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Letter From the Editor:
In this issue you will a great interview with the legendary Will Vinton. Mr. Vinton was kind enough to talk 
to us about his life and career as one of the major influences in our industry. We owe him a huge thank you 
for granting us the opportunity to talk with him. We hope you will feel as inspired as much as we do from his 
words of wisdom. 

On another note, I am currently playing catch up with this issue. Though this is marked as the December 
Issue, it is actually being released in late January for a number of reasons. The first reason is since this is 
such a small publication with only a few contributors; I am faced with most of the responsibility for produc-
ing it. This involves many many hours of work. Since there are so few advertisers I must spend most of my 
available time dedicated to my Visual Effects Company and often this means hours of animating and bring 
in income to pay the bills. I’m not complaining about getting work though in these hard times. Also, being 
privileged enough to be paid to do what I love is a dream come true. But what I’m really saying is, sorry for 
the delay. 

We should be completely caught up by the end of February and back on schedule. The crew and I would like 
to thank you very much for your support and dedication as readers and we hope to provide you with more is-
sues for years to come. With much appreciation I would like to thank you and hope you enjoy this issue.

Keep Animating

John Ikuma
Executive Editor
Stop Motion Magazine
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Add explosions, eye 
movements, mouth shapes 
and more with the Frame 
Painter tool

Prop your puppets up, 
including flying objects with 
ease using the Rig Removal 
tool

Adjust timing live on 
set, copy and paste 
frames with our unique 
thumbnail Editor tool

As used by Aardman 
Animations: 
• Wallace and Gromit 
• Pirates (feature film)
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• Timmy 

Professional Canon and Nikon DSLR camera control from $185 (USD)  
wwww.stopmotionpro.com

Now everyone is a professional...
Stop Motion Pro does a lot more than capture frames from a camera to a computer then 
play them back in realtime.  For over 10 years we have been building a comprehensive 
toolset that gives students, teachers, independent and professional animators the 
power to make award winning films.  
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Tool- Review: Bench Top Cut-off Saw
By Pike Baker

One of the biggest challenges to making an armature for you puppet is cutting 
your materials so that they don’t have wrong angles or rough edges. Tradition-
ally you would use a hacksaw or if you had enough money to get some power 
tools you’d purchase a Dremel. Those options are great and in expert hands can 
yield professional looking cuts for your puppet building. But one thing that of-
ten slows a project way down is the amount of time it takes to build a puppet. 

So here enters the “Bench Top Cut-off Saw”. This little device is super fast and 
very affordable. So I thought I’d give you a run down of what this little monster 
can do. Out of the box it’s set up and ready to cut small wood pieces like balsa 
wood or small dowels. But its saw tooth cutting wheel should not be used for 
cutting metal stock since it will only destroy the blade and make a total mess 
of your work.

There is a solution to this and it’s also very reasonable. Micro Mark (micromark.com) offers not just the “Bench Top Cut-Off Saw” 
but also little cutting discs that resemble the cutoff wheels that you’d attach to a Dremel. The difference here is that the wheels are 
larger and are made for the Cut-Off Saw. Removing the first blade from the saw was a little difficult, but with some effort I was able 
to remove it and replace it with the new disc. 

One of the great things about this tool is that it is very easy and simple to use. You clamp the metal stock or tubing into the built 
in clamp system. You then press the power button and lower the blade using the built in handle and away you go with cutting. The 
results are great for an under $30 power tool. With armatures there has always been an issue with sanding the cut pieces of metal. 
With the abrasion disc in the cutoff saw you will find that it not only cuts the piece clean but it also sands as it cuts. Another great 
feature of the tool is that the clamping system allows you to change the angle of your cuts. So if you need an angled piece of metal 
or wood you can set your clamp to the desired angle and then cut away. 

In conclusion I’d like to say that this is probably one of the most important tools you could purchase for yourself and your studio. It 
not only reduces the hazard of cutting metal but also gives you a clean professional look without spending extra time refining your 
work. Currently there are two companies that sell the “Bench Top Cut-Off Saw”, HarborFreight.com and MicroMark.com both of-
fer the tool, but after doing some research I could only find the abrasion discs at Micro Mark. So don’t wait, get this power tool and 
make your life easier. 



