made by a team of hundreds of talented people—animators,
model makers, and filmmakers of every description—people who
love what they're doing and do it well.”

Nick Park, Director, Producer

[irector Peter Lord, Nick Park
Producer Peter Lord, David Sproxton, Nick Park
Executive Producer Jake Eberts, Jeffrey Katzenberg, Michael Rose
Line Prod Carla Shelley
Production Designer Phil Lewis
Art Directo Tim Farrington
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Mick Park, Director, Producer

44 iz T L









“If you look closely at the chicker
acters, you'll notice that they
something around their nec

pearls, collars. That was used to hide
the seam between the clay and the
plastic part of the modeis. | remember
having a long discussion about the
questions those scarves and pearls
might bring. Would the audience be
sitting there asking themselves, ‘why
don't the farmers ever question the
fact that the chickens are wearing
clothing? And of course, no one carad.’

Karey Kirkpatrick, Writer







arey Kirkpatrick, Writer
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We had gone down different roads with Shrek for & while

g tonally Shrek wants to be a kg

the progect was strugg
or he 5 & nobleman n an ugly body He it ugly and mean and
s felt vary typical We weare

wants & haart Al these dire

her to continue with

Al 4 DOan] WTEre W WerD Wi
the mowvse or not. One day after a paric
the derectors came in and sat the whole storyboand team down
and we bramstormed the openng. Together we Came up with
the idea of talong fary-tale characters to Shrelk's swamp. S50 we
started riffing on ways to make fun of these old fairy tales A
iot of those gags were put in. Those gags seemed 1o define the
tone of the mowe and launched us n a new direction

tough screenng

Conrad Vernon, Story Artist

Andrew Adamson, Vicky Jenson

Aron Warner, John M. Williams,
Jeffrey Katzenberg

Ted Elliott, Terry Rossio

Penney Finkelman Cox, Sandra Rabina
David Lipman

Jane Hartwell

James Hegedus

Guillaume Aretos, Douglas Rogers
Ken Bielenberg



v DasiCaily took every Ta

tale in the DOOK and turned it
ts side. Nothing is sacred [
every fary tale gets roasted
Those characters are ripe for
¥

parody because they re part ¢

the cosmic CONSCIOUSNess, SO

{0 speak

Aron Warner, Producer
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"When we were working on the first Shrek movie,
we previewed it in Leonard Maltin's film class at
USC. We had no idea how it would be received,
50 we were a bit nervous. After the opening

credits, though, the audience cheered and gave
a short standing ovation at the beginning of the
movie. That's when we knew we had something
big. It defined the tone of a few DreamWorks

films after that as well. In the course of making
Shrek, we went from a very dramatic, typical

fairy tale to a very sarcastic, satiric CG-animated
fairy tale with heart.”

53



David Soren, Story Artist




“The story is about self-acceptance and that things aren't alway
appear. We definitely turn the concept of beauty on its ear, w
I5 a very powerful theme.”

"When we started Shrek, we wanted to make
a fairy tale come to hife . . . as if you opeuned a
storybook and stepped into that world

Andrew Adamson, Director Vicky Jenson, Director







Directors

Producery
Co-Executive Producer
Production Desigmer

Art Directors

Kelly Asbury, Lorna Cook

Mireille Soria, Jettrey Katzenberg
Max Howard

Kathy Altieri

Luc Desmarchelier, Ronald W. Lukas
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“The research trip we took for Spirit was intense, we traveled

to eight national parks in four days and truly saw the best
that America has to offer. The landscapes became the
backdrop and metaphor for the horse’s emotional journey.
Freedom was depicted by the landscape of Wyoming. grand
wistas, abundant grass and water, and snow-covered moun-
tains, As Spirit was taken from his homeland, the terrain
changed—it became hot and arid, the space was conlined,
and the freshness of Wyoming was replaced with the desert
surrounding Monument Valley, As Spirit makes his way to
the indian camp (where he falls in love), the compositions
become more lyrical and the lighting romantic. Finally he
returns to his homeland with his new mate, to the lush green
grass and distant vistas.”

Kathy Altieri, Production Designer







“There is something wonderful about the character of Spirit, who can
endure so many trials and tribulations and still maintain his strength and
courage. He has an extraordinary ability to overcome adversity. | mean,
he comes from this ideal place—heaven on Earth for horses—gets cap-
tured, and is set on a path he could never have imagined. Sometimes it's
those unexpected things in life that are what teach us. What Spirit goes
through is a journey of perseverance, as well as self-discovery”

Lormna Cook, Director
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Mireille Sorna, Producer












“Sinbad was an interesting film to work on for several masons, namaly,

the story, the style, and the method. Our broad retelling of the rich
Middie Eastern folk legend allowed us Lo gxpiore a diverse visual style
that incorporated elements ranging from Venetian and isiamic archi-
tecture to Arabic calligraphy. There was a very strong undercurrent

of line-driven form and a fiow from shape to shape, rot just in the

hand-drawn animation but in the backgrounds themsaives. We used
nd aithough we didn't know

traditional matenals to make the film. a
20 hand-anumated feature 10

it at the time. Sinbad would be the last
be made at the studio. It will remnain one of the pleasures of my fife to

have worked in such a disciplined art form with colleagues who were
masters of their erafl”

David James, Art Director

Tim Johnson, Patrick Glimore
Mireilie Soria, JelMfrey Katzenberg
Jill Hopper

Raymond Iibach

Seth Engsatrom, David James

Craig Ring
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crowd characters, b With 2D ones. We were able to toon
which needed a3 f' . ut then the movie also had these great M
BUE I thought the Rac . Jetail Sometimes they would look
@ ROC bird worked out quite well in the end:

also .
had_t';i: ftms‘:ﬂt;he $€a-monster—| can’t recall how many
water effects to the m?xi_;f“gh iob, especially when you had t@












Although the movie
- L e 1 e i 'F k
p the audence, | Gan L Uil

anyone nas dane the en

CG and drawn animation as wel
as we did on that project. We
took the best of both worlds
You take the expressivengss
and immediacy and warmth of
drawn animation and put it in a
rich dimensional moving world
of computer animation.”

Tim Johnson, Director










Andrew Adamson, Kelly Asbury,

Conrad Vernon

Aron Warner, David Lipman, John M. Williams
Jetfrey Katzenberg

Guillaume Aretos

Steve Pllcher

Ken Bielenberg

Philippe Gluckman







“In trying o One-Lup the h
and make the second one

little more exciting, v

to take what Shrek had le

from the first mowie and put |
the test while also logically fur-
thering the story. That's why we
introduced Fiona's pa

are a very big part of
something that Shrek

have to deal with now th
married. We also had a lot o |
taking shots at Baverly Hills and
the typical Hollywood lifestyle
by putting other fairy tales that
we didn't exploit in the first one
in that setting.”

