Buena Vista’s “The Chronicles of Narnia:
The Lion, the Witch & the Wardrobe”

out making him look too human,” Letteri says.“This is an animal, and
he’s thinking things that you might understand — but, on the other
hand, you really don’t.”

For the sound department, the primary task was to give Kong “soul,
character and as much real-life presence as possible,” says Ethan Van
der Ryn, the film’s sound designer and co-supervising sound
editor (with Mike Hopkins).

“Kong’s” sonic tour de force is a battle between the primate and
three tyrannosaurus rex dinosaurs.

“It’s a 10-minute sequence with no dialogue — apart from Ann’s
(Watts) screams, grunts and groans — so it’s all about the vocals of the
dinosaurs and Kong,” Van der Ryn says. “The challenge was to keep
them from sounding too much alike so that it was clear in the middle
of the mayhem who’s vocalizing.”

War of the Worlds

Steven Spielberg’s Paramount actioner “War of the Worlds” did
not require a single actor to bring its creatures to life but nonetheless
challenged its visual-effects and sound departments to give the film’s
towering alien machines of destruction, known as tripods, the person-
alities of living, breathing organisms.

“Steven wanted it be absolutely organic-sounding and not sound
like it was electronically synthesized,” says sound designer Randy
Thom, a two-time Oscar winner who portrayed the tripods” tentacles
by combining recordings of turbine engines (sans the lowest frequen-
cies) and electrical buzzing.

For the tripods’ terrifying, foghornlike “voice,” sound designer and
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supervising sound editor Richard King used the call of a didgeridoo
(an aboriginal Australian wind instrument made of hollowed-out
eucalyptus branches) processed with computer plug-ins.

The tripods” visual design required a team effort by production
designer Rick Carter, ILM senior visual effects supervisor Dennis
Muren, the conceptual design teams of Ice Blink Studios’ Doug
Chiang and ILM’s Ryan Church, and Dan Gregoire and his previsual-
ization team.

“We wanted the tripods to look very mepacing, but nothing too
futuristic,” says Muren, a nine-time Oscar winner who headed
“War’s” ILM team with visual effects supervisor Pablo Helman.
“They’re not floating; everything is heavy so that you can relate to it.”

The Chronicles of Narnia

In Buena Vista’s “The Chronicles of Narnia: The Lion, the Witch
& the Wardrobe,” computer-generated imagery combines with
practical makeup effects to create a veritable wildlife preserve of
mythical creatures ranging from talking lions, wolves and beavers to
goblins, Cyclopes and ogres. Some of “Narnia’s” creatures (including
the beavers, animated by Sony Pictures Imageworks) are entirely CG.
but the film’s half-man, half-beast characters — such as fauns, centaurs
and minotaurs — are largely practical makeups by KNB EFX Group’s
Howard Berger, with the lower portions (specifically the reverse-
jointed legs) filled in digitally by ILM.

Each of the minotaurs features a 15-pound articulated head that
was radio-controlled by three puppeteers.

“When you’re doing something like that and trying to create a char-
acter, you have four brains that
have to combine into one,” says
Berger, who led a team of 42
makeup artists on “Narnia.” “You
have to see what (the actor) does
in rehearsal then come up with
what you’re going to do. The
head has to follow the eyes; the
body follows the head.”

The film’s climactic batde
scene used Massive software.
developed by Weta Digital for the
“Rings” films, to turn about 150
on-set creatures into virtual
armies totaling 20,000.

“Some of the shots (in ‘Rings” |
had 100,000 or more characters.
but it was basically half-a-dozen
different types of bipedal crea-
tures that were all sort of similar.™
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