Book Review: 
The Cuter Book 
(Author: Aranzi Aronzo)
Review by John Ikuma

If you’re ever stuck on character design or your animations over 
all design, there are some great resources out there that you should 
consider looking into for inspiration. One such book is “The Cut-
er Book” by Aranzi Aronzo. This particular book covers how to 
make fluffy felt creatures with very little effort or skills required. 
It covers sewing techniques, templates, and methods that you can 
use to design your own characters. The book is filled with draw-
ings and pictures that make every instruction easy to understand. 

This is also one book in a series of books that cover the same 
subject but show even more designs and methods on how to make 
these fluffy felt characters. I highly suggest getting this book if 
your looking to get a little inspiration and develop a style all your 
own. The best part of the book is the fact that all the materials are 
cheap to buy and you could literally make hundreds of these char-
acters for under $50 in materials. You can find “The Cuter Book” 
on Amazon.com or order through your local book store.







Will Vinton is a larger then life living legend. Not only has his 
definition of clay animation “Claymation”, become a house-
hold name, but his energy as a filmmaker has left an inspiring 
mark on our society. We asked Will to take time out of his 
busy schedule to talk to us about who he is and what it took to 
become such an iconic person in our day and age.

SMM: What got you into using clay for animation?

Vinton: I was at the University of California in Berkley study-
ing Architecture, and was really interested in filmmaking. In 
fact I think I would have been enrolled in a film curriculum 
if there had been one. But I was in architecture, and liked the 
curriculum a lot. One of the things that got me into clay was 
that I got really inspired by Antoni Gaudi, the Spanish archi-
tect that did all this organic structured architecture in Barce-
lona, Spain. I started designing with clay because I figured that 
to create these organic shapes, you really couldn’t use the typi-
cal t-square and straight edges and so forth. You had to sculpt 
the shapes. So I devised ways to sculpt and design buildings 
with clay, and then sliced them so you could do sections and 
different things. It was pretty cool.

As I said, I was already experimenting with filmmaking, and 
in a sense it was probably my first love. I was doing stop 
motion and pixilation experiments. So it was really a case of 
designing and working with clay along with other architect 
and artist friends, and kind of crossing paths with stop motion 
animation, doing early tabletop stop motion work. I had done 
some experimenting with stop motion, just in creating build-
ings. 

I would create a whole new building and then have a stop mo-
tion camera move through it in stages, to give a feel for a point 
of view experience, kind of like walking through a building. At 
the time, that was something that didn’t exist which was kind of 
cool in and of itself. You have these nice scale models that you 
go through and know what they feel like. People are so used to 
interpreting what they see on the screen as being real, that it was 
kind of fun and fairly impressive to do that kind of stuff.



So I had already been doing a little bit of stop motion work 
with that, along with pixilating people. So the clay seemed 
like a natural kind of thing. I found it to be delightful and 
an enormous amount of fun for myself and for architecture 
and artist students at the time. I remember saying to my-
self, after getting some of these rather impromptu anima-
tion sequences back, that it was something that I needed 
to explore much further, because it had so much life, and 
there was so much life in these simple experiments. It just 
screamed to be expanded and explored much further than 
it was, and much further then I had seen anything currently 
at that time. There wasn’t that much that had been done 
before, with the exception of things like Gumby and so 
on. But they were still pretty crude. So these slightly more 
sophisticated experiments felt like they were unique and 
different.

SMM: With your early work you won an Academy Award for 
Closed Mondays. Can you describe the feeling that you had when 
you won that award at such an early stage in your career?

Will Vinton: Winning the Oscar was kind of a heady experience for 
a young filmmaker who was relatively just starting out. It was re-
ally a testament to the strength of what we had been doing in terms 
of experimenting. After college I got out there into the work place 
and did whatever I could in the world of filmmaking. I worked in 
commercials, documentaries, industrial documentaries and those 
sorts of things. A little bit in San Francisco, in Los Angeles, and 
then I moved up to Portland, Oregon. I gained a lot of the cinema-
tography skills, I think, by doing commercial projects and editing. 
I think I learned the most from doing editing, and even some writ-
ing and directing as well. In the mean time, over the span of three 
years, I was gaining those skills. I had continued in the basement 
of my house with a bunch of experiments. There were several dif-
ferent experiments with clay animation. I had a little mini setup in 
the basement. 