Conrad Vernon, Director
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“It has elements of a pop-culture parody, but it's also & romantic
comedy and an action comady and 3iso has moments in wihuch
we root for the characters and believe in them. | think it has
sometheng in it for everybody ™

Rob Letterman, Director

Vicky Jenson, Bibo Bergeron, Rob Letterman

Bill Damaschhke, Janet Healy,
Allison Lyon Segan

Jeffrey Katrenberg

Mark Swift

Daniel 5t. Pierre

Samuel Michlap, Seth Engstrom

Doug Cooper




“When a scene is more action oriented, you
show off the underwater effects a little more. |
drove people crazy, though, with my floaties
(the team’s term for particles in the water], |
thought it would be the simplest thing to do,
but It wasn'l, You have to bé sure that they 4
aon 1 have the same patterns of movement or
ook ke dust on an old flm

Bibo Bergeron, Director
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1 O MR 4 f.‘,'{ ‘If-'_. I '.5‘1.- “Our Times Square is a perfect example
i A A= 7 of how we fishified something familiar |

You can imagine being in Times Square h
during a busy lunch hour with cabs e
everywhere and noise and crowds. In Hedd| |
our fishified Times Square, there are .

fish swimming in schools, cramming up A ]
against each other at traffic lights made ;\;&"w
from kelp. There are yellow-and-black \l
checkared s valling at one another. W
sounding like horns because, in this city, /
the fish are the vehicles.”
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“In the beginning we decided to make every-
thing 50 percent human and 50 percent fish,
nat only in the architecture and props. but
in the characters as well—the way they're
modeled and the way they act. 'We wanted
to find that balance between human behav-
ior and fish behavior™

Bibo Bargeron, Director

L b



~When a fish is swimming, the rotation Botnt
up in the chest area. When they go to a sta
tion, rotation goes to the hip. We needed.
for the rotation to switch, s0 we added a p
button in the user interface with which we
move the rotation from the chest down tg th

Ken Stuart Duncan, Supervising Animator










as based on a mash-up of
an Books from that era, and
aintings of Henri Rousseau. The design rules that can;:d
nformed our characters and their world The pushe
s and squash and stretch in the animation style :.an-.Lﬁ_
and the naive, landscaped garden jungle style
zousseau. The contemporary transiation of '-"'35.9 ldti:‘-r 3
2 imaginations of our character designer and art 1eaifl

of Madagascar W
and ‘60s, Gold

Kendal Cronkhite, Production Designer

Eric Darnell, Tom McGrath
Mireille Soria

Teresa Cheng

Kendal Cronkhite
Shannon Jeffries

Philippe Gluckman
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“We care about the main Madagascar characters be-

cause their friendship is the heart of the movie They
are like these four figures that stand out in the center
of this Cecil B. DeMilie cast of characters There's an
absurdity of tone in the Madagascar movies' the ani-
maation is cartoony, the characters are very broad. And
yet, thay are New Yorkers. We recognize ourselves in
them. They offer a unique blend of broad silliness and
sophistication, which makes the movie a lot of fun.*

Mireille Soria, Producer

“This film is definitely more cartoony than anything we've

done before. We applied that style to the characters and
to the overall design of the movie

Mireille Soria, Producer
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dirty word. But we really wanted Ly enf

Tex Avery sensib hit

dane before in this format Back then, ovel

was moving toward photoraalisn M~ T+
emed like a great opportunity to d t
a cartoon. To leffrey's Credit i totally nrace
that icdea. That sty al anmmatic | eer
the | was at thi

DMA since the first six months | was ot

wWhat character designer Lraig ’i

bring these Tex Avery types of drawings
into the L reaim

loved from the 19505

for each movie, thare would ba 8 wall «
dasigns, but as soon as Lralg s desigr
wall Jeffrey said, "Home run! We were

running to create a worka ir which thay woulo

Tom McGrath, Director

ity in a CG, wt vadn't




“Kendal Cronkhite created
the wack factor—every-
thing is slightly askew in
the movie. The environment
was pushed and stylized
like ng other CG movie had
done before it~

Tom McGrath, Director
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Cralg Kellman did an amazing job

in coming up with the 0ok of these
characters. He caplured whal we wera
going for, which was a more Cartoony
approach that camiad owver to all the
design elements of the film. We called
it "'whacking owr characters

Mireille Soria, Producer

“We also knew that the batkdrop was

gaing to be a stylizea New York. and

in fact the Zoo was inspired by the
actusl oo from the 19605, not the
modem-day 200 For the siand parts of
thie mowvia, we looked at the paintings
of Henri Rousseau o bring that magi-
cal guality to the location. We actually
never went to Madagascar for research
We had plans 1o visit, but they had a
political coup thera, which was ironic
because the country was taken over by
a self-appointed ruler, who s very much
like owr lemur leader Jubien”

Eric Damell, Director
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When the characters were
built, they weren't built with
bones and muscles like Shrak
was. They were approached in
a whole new way so that Wi
could squash and stretch these
characters and animate them
like those old cartoons.*

Eric Darnell, Director













Dircctor Nick Park, Steve Box

Prodid Peter Lord, David Sproxton, Nick Park,
Claire Jennings, Carla Shelley

Executtve Pro Michael Rose, Cecil Kramer
Production Design Phil Lewis
Art Direct Alastair Green, Matt Perry
Visual Effects Superve Paddy Eason







MNick Park, Director, Producer
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Nick Park, Director, Producer







“Everyone res

and his dog. V

Wallace, It's a situation that is
is also silent, and that appeals
It allows vie

Gromit's ey

Steve Box, Director













R i
#ally, it is we who are in the animals’

::;:yam. they are not in ours. The
abnd: Strip and now the movie are
a"‘-lmmh'c:w suburban spraw| impacts the
s !Ds ves and how they have to ad-
T SUrvive in this new environment.”

mmw

Tim Johnson, Karey Kirkpatrick

Bonnie Arnold

Bill Damaschke

Jim Cox

Ellen Coss

Kathy Altieri

Christian Schellewald, Paul Shardlow
Cralg Ring
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Over the Hedge was my first CG film and was a big adjustment for me. We utilized the

same design and color principles as we had in traditional ammation, but | had to learn a
whaole new vocabulary related to the technology of CG filmmaking. The story was told from
the animals' point of view, we used a low camera angle and shallow depth of field to give us
a very intimate view of the natural and urban world, In addition, there was a buoyant sense
of light, color, and atmosphere to enhance the warmth, charm, and humor of the animation.”

Kathy Altieri, Production Designer
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“The Jammy Dodger has quite a bit
of screen time, so we knew it had to
be very interesting to look at. There
are tennis balls for the bumpers
The back of the boat is a tire. The
cabin is made from a gas can. The
heim is a water tap, the throttle

is from an old slot car racing set
the secret devices are triggered

by typewriter keys the list just
keeps going.”

David A. 5. James,
Production Designer

David Bowers, Sam Fell

Cecll Kramer, Peter Lord, David Sproxton
Maryann Garger

David A. 5. James

Pierre-Olivier Vincent, Scott Wills
wendy Rogers






ly Circus in London's West End. The
ures close to 1,000 background ch_ar-
= king around, reading newspapers, just
999 about their business. Having a thousand
im_Ple animating puppets would be close to
cou. ble. CG allowed us to do that and we
L refine it and animate over and over again.
‘Op-frame animation, but once it's been
YOU have 1g live with it. In CG, you can go
"d punch up something, sharpen and
V% More flexible and a lot less painful.”
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“We made a special effort to

make sure everything was a
bit wonky. In the computer
world, you can create a per-
fectly animated bottle, but
we wanted to make them

a bit uneven. Nothing was
allowed to be clinical. We
made the sets and the ob-
j1ects all a bit scuffed up. It's
a bit ironic to think that we
spent so much money to
make things that look like

a pile of rubbish, since they
do live in a London sewer!™

Sam Fell, Director
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,.] Dack it was a pretty sasy tran
weLause Lo much of the crew
Blace far the third movie. There
dfeat continuity, and the taam

Voog My goal was Lo stay out of

Lr
Wy

Chny Millay, Director

Chris Millar

Aron Warner

Androw Adamaon, John H. Willlams
Raman Hul

Danise Nolan Cascino

Guillaume Aretos

Petar Zasiav

Philippe Gluckman, Ken Blelenbarg



. “It Is absolutely stunning. Thlﬂgi
ment we saw the pencil ﬂﬂ]é

we knew this was goingtobe =
something special We havea =

different kind of environment fot
Shrek the Third and it stands o8

something very special” '

Denise Nolan Cascino, Co-Prodes
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mediterranean |
and the secand
went for the po

of Beverly Hills

one. We opted fc
the northern Eur
worcestershire
where Shrek finds t

b=l

age Artig was Insg
rish and English cast

Guillaume Aretos,
preduction Designer
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“The costumes also got an upgrade in
the third movie. There was more texture
and vaniety involved. Shrek and Fiona
were wearing costumes similar to those
worn by Louis XVI and Marie Antoinette
for a scene in which everything goes
wrong and their tight costumes fly
apart with funny results. Those outfits
had to both look good and disassemble
in just the right way.”