Closed Mondays was written and created in some ways to sort of 
show off some of the more elaborate and more interesting aspects 
of clay animation that I had been working with. I recruited Bob 
Gardner, who was a sculptor and artist friend that I lived with 
when I was in Oakland, California. He came up and we worked 
together on this project to show the world what some of the pos-
sibilities were for clay animation. It was fun because of the way 
we structured it. The story was of an inebriated character that had 
to be inebriated because we had some trouble having him walk 
smoothly. So he had to be a drunk. We had him wandering into 
this art museum, and each of the art pieces that he experienced was 
another technique or approach to the use of clay animation. 



Winning the award and the hundreds that we won at the film 
festivals that year with Closed Mondays, was obviously very 
strong validation that in fact there was something very cool here, 
something worth pursuing further. After that I definitely saw it 
as the reason to focus on it 100% of the time rather than part 
time, weekends and evenings, the way I had been in the past. So 
I started doing commercial work and that started a period of ten 
years when we did nothing but what I think of as experimen-
tal projects. We took on new [projects] based on how we could 
explore Claymation, which is the word that we coined, and began 
to use this process to describe what we were doing. It grew into a 
small company with a number of different artists, and I guess the 
rest is history. 

SMM: In those early days were you using surface gauges to keep 
track of your animation?

Will Vinton: Yeah, it was all pre- frame grabber, so we used the 
typical stop motion techniques of surface gauges. We did use 
some kind of video, but it was just a separate video camera that 
you could put marks on the screen for. So very early on we were 
already messing with the idea of having a way of seeing where 
you were. But we didn’t really have video taps (feeds) on the 
cameras until much later. So we weren’t really looking through 
the camera that you’re actually photographing with. There was al-
ways this parallax problem between them. I think back then, stop 
motion was a little more about feel. The feel of what it was like 
performing it live. I think that with good animators today that’s 
still the case. They learn to feel it instead of mechanically figuring 
it out. Certainly things like onion skinning and so forth can help 
enormously. But people who are really experienced, I think, are 
still working a lot by the seat of their pants. 

SMM: You guys developed a lot of different ways of work-
ing with the clay and prepping it for animation. Can you talk 
a little about some of the methods you used in working with 
the clay?

Will Vinton: The clays came in a variety of types. Different 
manufacturers had different kinds of consistencies of clay. 
Some would be harder and therefore more structural, and 
others would be softer. All the clays that we used, you could 
heat and melt. In some cases if you had something that was 
soft and you wanted it to be a little harder you could mix in a 
little of the harder clay after you’ve melted it and you stirred 
it in. That effectively would harden it. I’m not too sure about 
the technical information because by the time we were doing 
really sophisticated clay stuff, the company had gotten to a 
fairly good size. So I’m not the best expert on hardening with 
what versions of stuff. But we did use different materials to 
create different consistencies, even softening it up. 



With some kinds of clays if you really wanted to soften it and if you 
wanted a lot of pigment you would put acrylics into it. Which gave 
it more of a soft fluid quality and made it more painterly. You’d get 
it on your fingers so you’d have to keep them a little cleaner. There 
was a particular kind of wax that Barry Bruce would use to harden 
the clays, but I’m not the best expert to ask. 

SMM: What would be the reasons for altering the clays?

Will Vinton: If you had something that you didn’t want 
changed as much, you would use a stiffer clay then something 
else that would be quite fluid and soft. 

SMM: The Adventures of Mark Twain was a pinnacle for 
clay animation in terms of look and feel of the animation. 
What led to achieving such an amazing film that is com-
pletely in clay?

Will Vinton: The Adventures of Mark Twain is really an 
accumulation of what I think of as the experimental stage of 
our Claymation years. It accumulates 6 or 7 years of doing 
a lot of different experimental films, which included Closed 
Mondays, Mountain Music, The Great Cognito, Legacy, Di-
nosaur, Claymation (the documentary), as well as some half 
hour films, Martin the Cobbler, Rip Van Winkle, and The 
Little Prince. So we had done a few things, and each one in 
some way or another went in different directions to experi-
ment further and explore what the clay could do. So when 
we decided to make a feature movie, we picked something 
that had a variety of characters, and a variety of sequences 
in it that allowed for some stylistic variations and therefore 
the use of different techniques. 