Guillaume Aretos, Production Designer










T': Ei.:“'t want just a honey-colored palette for
world. That would be dull, so our char-

Art Divection &
F

#cter designer, Christophe Lautrette, looked at Director
oy ;Hr closely, There are lots of different Producer
“:"'M‘“ honey, shades of purples, oranges, etc. aTRa
Mmatic I'memmﬂd‘mm- A 50 * Priosd
mrld "mﬂ. :h' mhl\'l" Production Dy -'_-Cd:"-‘.

nid Character Desggn

' I
Visual Effects Supn Fvisor

Simon J. Smith, Steve Hickner
Jerry Seinfeld, Christina Steinberg
Cameron Stevning

Alex McDowell, RDI

Christophe Lautrette

Doug Cooper













“The thing | recall about Bee Movie was
the time we spent designing the bee-
Thive world—we wanted it to be small
and organic, but also whimsical and fun.
&tw&mﬂdﬂuh&ewﬂmh&h

mktlflmdddnlmhlmﬂdﬂt
make the human world so cold, because
it really shaped the whole movie. But
you learn from your mistakes.”

“Bees are very fashion-conscious, except
Wm‘tmﬁmmmm
That's it. They don’t wear any other
colors. But within that. they're very
stylish. In the early character designs,
hnﬂudtﬂduhmhnm
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“Renée Zellweger’'s character, Vanessa, took up most of ou
rig-wrecking time. In many ways, she was the biggest ac-
complishment of the film. We made a human female cham:
ter who's believable, appealing, and stylized”

Doug Cooper, Visual Effects Supervisor

"One of the main challenges of that movie was the scak b+
cause you had a human being who had a relationship with
this one-inch-tall bee. It we had to work in stereoscopt 2
like they do now, we would have run into some trouble be
cause some of the cheats that we were doing worked finé
on a flat 2D movie. Sometimes Barry the Bee was 2 quif¥
of an inch from the camera and the human wouid have &
be way across the room to make the shot work This wes
definitely not have worked in a 3D space. We lucked o4
because as it turned out, we were one of the studios %
nonstereoscopic movies.”

Steve Hickner, Director
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ped some o Mk
”mﬂq car would be We took itto a
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iful level than just origina
mon fanc

gteve Hickner, Director

"member at ane point i the movie someone
e Hey, how come Barry doesn't know the
Mm a light bulb and the sun,
2 he knows about tallan Vogue and TIVG? It
s ake sense” Jorry sald, Lok, you &1
1% Yogi Bear's tie or you don't, but we're
E““‘ﬂ 0 discuss why the bear is wearing 8
07121 the essence of comedy, You either get

P e, I you have to explain the world,
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| think there may have been a moment when Jerry thought

he would just turn over the script to us and we would make

the movie and he would show up at the premiere. And then
he ended up living at the studio and being involved every
day for at least eight hours a day. For the animators, what
Jerry brought was access to him both as one of the writers
of the movie and its lead actor. He performed every line

for them—doing his own stand-up (n front of them twice a
day. And they literally got a three-hour daily session during
which they could mimic and learn from him. You started out
learning about his acting and his style, and ended Up ab-

sorbing his comedic timing.”

Christina Steinberg, Producer

“| have used the analogy of a sandbox
before. but animation is like creating
in a big sandbox. It's like they say to
you, ‘We are gonna give you a sandbox
in which you can make anything you
want. You can mold the sand into any
shape. intc any character—you can do it
in any way, in any style, and create any
universe you wish. But we'ré gonna give
you the sand one grain at a time, and
it's gonna take you four years’ That was
the little catch.”

Jerry Seinfeld, Producer







“Qur big goal was to make the most beautiful
kung fu film ever made. | loved that the movie
was a great mix—that it ended up being a com-
edy that had poetic and dramatic moments,
that it was a project with heavily art-directed
moments but still could be a fish-out-of-water
comedy about a panda Everyone who worked
on it was so proud of it, and they took some of
the work they did on the film with them and are
still using it.”

Raymond Zibach, Production Designer

John Stevenson, Mark Osborne
Melissa Cobb
Bill Damaschke
Prowd Jonathan Aibel, Glenn Berger
Lesociate y Kristina Reed
Raymond Zibach
vrt Directon Tang Kheng Heng

al Effects Supy Markus Manninen
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We weren't able to go to China for the first Kung Fu Panda movie, but fortunately, we got to visit be-

tween the two movies for the first time and do hands-on research. When people found out who we

156

were, we would be mobbed on the streets, and they were amazed by the fact that a group of artists in
Glendale, California, had captured the art, the spirit, and all the details of their culture in an animated
movie. They were struck by things that you wouldn’t notice in a million years—like the color of the
jade on a scroll. They'd say, ‘The color of the jade is exactly right’ It's so interesting how those little

details shape somecne’s perception of your work.”

Melissa Cobb, Producer
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“We a2l want

ed 10 see really adorable stuffed animals beat the crap out of each oth
other.”
Mark Osbomne, Director




“Our production designer, Raymond
Zibach, had a very strong vision for
the movie. He is not afraid of doing
things differently. You'll notice that
the sky can be orange, the art can
be abstract in some ways, but it's
also grounded in reality. We really
valued the research that we did

for the project, and we had a lot of
experts consulting us at every step
Even though this world has a cat

in pajamas, we wanted to be true
to the culture and history of China,
and it ultimately paid off. It would
have been easy o have done a
simple, cartoony version of China,
but we wanted the movie to have
real emotions and true stakes as
well as being broad and funny”

Melissa Cobb, Producer






T s somerty

""uﬁt ing about the design that people love. And | think that's
Mg re very graphic—along with being smart and funny. The
hh‘m‘;uwme““ﬂﬂ'tﬂnmofﬁiendshipand what it means
Y dvergity ﬁw'omﬂfthﬂﬂngstmtissogmataboutNethrkm
“‘%mmm”w in our group—a lion, a giraffe, a zebra,
‘%.mw,u “bﬂﬂm;mmmmﬂ!mwﬁmm
even further. And we could also celebrate that”
} H%

Producer

Production Designer

Art Drecior

sisual Effects Supervisor

Eric Darnell, Tom McGrath
Mireille Soria, Mark Swift
Kendal Cronkhite
shannon Jeffries

Philippe Gluckman
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jot of design
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work from the 1960s a
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“It was one of those instances when art and technological capability just
had to go hand in hand. There are shots in Madagascar 2 where the savan-
nah stretches on for miles and miles, and there are literally a million blades
of grass waving in the wind. Each of them is independent from the others.
which is computationally intensive, but worth it. It grabs you and puts you
inside that world. You feel like this place is real. You get this sense that you
know exactly what it would feel like when you put your bare foot down on
mlsmil-tamnfourhmdtruuunhuutm‘NnM‘thmm
that level of complexity in the first Madagascar movie "

Eric Darnell, Director
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W were brainstorming about what the second movie was going
& be about while the first one was still in theater. | remember
kng about the movie to Jeffrey [Katzenberg] with Mireille and
Econa fight to Norway because he had business there, and we
@m¢ w with the idea of the gang going to Africa. So we all actu-
¥y vsted Africa, which was mind-blowing and amazing. We took
#¥13000 photos and numerous hours of video footage as blue-
et for our adventure.”

en you get to Africa, you realize just how big the continent is.
ooy two-thirds of what you see when you're there is sky. And we
alzed that it also had to be a huge part of our set.”

& McSrath, Director
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*| can clearly recall that one of the main things that made me want
to get involved with this project was a piece of art depicting the
movie's heroine, Susan, sitting sadly at this gas station. | immediately
wanted to know more about her. Why is this enormous woman look-
ing so heartbroken and why is she sitting there? What was her story?
We also had the privilege of working with an unbelievably funny cast.
And | loved the fact that our movie had such a strong female lead.”

Lisa Stewart, Producer

Directors Conrad Vernon, Rob Letterman
Producer Lisa Stewart
o Producers  Jill Hopper Desmarchelier, Latifa Ouaou
Assoctate Producer Susan Slagle Rogers
Production Designe? David James
Art Directors  Scott Wills, Michael Isaak
visual Effects Supervisor Ken Bielenberg
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Conrad Vernon, Director




conrad Yernon, Director




mster v Aliens is at its heart a very silly movie about what were, 2

=L wry silly movies. The design of the film pays homage to the golden
?yg_.ﬁﬂ.f,es with irreverence and affection. The whole production felt
15 e we were afl reading Mad Magazine by flashlight after lights out
"0ers was aiso the first film that we made entirely with stereographic
_--_g:g;r..,.._akmg. which proved to be a huge learning experence for all
_%0ne of the most spectacular stereo moments in the film takes pach
¥ Golden Gate Bridge as Ginormica and the other monsters battie

o ttall rabot and in the process manage to destroy the e Id

! the DrIGgE we ac[ua“y chartEI’E‘d a helmopTEF 50 thaf we cou

i
B
- 2 hit. |
‘_f‘?:a:h the entire structure to help us more convincingly demolish it
get a little ner-

the
%W :ﬁsa' Area and every time | cross the bridge | still
"at one section,”

"““anmmm

185






“| wanted to work on How to Train Your Dragon because | felt a great connection with
Cressida Cowell's story and characters. The directors, Dean DeBlois and Chris Sanders,
took the book's narrative and gave it a real movie story. | think the audience relates to
Hiccup’s dilemma of feeling like an outsider. It's a very universal theme. Hiccup’s rela-
tionship with his pet dragon, Toothless, was something that all audiences could iden-
tify with. He found something that he was good at, flying dragons, and that allowed
him to be respected by his family, friends, and village. The interesting thing about
Toothless is that it reminded people of their favorite cat, dog, horse. Everyaone saw
something in that dragon that made them remember their favorite pet. It was a simple
story well told and that's the key to its appeal, whether you are six or sixty. We are still

getting emails and letters from people all around the world who are just discovering

the movie, and they are really looking forward to the second and third films."”

Bonnie Arnold, Producer

Director Chris Sanders, Dean DeBlois

Proxucer Bonnie Arnold

Kristine Belson, Tim Johnson
Karen Foster

Bruce Seifert

Kathy Altieri

Pierre-Olivier Vincent “POV"™
Craig Ring












part was
done The sensibilities had al
'E‘ﬂﬂ:,' been landed. Most of the
mamn characters' designs were
already completed. The anly
thing left to do was to redesign
the lead dragon (Toothiess) and
to create one dragon that was
going to be the supervillain. |
now understand why it's easer
to do a sequel than to embark
on an onginal movie, because
the job of building the world has
already been firnished. And that
15 a tremendously huge task.”

Chris Sanders, Director
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“Our CG tools have come such a long way
since the early days of the studio. Today,
we have a whole new set of proprietary
software—a huge new update for animation,
lighting, and surfacing—and the results are
fantastic. These new tools make it even eas-
ier for artists from traditional backgrounds,
They're able to give you a lot more richness
of background. It's spectacular and scary
at the same time, because you can do sa
much today that you couldn’t do ten years
ago. But it's important to remember that
the heart of it all is good storytelling. These
are all tools in your toolbox to make the
storytelling better and the visuals more en-
loyable. The artists want to make the film
look better than the first movie. New tools
can be intimidating in the beginning but
the results make it worth it "

Bonnie Arnold, Producer
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movie "l"iDt‘l'.'J bring a very 50
our animatea char-

live-action quality to
his

acters. | loved the fact that adding t
beautiful sense of believable lighting
and texture to the car icatured charac-
ters and environments forced the movie
to exist in this middle zone between
animation and live action. This I5 a very
interesting area that is also occupied

by James Cameron’s Avatar. There's
enough whimsy present to make it feel
fantastical and enough reality to make

it believable, Far our project, this is a
very important quality because this is a
movie that you want audiences to be-
lisve that if you fall from a great height,
you might die, or if you get in the way of
dragen fire, you will get burned. Having
Hiccup lose his leg at the end of the first
movie is indicative of the real stakes
involved in this world. There is real risk
and peril and sacrifice, and the look of
the movie went a long way to reinforce
that fact.”

Dean DeBlois, Director
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the uitimate Shrek movie.”

Mike Mitchell

Gina Shay, Teresa Cheng

Aron Warner, Andrew Adamson,
John H. Williams

Patty Kaku-Bueb
Peter Zaslav
Max Boas, Michael Andrew Hernandez

Doug Cooper
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"Qur goal was to have this film be as endearing and as emotional
as the first movie. We aiso wanted to bring back that really
tough Shrek. | think of Shrek as the animated Tony Soprano.
He's allowed to be grumpy and yet still has heart. That's a
unigue trait for a lead character in a family film.~

Mike Mitchell, Director
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Aron Warmer, Executive Producer







ter that you hated so much and makes
you laugh at the same time He's like a
shyster. ral iawyer. & strip-mall lawyer—
you just hate him When he tricks Shrek
and becomes king in all his opulence.
you just want to stop tum.”

Mike Mitchell, Director






Tom McGrath

Lara Breay, Denise Nolan Cascino

Fe Stuart Cornfeld, Ben Stiller
Assoctate P er Holly Edwards

1 Diesig David James

Art Dir Timothy J. Lamb

Visual Effects Super Philippe Denis
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| was 50 Iu;hy to have a ot of support from my crew I'd worked
with them for many years, s0 it was uitirmately so rewarding to
cop the resuits of all cur work on the big screen. after several
years of dealing with the chalienges of directing a huge movie
like that and people giving you at least three years of their
creative lives, | remember how they screened the movie for the
crew at Universal and they had the whole street made up to
look like a Chinese street. The artists would come to me and say
‘Oh. I'm so proud of what | did and was able to create for the

movie” You know that's the best thing you can hear an artist say

to say that they're proud of the work that they did fo

r a mowvie

Jennifer Yuh Nelson, Director

Jennifer Yuh Nelson
Melissa Cobb

Jonathan Aibel, Glenn Berger, Suzanne Buirgy
rRaymond Zibach

Tang Khang Heng

Alex Parkinson
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“The movie had a more emotional side to it too. Po
was trying to figure out who he was and where he
was coming from, so it was interesting for us to take
this lighthearted character to such an emotional

| place [t didn't feel like we were telling the same
story and allowed audiences to connect with Po on

a deeper level”™

Raymond Zibach, Production Designer




“As technology changes and improves

with each movie, it helps improve the look
of each movie and we are able to deliver
better-looking, bigger worlds with each
sequel. So, for Kung Fu Panda 2. we could
take advantage of the new technologies

to create a bigger city and offer nonstop
action sequences in this world. This allowed
the production design to be more ambitious
and bigger than the first movie, and it was
all very exciting to me.”

Raymend Zibach, Production Designer
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“One of our main challenges was ta cre-
ate a story that would resonate on a
deep, emotional level, We were lucky to
end up with this classic redemption story
that focuses on this brave, nomadic lover
Of course, as the drama becomes more
serious, the joke becomes funnier as well
because we have a tiny cat at the center
of this powerful material.”