There was a film that we did during our experimental stage 
called Claymation which was done with clay painting. Joan 
Gratz did most of the artwork on it. It was another interest-
ing technique, which is really a 2D technique using clay. 
But as an example, when we made Mark Twain we decided 
that everything should be 100% clay. So to make the skies 
and the atmospheric elements, the water, and to make sure 
everything feels like its one piece, we used clay paint-
ings-- layers of superimposed images that gave a real sense 
of depth. So Twain was technically an accumulation of the 
whole experimental phase, and we were really purists about 
what we were doing with that film. It was very much sort of 
the pinnacle of the ultimate Claymation. 



In other words, a film like that will probably never be pro-
duced again because it was so labor intensive and there were 
no special effects. These days if you were doing that same 
type of film you would use a lot of CG elements and so forth, 
but we were absolute purists about the fact that every frame 
was to be filled edge to edge with clay. 

I had seen, as a film buff and film fan, a lot of stop motion 
examples from Eastern Europe and various places, where I 
felt like if some particular material appeared or was obviously 
in the frame, it sort of pulled me out of the story. Like if you 
were watching a character and then you noticed that the fabric 
on the clothing of the character was a big heavy duty burlap 
weave. Then suddenly you are paying attention to the materi-
als rather than the performance and the story. 

The same is true with set elements, if you see the edge of a 
plywood sheet or something, suddenly the scale was changed 
for you and you’re pulled out of the story. The purism came 
out of that. Yes people would be astounded by the fact that it 
was all clay. Let’s hope they kind of get over that with in the 
first 5 minutes of the movie and then forget about it com-
pletely. Because there are no clues that anything is different, 
it just is what you thought it was, clay. I don’t know if that 
worked or not, but the point is that we were very really trying 
to be extremely pure about it. To that extent I believe that The 
Adventures of Mark Twain is probably a very unique film that 
will never be duplicated.

SMM: Are there any characters still alive from those days, like 
the Noid, or the California Raisins?

Will Vinton: There are a few Twain characters that we preserved 
under glass. With the California Raisins there are even fewer. We 
did hard copy versions of them out of Sculpey or even cast materi-
als. So there are a few models around. I actually have a few Twain 
models and if they’ve been kept under glass and protected away 
from heat and can’t get any dust on them then they’ll survive 
surprisingly well over the years. Mostly though, the clay is inten-
tionally a very malleable material that isn’t made for permanence, 
it’s made for temporary use and for being able to manipulate it in 
front of the camera. 

SMM: Did you have any problems using latex with clay when 
working with the puppets?

Will Vinton: Technically I’m not certain of that much of a prob-
lem, we mixed them sometimes. Probably infrequently, it’s not 
often that you would use both. 



But on a show like The PJ’s, which were foam latex characters, 
if you needed an extra eyebrow shaped thing, or mustache, or 
mouth element, or something else on it, it was easy to make it out 
of clay and then apply it. But it wasn’t a regular habit where we 
would mix those elements together. 

The foam latex materials are remarkably not a very durable mate-
rial themselves. Which is amazing because you’d think that once 
you cast them they’d be permanent. I have some foam latex mod-
els that are not nearly as old as the Twain models and they’ve 
completely deteriorated just on their own and have become 
sticky masses. It’s so easy if you have all this clay around that if 
you need something that is sculptural in nature and it’s so easy to 
create it on the fly and apply it to your character.

SMM: Can you talk a little about selling Will Vinton Studios 
and where you are now?

Will Vinton: Well, the company had grown to be really large 
by its 25th year or so. We had done a number of TV shows. We 
did something like 52 episodes of The PJ’s and I think a dozen 
episodes of Gary and Mike. By that time we were doing 70 to 
80 commercials a year and a whole lot of other things, like 3D, 
and music videos. So there was a lot of production work on an 
annual basis. The company had grown at that time to some-
thing like 450 people, which was just amazing. 

For me personally, frankly for a number of years toward the 
end I had been looking for ways to get back into doing what 
had got me into it in the first place, which is to be a filmmaker. 
One of the things that we did, which we had hoped would 
work, was to bring in “professional management” as opposed 
to artist management as we called it. In some ways that was 
really helpful and in other ways it didn’t really allow me to 
necessarily get back to filmmaking. So we had some financial 
downturns, ironically for the first time in the history of the 
company we started losing some money. We probably didn’t 
let go of enough staff or something at the time after having 
ballooned up so large. It was a combination of financial chal-
lenges and so on that I left the company in 2003. But for me 
the silver lining was that, though in some ways it was disap-
pointing to leave something you spend all your life building, it 
did allow me to get back to something that I had been wanting 
to do all my life, which is to be a filmmaker and also kind of a 
developer of stories. So that is what I’ve focused on in the last 
few years.  



SMM: Do you have any stop motion or Claymation projects in the works for the future?

Will Vinton: Yeah, I have several projects that we are about ready to launch and pretty excited about. They are all movie projects. 
There’s one that I’m really excited about that is kind of retro in a cool way and will probably be kind of a return to Claymation. 
Most of these projects are CG to be honest, but that’s partially because it’s such a versatile tool for a lot of styles. But there are 
others things that I think should be done in stop motion and those will be exciting to get back to and incorporate some of those 
great techniques. 

SMM: What are your feelings about 3D and stop motion?

Will Vinton: Well for me it’s nothing new. In fact for my entire career I’ve been hoping and wishing that 3D would be a viable 
market in the theaters. Along the way we developed a patented a number of ways for creating 3D in stop motion that we never 
really got to use very much. But we did experiment with them, including a system where you use a single camera system, over, 
under, right-eye, left-eye, right-eye, left-eye, alternate frame of the same frames that was created by a mechanical rig that worked. 
Actually it’s a similar system that was used with Coraline. We did a few things in 3D early on when we did the years of M&Ms 
work when they first launched into 3D which was computer animation. But that was pretty early on in 3D. We did a show for 
them called The Lost ‘M’ Adventure that still plays in Las Vegas at the M&M pavilion. We also did some stuff for the Disney film 
Captain EO with Michael Jackson; in fact that’s where I started working with him. So I’m just delighted to see 3D here. It’s so ob-
vious for stop motion because you’re dealing with a true 3 dimensional world and in some ways you have more control over that 
world than a live action crew even does. Of course computer animation in a sense is almost easier because you can render it from 
two different points of view; different camera positions in the same scene and you basically have a left eye and a right eye. With 
stop motion you do actually have to photograph that left and right eye in those positions to get the right 3D effect you want. But 
it’s fairly straight ahead and easy to do from a production point of view and now that 3D digital projection is happening, I hope it’s 
here forever. 

SMM: Since you created the term “Claymation” it’s become the generic household name for anything Stop Motion. What are your 
feelings about this?

Will Vinton: I guess at one level it’s kind of gratifying to see this word that you create, “Claymation”, sort of get picked up and 
used extensively. It’s fun to see a word that you created in the dictionary. When we first created it, it was really for the point of 
trademarking and it differentiates what we were doing aggressively with the sense of a lot of art in it. We wanted to separate it 
from other people’s work or other stop motion and clay animation artists as well.



I think the fact that it has become more generic is fine as a technique. It’s a little odd when it gets applied to things that aren’t re-
ally clay, that are just other kinds of stop motion. Or even used to describe CGI. In fact I remember once Steven Spielberg being 
quoted and talking about computer animation and he said something like “styles like Claymation”. So it’s interesting to hear it get 
used in those ways. I think ultimately it seems to be a good descriptive word and its fun that it is all over the world now. 

SMM: What are your feelings about the Digital Age of Cameras and Technology and its effect on the industry?

Will Vinton: I love the new tools that we have available to us now. I think back to when I was starting up with film, and what a 
huge process it was to make an animated film and put in the soundtracks, and do the special effects that you needed to do, and so 
forth. A lot of what we would do in camera, it’s so easy to do in effects now. So I am a huge fan of the tools. I have a lot of feel-
ings about all that though. There are pros and cons. I see people picking up the equipment now and being able to animate or be 
filmmakers very quickly, without knowing or understanding what they are doing in a lot of cases, if it’s the editing, or the lighting, 
or the camera work or any number of things, even in scripting or story creation. In the old days, it was the kind of thing where you 
wouldn’t spend the money, effort, or time if you didn’t have certain things in place.