Chris Miller, Director
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Chris Miller
Joe M. Aguilar, Latifa Quaou

Andrew Adamson, Guillermo del Toro,
Michelle Raimo Kouyate

Tom Jacomb
Guillaume Aretos
Shannon Jeffries

Ken Bielenberg



“Puss In Boots is a pretty exciting char-

acter to bring to the screen, because |

think he's pretty special. What excited

me about the film was a chance to do

something different—we took him into a
pushed, stylized world, where we got to
play with big, symbolic shadows, in this
very colorful world.”

mmmm
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see that all of the houses are kind of tilted
Nothing is really straight. We have mi
ry th very u ed 1 tar g

to the shape
that Puss Is a very colorful character. We
gathered inspiration from Latin culture and
ooked at some Spanish movies. We wer
for less realis
more crazy. We got to play with b
ows, because Puss is a small character in a
very big world. In the Shrek mowvies, Puss
was about three feet high, when standing
in his boots, to balance always being with
shrek, a seven-foot giant. We realized that
in this world, that size wouldn't work—we're
in a human world without giants, so we put
nim back to a normal cat si
wore boots and stood upright

highting; we wer

ze ... if cats

Guillaume Aretos, Production Designer




Latita Ouaou, Producer
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Cchris Milier, Director
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I Eric Darnell, Conrad Vernon, Tom McGrath
I Mireille Soria, Mark Swiflt
Holly Edwards
Hendal Cronkhite
At 13 Shannon Jeffries

i ! Mahesh Ramasubramanian







mnnmnt ammn

H[; éﬁ F J Flrg

ACROBATICAS
ELEFANTES




N

DARING & PgP

“FooD'

She o Do ALMosT

W TRoPer. Mot wition
ANTHNG  Wid UNORNY
GeALE,

ey




S ﬂ'}E Cﬂhﬂ Flc_ui.Q/W?\ﬂ{J

D ,»’?.,T;rﬁg AMPS , PonEr BAeS,
<, MORES, r-*huum:-w&-B

BaKeD BEMRS S

I really love the way the circus was designed. e
an cld-timey traveling Circus—the whoie setup
with the calbope and Christrmas lights in the Dack
The therd mowie hit o lot of high points in terms
of both story and the overall art and design.”

Conrad Vernon, Director
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"Because we had hcense 1o celebrate the ammalion we iove
=

we revisited Disney’s Dumbo, especially the famous "Pink
Elephants on Parade”™ seguence. We were thinking, "Wow
we haven't seen that kind of otherworidly swreal type of

arumation on the big screen for a while,” and we had the op-
portunity to do that with the circus, in CG and in 3D. For me
it was just scraping the surface. | would love 1D see a whole
movie that was even more imagmnaltne ang really pushed

the envelope in a surreal mode "

« U3

Tom McGrath, Director




"In the third movie, we brought our
characters back into the human world
We essentiaily built Monte Carlo step-by
step. We actually went to the prncipality
and photographed every street and
sidewalk. Then we brought it all back to

the studio ancl used it all as refe

to build this massive environment, and
every building has as many polygons
and vertices as all the environments in
Antz put together! One of the conceits
of the Madagascar franchise 15 that

there are no parallel lines, so things
always a hittle askew. We did that with

our character designs but also carried

it out in our bulcdings and streets. You
couldn’t moded all those detalis by hand
espechally within the bime that we had

to produce the movie. But the smart

artists and techncians at DreamwWworks

were able to come up with a LEGO
hke system that would construct
buildings procedurally whilte keeping a
the artistic rules that we'd developed
and put in place. 50 this system

would construct these buildhmgs for us
automatically, putting in the windows
the balcomes, the moldings, etc —but
they all have this off-kilter, unbalanrnced
ook, 50 that overy window, ¢very doata

B unigud

Eric Darmmell, Director










“| think we really got it right on Madagascar 3. It brought the best parts of
the first two movies and added a whole new dimension to our characters. It
balanced comedy and emotions quite well and introduced moviegoers to
a whole new set of characters that were really fun, It was also the most de-
manding because it was a traveling picture and our characters were moving
from one very different location to another to another. There were two differ-
ent types of circuses—and the new animals, Stefano, Vitaly, and Gia, We could
let loose and go for it. We were aiso able to give a nod to that classic surreal
circus scene in Dumbo, while keeping everything fresh and contemporary.”

Kendal Cronkhite, Production Designer
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Peter Ramsaey

Christina Steinberg, Nancy Bernstein

william Joyce, Guillermo del Toro,
Michael Siegel

Tom Jacomb, Cameron Stevning
Patrick Marc Hanenberger
Max Boas

David Prescott






"I fell that Rise of the Guardians was the perfect movie
for me to do at the time as | had just adopted my baby,
who is six years old now. It had a great story and was
visually chalienging. There were so many characters
both main and secondary, and so many worlds, that
they each could be in their own movie, each with a
distinct view. storyline, and vision, if we weren't careful
Everyone involved with the movie—director Peter
Ramsey, producer Christina Steinberg, production
designer Patrick Hanenberger, visual effects supervisor
David Prescott. all the department heads, etc —we all
worked together to make sure all the different styles
and visuals came together as one distinct movie. it

was really important for us to have a cohesive look. |
think our big challenge was to create worlds that the
audience would believe exist out there, but they had just
never seen them before”

Mancy Bernstein, Producer
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We began our designs by Tk
giant 1o fi
 Pole ard ma

T

FeCod Wi sbd have

e 8 Castle v Lhe MNort
it completaly hidden from sight
answer was to create this magnificent
structure but have it tucked awary in a
giant ice canyon, s humans ¢ cgldnt
spot it if they fly over it in a helicopter

Patrick Marc Hanenbarger
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duction
it s
ters in the
them

the t real personalities
al-life attention to detail about their app
That was really our starting point.”

Peter Ramsay, Director







“Thera were several moments when | knew that the whole
project was coming together. | remember the first time |
saw Patrick’'s [Hanenberger] paintings of the North Pole and
the Tooth Palace Then there was the first time | saw the first
tests of the Sand Man visual effects or Hamish Grieve's sto-
ryboard for the scene in which Jamie sees Jack Frost for the
first time. It's always special when we get the first animation
tests and feel that we really nailed it, and that the character
is coming to life right in front of your eyes. | also think of
watching the film's composer, Alexandre Desplat, conduct-
ing the London Symphony Orchestra as they performed

his score at the Abbey Road Studios in London. Those mo-
ments were really amazing for me, but nothing quite topped
seeing the finished product with live audiences who were
totally engaged with it. To this day. | hear from people who
tell us how much they enjoyed seeing the movie with their
family. It makes the whole experience really gratifying.”

Peter Ramsey, Director
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"M artists were very excited by the challenge of creating
™ worid of the Croods, which was a prehistoric world that
*% created from scratch. In a way, everything was going to
‘ome from a place of fantasy, so it was going to fully engage
S imagination. So on the one hand it was an exciting
“apect. a world without boundaries where we could indulge
faage . DUt very quickly we leamed the curse of such
e e O Boundaries. no template. so no clear place 10 begin
TR 0ing to have to write the rule book on this new place

% Sanders, Director

Chris Sanders, Kirk DeMicco
Kristine Belson, Jane Hartwell
Christophe Lautrette

Paul Duncan, Dominique R. Louls

Markus Manninen
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Kirk DeMicco, Director
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When we werne beginning work on the movie, it seemed
o me that there were two camps of TG movie H
had realkstic backgrounds and Ccharacters and the L
ong had Cantoony Characters 0 & Cartoony Ww 3

hadn't seen these two approaches married togethes

‘C'!-‘-"\J Th‘a '|'7I"LT.|‘|'|'~"-"'"" L-t miore naturahst i~ 0T

ighting that was beginning 1o haDDas Y movies t

not at the axpense O

f iosing the fun, classi _# reCl

design that had been mastered the hand-draw

It was a gambie. | didn't know It was going to work. but
th
t

i did. Whan we Saw 1

W first sequi 2 UL 1T was

arat r\'!.xl vWe had to ke sure thi A X NG @
the environments was pushed a bit O ble } waith
more pushed designs of the Character. Dut for the i

;_',J” I wWas CHROr TNg@ Y i 1_,'1' WOLIL WOk

David Soren, Director

David Soren

Lisa Stewart

Susan Slagle Rogers
Michael Isank
Richard Daskas

Sean Philhps










David Burgess, Head of Character Animation
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=David [Soren] had a pretty specific idea of what he
wanted Turbo to look like. We had the concept of the
real world. When you set your mowvie in a house in Van
Nuys and at the Indy 500, the research snt hard to

do. We wanted to make these localions beautiful, and |
think we got there. | remember when Michael Isaak de-
signed this taco truck and taco stand, we knaw thal we
had captured the look we had sought for the movie

Lisa Stewart, Producer



t er ¥

i 2d 1 King at book i Internat in
i al i rt W n ! "I'.' -|II-|_' rnea .r ..:.'----II t
" nmutes to work and look at thir that
you try to ignore during the course of your day—

the highway overpasses, the power lines, the
street corners and railroad tracks, We had to go
there, photograph, study, and draw them, and
rediscover what is beautiful about all the things
we often see as white noise

Michael Isaak, Production Designer










"When | was a kid, | used to watch a lot of TV, and | was
a huge fan of Rocky & Bullwinkle and Mr Peabody &
Sherman, who were part of that series, | thought the
show offered a great fliip side of the classic boy and his
dog story by focusing on this amazing dog who is a
genius. Mot only is he a Nobel Prize-winming scientist
he is a world-renowned explorer and an Qlympic goid
medal winner in the long jump and the decathlon But
his life isn't complete until he decides to adopt a boy
named Sherman.”

Rob Minkoff, Director

D Rob Minkoi
I Alex Schwartz, Denise Molan Cascino
i trve P Tiffany Ward, Eric Ellenbogen, Jason Clark
David James
Art | Tim Lamb
\ Fifects & Philippe Denis
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“Mr Peabody & Sherman was the first film

192

I'd done based on preexisting charac-
ters, and it posed some very interesting
challenges. Jay Ward's original cartoon
was made at the peak of midcentury an-
mation and remains a beloved, simple,
and charming cartoon. The immediately
obvious guestion was how to translate

a minimalist 2D cartoon designed for
black-and-white elevisions into a fea-
ture-length CG film without ruining the
source matenal, and at the same time
create the nch cinematic experience that
audiences have come to expect. CG tools
tend to drag you into a wewrd hyper-
reality, and my biggest fear was that Mr
Peabody would end up looking like a guy
in a dog suit or that the world he lived

in would be so real that people would
unconsciously ask the gquestion, “Why is
the dog talking?” The challenge was the
opposite of Megamind in many ways, we
needed to create a caricatured world
fantastic encugh that no one would
question the existence of a genius talking
dog that adopts a boy and builds him a
time machine. To achieve the charm and
simplicity that the story needed required
that we spend a lot of time distilling the
images to their simplest constituent el-
ements: even the surfaces themselves
are simplified and caricatured. We paid
an enormous amount of attention to
controlling color stylization as it played
oul over the narrative. | found myself tak-
ing things out of the movie rather than
adding them on. The result (| hope) is a
deceptively simple yet rich film that has a
clear genetic link to the original cartoon.”

David James, Production Designer










“In our film's environment, stylized shapes are brought
into reality by texture and light to create a sense of
believability. This is also true in animation, whare
stylized characters are given naturalistic movements
gestures, and emotions to create that same level of
perceived raalism

Simon Otto, Head of Character Animation

Dean DeBlois
Bonnie Arnald
Dean DeBlois, Chris Sanders
i Kendra Haaland
Aaron Dem
Pierre-Olivier Vincent
Art b Zhaoping Wei
Dave Walvoord
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Dean DeBlois, Director
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In the second film, writer-director Dean DeBlois takes Hiccup
and Toothiess beyond the island of Berk, where they encounter
challenges and revelations that they could not have imagined
There's more adventure and more fun with all the heart of the
first film. Pierre-Olivier Vincent is the production designer, and
you can clearly see the influence of his art on this movie as well
For the original movie, he created this believable world of the
Vikings—it's a place that doesn't really exist but you'd love to
visit it if you could.”

Bonnie Arnold, Producer


















“The Empire Strikes Back is a great ex-
ample of a movie that was able to take
something that we love and expand it
in every direction: The scope got bigger,
the characters got richer—this idea of
new worlds, new gadgets, new cos-
turnes, new foes. Everything about that
movie was such an inspiration to me.










Tim Johnson

Chris Jenkins, Suzanne Buirgy
Kathy Altieri
Emil Mitev

Mahesh Ramasubramanian
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HUMAN WORLD

“It was very important for Jeffrey Katzenberg to stay away from a general
studio house style that you see in many of the other animation studios. At
DreamWorks, we try to create a style for each film that not only is appro-
priate for the story, but also is different from any other movie we've done.
Artists thrive on change. They are always looking for new challenges and
the ability to explore new styles. To be able to make 3 huge artistic shift
every few years is exciting and satisfying; it feels as if you're working at a
mmmmmﬁnmmm&ymmwmmdudhym
Mmﬂmmmmwmw
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Tim Johnson, Director
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ANNIE AWARD NOMINATIONS

« Directing in an Animated
Feature

* Music in an Animated Feature

» Production Design in an
Animated Feature

« Writing in an Animated
Feature

o [P o

THE PRINCE OF
EGYPT
ACADEMY AWARD ¥

+ Best Original Song
ter hwartz. “When You

ACADEMY AWARD ™
NOMINATION

= Best Original Music or
Comedy Score

mer (Orchestra

i

ANNIE AWARD NOMINATIONS

* Animated Theatrical Feature
ri ation and

tures

T VOIS A 1

T A E
MRS VOIS

* Directing in an Animated
Feature

= Effects Animation

= Storyboarding in an
Animated Feature

= Voice Acting

Raloyh Ei

[ B3RS )

=ad

GOLDEN GLOBE NOMINATIONS

= Best Original Score
Stephen Schwartz

Hars Jimimer

» Best Original Song

Srephen Schwartz “When You
Balieve”
THE ROAD TO
EL DORADO
March 31, 2000
ANNIE AWARD NOMINATIONS

= Animated Theatrical Feature
DreamWorks SKG

= Character Animation
Rodolphe Guenoden
Darlie Brewster

= Effects Animation
Doug [keler

= Music in an Animated Feature
Hans Zimmer
John Powell
Elton John
Tim Rice

= Production Design in an
Animated Feature
Chrstian Scheilewald

» Storyboarding in an
Animated Feature

= Voice Acting by a Male
Performer in an Animated
Feature

CHICKEN RUN
ANNIE AWARD NOMINATIONS

= Animated Theatrical Feature

DreamWorks Pathé Aarcdmar

» Directing in an Animated
Feature

FPeter Lorg

Mick Park

* Writing in an Animated
Feature
Karey Kirkpatrck

GOLDEN GLOBE NOMINATION

= Best Motion Picture,
Comedy/Musical

May 18, 2001
ACADEMY AWARD®

+ Best Animated Feature

Aron Warner

+ Best Adapted Screenplay
Ted Elbott
Terry ROssio
Joe Stliman
Roger S H. Schulman