If you didn’t have a good idea or story, then storyboard, and so on. So I’m a huge proponent for-- even with short films or small 
films-- to really plan and organize them very well. Creating and animating with your storyboards to pace it and test it on people 
and see if it works. Nowadays it’s easy to skip over that and just go straight into animation. So that part of it I think that anybody 
that cares about being a filmmaker really needs to study the classic elements of photography, sound, light, sculpting, and all the 
artistry involved in the making of good films. The tools are wonderful and they are relatively easy to pick up, that’s the good news, 
but that’s also the bad news. 

SMM: Are you teaching animation anywhere?

Will Vinton: Yeah, I’m teaching at the Northwest Film Center. I’m currently one class, one evening a week. It’s basically a kind 
of a pre-professional stop motion/Claymation animator class. It focuses on the art of breathing life into characters. Just for the 
immediacy of it, I’ve chosen to use primarily clay because it’s so quick. You don’t have to do casting with it like foam latex or a 
lot of model making; you can do so much with just clay blobs on glass. It’s fairly straight ahead to learn the basic principles of 
animation. I’m also a huge proponent of the basic skills animators need to learn. Not just beginners but pros, it’s something you 
need to constantly stay up on and just keep experimenting and trying, so you have realistic movement and real life that carries into 
the films. Even if you’re doing something fantastic, it’s required to pull an audience otherwise it doesn’t seem fantastic at all. Also 
next quarter I’m teaching an advanced class which is more focused on filmmaking. I may be doing two of them then, I’m not sure. 



SMM: What’s your feeling on frame grabbers?

Will Vinton: Essentially these tools that we are using now, like Dragon Stop Motion Software, stem from the early 
frame grabbers that were created. In fact we designed some of maybe the first ones. This is a long time ago, like 15 or 
20 years ago. But when you first had the ability to capture and store video frames, there was a quiet revolution in stop 
motion that happened, right at the point where these frame grabbers could be utilized. What you had before that was 
animators knowing and learning by feel how much of an increment of motion to make per frame. Using gauges and 
other techniques to sort of help you measure the distance. But what we discovered was that for younger and beginning 
animators, there was this huge learning curve that was created by having a recording of each of your successive frames. 
So that you could see the distances and the increment of distance for each of the successive moves. I think virtually 
overnight what we thought of for many years, the inherent jerkiness of stop motion potentially went away. That was 
pretty incredible because people had thought it was inherent with stop motion. 

Somehow or another you were shooting single frames and you were going to get jerkiness and of course we all know 
all film is made of single individual frames. You don’t think of live action being jerky even though it’s made up of 
single individual frames. So the truth is the jerkiness was cause by inaccurate increments of movement between each 
successive frame. So if something is moving smoothly it didn’t necessarily move exactly the same amount between 
each frame. Or if something is easing out it didn’t exactly decrease 50% each frame or whatever the numbers are. It’s 
funny because today you don’t even hear people talking about the inherent jitteriness as an objection in stop motion, 
because you see films like Corpse Bride and Coraline and many, many short films as well that have incredible smooth-
ness and are really just limited by how the animators and directors wish to stylize it. 

It was a really interesting thing because there was a real shift in what stop motion could do. In some ways it pre-dated 
the advent of computer animation, which had also picked up on that new smoothness that you see in television com-
mercials.









The Miracle Lady
Interview by John Ikuma

This last years Stop Motion Magazine Film Festival saw 
many great entries from around the world. Michal Abula-
fia & Moran Somer’s film “The Miracle Lady” was such 
a hit at the festival that it won two prizes. Their film had a 
beautiful an amazing feel and look for a project that was 
done on a shoe string budget. The obstacles that they faced 
while making the film in Israel, and how they pulled the 
film together is inspiring. We asked the pair to fill us in a 
little on who they are and what it took to make this award 
winning film.  

SMM: Tell us a little about yourselves. 

Moran & Michal: We are Moran Somer and Michal Abulafia, we graduated from the Bezalel Academy of art and design 
in Jerusalem a year ago (Miracle Lady was our graduation film). We paired up practically from day one at school, and 
specialized in stop-motion animation. We currently live in Jerusalem, and are trying to take our first steps in the com-
mercial animation world.

SMM: What inspired you both to work in the medium of stop motion animation?

Moran & Michal: We feel that one of the things that attracted us to do stop motion was our love for materials, textures 
and even finger prints of the artist. Another thing is that we are totally in love with puppets  and finally- we feel that 
stop motion is a very creative and very varied medium. There are thousands of techniques and you can always invent 
something new.