AFl AWARD NOMINATION
= Movie of the Year

Aron Warner
John H Willams
Jeffrey Katzenberg

ANNIE AWARDS

+« Animated Theatrical Feature

5 | 3TN0 L 3 Wy = K

« Directing in an Animated
Feature

e
« Effects Animation

f { | armoirkatts

+ Music in an Animated Feature
..___lr.__ ‘_.r_ -; .I_

+ Production Design in an
Animated Feature

+ Storyboarding in an
Animated Feature

HODerT W

+ Voice Acting by a Male
Performer

EAdia B orris s

+ Writing in an Animated
Feature

Tarry Rogs
mar

Roger 5 H Schulmar
ANNIE AWARD NOMINATIONS

= Character Animation

Faul Chung

(R B b

GOLDEN GLOBE NOMINATION

* Best Motion Picture, Comedy
or Musical

ns



PGA AWARD NOMINATION

* Qutstanding Producer of
Theatrical Motion Pictures

SPIRIT: STALLION
OF THE CIMARRON

ACADEMY AWARD =
NOMINATION
« Best Animated Feature

ANNIE AWARDS

+ Character Design in an
Animated Feature

+« Effects Animation

Yancy Lindaquist

+ Production Design in an
Animated Feature

IC Lesmarcheher

+ Storyboarding in an
Animated Feature

Honne Del Carmer

ANNIE AWARD NOMINATIONS

» Animated Theatrical Feature

DreamWiorks

» Effects Animation

James Liowd

= Storyboarding in an
Animated Feature

Larry Lexar

Simon Wells
GOLDEN GLOBE NOMINATION

= Best Original Song, Motion
Picture

Hans Zimmer (musi

an Adams (lyrics)

Gretchen Paters (lyrics)

Bry
VISUAL EFFECTS SOCIETY
(VES) AWARD NOMINATION
= Best Character Animation

James Baxter

SINBAD: LEGEND
OF THE SEVEN
SEAS

ANNIE AWARD NOMINATIONS

« Character Design in an
Animated Feature

» Music in an Animated Feature

» Production Design in an
Animated Feature

SHREK 2

ACADEMY AWARD »
NOMINATIONS

« Best Animated Feature

Andrew Adamsor

= Best Original Son

cidentally in Love

Adam [
Dawvid Im
Matt e
David Bryson

Dan WVic ey

ANNIE AWARD NOMINATIONS

* Animated Effects

Jonathan Gibbs

Best Animated Feature

Directing in an Animated
Feature

Andrew Adamson
Conrad Vernor

Kelly Asbury

Music in an Animated Feature
Harry Gregson-Williams

Storyboarding in an
Animated Feature

Conrad Vernon

Voice Acting in an Animated

Feature

Antonio Banderas (Puss In
Boots)

= Writing in an Animated
Feature
Andrew Adamson
Joe Stillman
J Dawvid Stem
David M. Weiss

320 DREAMWORKS ANIMATION

GOLDEN GLOBE NOMINATION

= Bast Original Song

VES AWARD NOMINATION

« Qutstanding Performance by
an Animated Character in a
Feature

SHARK TALE

ACADEMY AWARD =
NOMINATION

= Best Animated Feature

ANNIE AWARD NOMINATIONS

= Animated Effects

= Character Animation

Ken Stuart Duncar

= Character Design in an
Animated Feature

Carlgs Grange

= Production Design in an
Animated Feature
Armand Baltazar
Samuel Michlap

Daniel St Pierre

= Writing in an Animated
Feature
Michael J. Wilson
Rob Lettermar

VES AWARD NOMINATION

= Qutstanding Performance by
an Animated Character in an
Animated Feature
Henge
Ken Duncan

7ol

] _‘_d.;_“.-r { -".\-'..__:,“. 1

MADAGASCAR

May 27, 2005
ANNIE AWARD NOMINATIONS

« Animated Effects
Matt Baer
Rick Glumac
Martin Usiak

« Animated Feature

» Character Design in an
Animated Feature

* Music in an Animated Feature

* Production Design in an
Animated Feature

« Storyboarding in an
Animated Feature

PGA AWARD NOMINATION

« Producer of Animated
Feature

VES AWARD NOMINATION

+ Performance by an
Animated Character in an
Animated Feature

WALLACE &
GROMIT: THE
CURSE OF THE
WERE-RABBIT

&

ACADEMY AWARD =

+ Best Animated Feature

AMNNIE AWARDS
+ Animated Effects

+ Animated Feature

DreamWorks Arimat

Aardman Animations Ltd

# Character Animation

aire Billott

+ Character Design in an
Animated Feature

Mick Park

+ Directing in an Animated
Feature
"1 ck |-":_|r+
Steve Box

+ Music in an Animated Feature
Juliar Mokt



+ Production Design in an
Animated Feature

Storyboarding in an
Animated Feature

Voice Acting in an Animated
Feature

Writing in an Animated
Feature Production

ANMIE AWARD NOMINATIONS

+ Character Animation

» Character Animation

» Storyboarding in an
Animated Feature

= Voice Acting in an Animated
Feature
i Bonham Carter

VEerend Heages)
PGA AWARD

+ Qutstanding Producer of
Animated Feature

larrir
aire Jenninas

VES AWARD

+ Outstanding Performance by
an Animated Characterina
Feature

wd Price (Gromit)

OVER THE HEDGE

19 2006
ANNIE AWARDS

+ Character Design in an
Animated Feature

35 Marlat

+ Directing in an Animated
Feature
Ty s e

warey Kirkpatnck

*+ Storyboarding in an
Animated Feature

Lary Graham

ANNIE AWARD NOMINATIONS

= Animated Feature

= Character Animation ina
Feature

= Production Design in an
Animated Feature

Storyboarding In an
Animated Feature

hom Enrgus

Voice Acting in an Animated
Feature
wWanda Sykes (

Challal

FLUSHED AWAY

November 2, 2006

ANNIE AWARDS

+ Animated Effects

Scott Cegalski

+ Character Animation in a
Feature

Gabe Hordos

+ Production Design in an
Animated Feature
Pigrre-Olivier Vincent

+ Voice Acting in an Animated
Feature
lan Mckellen { Toad)

+ Writing in an Animated
Feature Production
Dhck Clemignt
lan La Frenais
Chris Lloyd
Joe Keenan
Will Davies

ANNIE AWARD NOMINATIONS

= Character Animation in a
Feature
Line Korsgaard Andersen

» Directing in an Animated
Feature
David Bowers
Sam Fell

« Storyboarding In an
Animated Feature

Simon Wells
PGA AWARD NOMINATION

» Outstanding Producer of
Animated Feature
Cecll Kramer
Peter Lord

SHREK THE THIRD

ANNIE AWARD NOMINATION

* Directing in an Animated
Feature

b i i

VES AWARD NOMINATIONS

* Outstanding Effects in an
Animated Feature
Matt :.'--Il"
Lareq Hart
Krzysztofl Rost

At

witony Feald

= Qutstanding Performance by
an Animated Character in an
Animated Feature
lahn Cleese (King Harold)

willaume Aretos

im Cheung

Sean Mahoney

BEE MOVIE

November 2. 200

ANNIE AWARD NOMINATIONS

* Animated Feature
DreamWorks Ammation

Animation Production Artist

Michaal 1saak

» Music in an Animated Feature
Rupert Gregson-Willams

Storyboarding in an
Animated Feature
Massos Vakalis

= Volce Acting in an Animated
Feature
Patnck Warburton

GOLDEN GLOBE NOMINATION
« Animated Film
PGA AWARD NOMINATION

= Outstanding Producer of
Animated Features
Jerry Seinfeld
Christina Steinberg

KUNG FU PANDA

ACADEMY AWARD *
NOMINATION

= Best Animated Feature

ANNIE AWARDS

= Animated Effec

Animated Feature

Character Animation in a
Feature

Baxter

Character Design in an
Animated Feature

MNico Maript

* Directing in an Animated
Feature
lohn Slevenson

Mark Osborne

s« Music in an Animated Feature
Hans Zirmrmer
Johin Poweal|

= Production Design in an
Animated Feature
Tang Kheng Heng

= Storyboarding in an
Animated Feature

"

Jennifer Yuh Nelsor

= Voice Acting in an Animated
Feature

Dustin Hoffrman {Shifu

= Writing in an Animated
Feature
Jonathan Asbel

Glenn Barger
ANNIE AWARD NOMINATIONS

= Character Animation in a
Feature
Philippe Le Brun
Dan Wagnar

* Production Design in an
Animated Feature

Rayrmond Zibach

Storyboarding in an
Animated Featura
Alessandro Carlord

= Voice Acting in an Animated
Feature
lamas Hong (Mr. Ping)
lan McShane (Tar Lung)

AWARDS & MOMiNA G b L3



GOLDEN GLOBE AWy
MNOMINATION

« Best Animated Film

PGA AWARD NOMINATION

» Dutstanding Producer of
Animated Feature

VES AWARD NOMINATIONS

« Qutstanding Animated

Character in an Animated
Feature

= Qutstanding Animation in an
Animated Feature

Markus Ma

i

MADAGASCAR:
CAPE 2 AFRICA

2008

Movamibe

ANNIE AWARD NOMINATIONS

= Best Animated Effects

Fangwe Lee

= Best Writing in an Animated
Feature
E tan CLonen
Eric Darnell

Tam McGratl
VES AWARD NOMINATION

= Outstanding Animation in an
Animated Feature
Scott Paterson
Laurent Kerme
Andrew Wheeler
Greg Gladstone

MONSTERS
VS. ALIENS
March 27, 2009
ANNIE AWARD

+ Best Storyboarding in a
Feature Production

Torm Owens

AMNNIE AWARD NOMINATIONS

» Animated Effects

= Voice Acting in a Feature
Production

VES AWARD NOMINATION

» Qutstanding Effects
Animation in an Animated
Feature

HOW TO TRAIN
OUR DRAGON

Bd e T

WLL= 1 Lk L

ACADEMY AWARD
NOMINATIONS

= Best Original Score

Jahn Powell

= Best Animated Feature

Chris Sanders

Dean DeBlos
ANNIE AWARDS

+ Animated Effects

Brett Miller

+ Animated Feature
DreamWorks Animation

+ Character Animation in a
Feature
Gabe Hordos

+ Character Design in an
Animated Feature
Micolas Marlet

+ Production Dasign in an
Animated Feature
Pigrre-Olivier Vincent “POV

+ Storyboarding in an
Animated Feature

Torn Owens

+ Writing in an Animated
Feature
Will Davies
Dean DeBlois
Chris Sanders

+ Directing In a Feature
Chris Sanders
Dean DeBlois

+ Music in an Animated Feature
John Powell

322 DCREAMWORKS AMIMATION

+ Voice Acting in an Animated
Feature

ANNIE AWARD NOMINATIONS

* Animated Effects

= Best Character Animation in
a Feature

Best Character Animation in
a Feature
iavic Tevres

« Best Storyboarding in an
Animated Feature

Alessandro Carlon

= Yoice Acting in an Animated
Feature

arard gutler (Stoick )
GOLDEN GLOBE NOMINATION
= Best Animated Film
PGA AWARD NOMINATION

= Outstanding Producer of
Animated Feature
Bonme Arnold

YES AWARDS

+ Dutstanding Animated
Character in an Animated
Feature
{ Toothless)

Gabe Hordos
Cassidy Curtis
Manette Marnnus
Brent Watkins

Outstanding Animation in an
Animated Feature

Bonme Arnold

Craig Ring

Simon Otto

*

Outstanding Effects
Animation in an Animated
Feature

Andy Hayes

Laurant Kerme

Jason Mayer

Brett Miller

SHREK
FOREVER AFTER

May 21, 2010
ANNIE AWARD NOMINATIONS

= Animated Effects
Andrew Young Kim

= Production Design in an
Animated Feature

= Storyboarding in an
Animated Feature

* Music in an Animated Feature

= Volce Acting in an Animated
Feature

VES AWARD NOMINATIONS

« Qutstanding Animation in an
Animated Feature

* Qutstanding Effects
Animation in an Animated
Feature

LR T =

MEGAMIND

T
ANNIE AWARD NOMIMATIONS

* Animated Effects

mrZyszl L

» Character Animation in a
Feature

Al Ty o
“ark L) ¥a .

Anthory H rAgsor
= Character Design in an
Animated Feature

Timothy J Lamb

s Storyboarding in an
Animated Feature

Catherine Yuh Rader

Writing in an Animated
Feature

Alan Schoolcraft

L:'I-Q.'.-".. S P

VES AWARD NOMINATION

* Qutstanding Animated
Character in an Animated
Feature

David Cros

5 (Minion)

Rani Naa
Duck Walsh

Adrian Tsang

ar




KUNG ' PANDA 2

ACADEMY AWARD»
NOMINATION

« Best Animated Feature

ANNIE AWARDS
+ Directing in a Feature

+ Production Design in a
Feature

ANNIE AWARD NOMINATIONS

« Animated Effects

« Best Animated Feature

« Character Animation in a
Feature

« Editing in a Feature

» Storyboarding in a Feature

* Voice Acting in a Feature

har

PGA AWARD NOMINATION
« Qutstanding Producer of
Animated Feature

VES AWARD NOMINATION

= Qutstanding Visual Effects in
an Animated Feature

PUSS IN BOOTS

on

ACADEMY AWARD®
NOMINATION

* Best Animated Feature

Chiris M |1y

ANMNIE AWARD NOMINATIONS
= Animated Effects in an
Animated Production

« Animated Feature

* Character Animation in a
Feature

« Character Design in a Feature
= Directing in a Feature

= Editing in a Feature

LA LA I

Music in an Animated Feature

= Storyboarding in a Feature

T | a7
=] LOga

Voice Acting in a Feature
rach Gahfianakis (Humpty

Alexander Dumpliy)

GOLDEN GLOBE NOMINATION
= Best Animated Feature
PGA AWARD NOMINATION

= Qutstanding Producer of
Animated Feature
oe M. aAguilar

Latifa Luadil

VES AWARD NOMINATIONS

s Qutstanding Animated
Character in an Animated

Feature

Antomo Banderas (Puss In
Boots)

Laurent Canairo

Qlnner Staphytas

Ludovic Bouancheau

* Qutstanding Created
Environment in an Animated
Feature
{The Cloud Worid)

Greg Ley
Brett Miller
Guillaume Aretos

Peter Zaslav

» Qutstanding Visual Effects in
an Animated Feature
Chris Miller
Ken Biglenberg
Guillaume Aretos
Joe M. Aguilar

MADAGASCAR 3:
EUROPE’S MOST
WANTED

ANNIE AWARD NOMINATIONS

* Animated Effects in an
Animated Production

= Character Design in an
Animated Feature

s Production Design in an
Animated Feature
Kenda roarik it e
Sl
Kenard W FPak

« Storyboarding in an
Animated Feature
Rab Ko

RISE OF THE
GUARDIANS

ANNIE AWARDS

+ Animated Effects in an
Animated Production

Andy Hayes
David Liptor
Carl Hooper

+ Storyboarding in an
Animated Feature

Johane Matte
ANNIE AWARD NOMINATIONS

= Animated Feature

DreamWaorks Arumation

= Character Animation in a

Feature
David Pate
Philippe Le Brun
Pierre Perifel
» Editorial in an Animated
Feature
Jowee Arrastia
« Music in an Animated Feature

Alexandre Desplat

» Production Design in an
Animated Feature
Parry Dixon Maple
Woonyoung Jung
Patrick Marc Hananbarger
Max Boas
Peter Maynez
Felix Yoon

« Volce Acting in an Animated
Feature

GOLDEN GLOBE NOMINATION
= Best Animated Feature
PGA AWARD NOMINATION

* Qutstanding Producer of
Animated Feature

VES AWARD NOMINATIONS

= Qutstanding Animation in an
Animated Feature

= Outstanding Created
Environment in an Animated
Feature

« Qutstanding FX and
Simulation Animation in an
Animated Feature

tephen Wood

NARDS & NOMINAT N 313