SMM: Why did you pick the story about the Miracle Lady?

Moran & Michal: We love folk tales, and we wanted to find 
characters that we identify with and love. We borrowed one 
of the characters- the servant Marcela-Merkada, from a folk 
tale, and the other character-  Fortuna, the old bride, from a 
poem by Yossi Banai- a Jerusalem born writer and actor, and 
made up a story about the two.

SMM: How long was your production?

Moran & Michal: Our production was very long, even in 
stop-motion terms: it took us more than 2 years. But it was 
mainly because we had a lot of breaks- we had to move 
out of our studio twice and look for another place, and we 
stopped and changed the script while shooting a few times 
too.

SMM: What kind of cameras did you use? Did you use any 
software?

Moran & Michal: We used a very simple Canon Power shot 
S3 – because we started with Stopmotion Pro 4 and that 
was what we had in the studios in Bezalel. After a while we 
changed to Animator HD, and recived a lot of help from 
Gregory Wroblewski- the developer of the software, thank 
you so much Gregory! But we had to stay with the same 
powershot, because the difference from switching to a DSLR 
would have been too big. That basically meant we had to 
have good lighting and plan our compositions well, because 
we couldn’t crop them too much afterwards.

SMM: What are your puppets made out of?

Moran & Michal: Our puppets have ball and socket armatures 
made by Moran Somer and Ricardo Werdesheim. The armatures 
are actually made from piercing-balls and from kitchen cutting 
boards (the ones you use to cut vegetables)- and they worked re-
ally good. Over that- the puppets are sculpted in regular foam, and 
covered with fabric. The heads are Fimo with plasticine for the 
eyebrows and mouths, and the hands are made of latex.

SMM: For your cutout animation did you use a vertical shooter or 
a table top?

Moran & Somer:  Not exactly! What we actually did was we built 
a glass layers table and had our tripod stand above it in a quite 
dangerous way, with one leg much longer than the others.  



SMM: Can you tell us a little about the lighting?

Moran & Michal: We didn’t know anything about light-
ing when we started, so everything was kind of trial and 
mistake until we reached the atmosphere we liked, with 
a lot of help from our friends and above all from Ricardo 
Werdesheim. We didn’t have a lot of lights- we got 2-3 
Dedo lights from the school, and we added an assorted 
combination of desk and night lamps, and even a real 
candle in one of the shots. We had one shot (a very long 
camera movement that goes 360 degrees around a room) 
where we actually animated the 10 lights we used, so it 
will look like the lighting is homogeneous and that time is 
slowly passing.  

SMM: Who are your heroes? 

Moran & Michal: As real fairy tale lovers, we must say Jim 
Henson, especially The Storyteller, for his amazing gift of 
giving life to creatures, and of course Jan Svankmajer, for 
being so amazingly weird, and the great Yuri Norstein.

SMM: What was the most challenging part of your produc-
tion?

Moran & Michal: One of the most challenging things was 
when we understood that there was no one in Israel that 
does puppet animation, and that though we were still at 
school, we had to learn a lot by ourselves. 

SMM: Do you have anything planned for your next pro-
duction?

Moran & Michal: We are planning our next short, and are 
currently working on 2 long scripts too! But actually we 
would really like to meet other stop motion filmmakers, 
and maybe work in another studio for a while- because we 
still feel we have a lot to learn. So, if anyone is looking for 
2 eager young animators that eat very little and really love 
to work long hours in dark places - drop us an email!







Boinx Software Gives Life 
to Aspiring Animator’s 
Unique Vision
Written by Cara Zambri

Tucked away in the rolling hills and rippling lakes of Louis-
ville, Kentucky, a young animator sits at his desk pondering 
his next brilliant creation. Inspired by nature and wildlife, 
his vision rests on his fascination with beavers and their 
day-to-day dam building, and bringing their various instinc-
tual rituals to life. The young animator is Ian Timothy, and 
the result of his vivid imagination is the latest addition to his 
stop motion animation Beaver Creek Episodes; a nationally 
recognized and award-winning series of expertly crafted 
short animations depicting the curious lives of beavers. This 
unique series not only raises awareness for beaver conserva-
tion, it portrays the limitless possibilities of creative technol-
ogy and the impact of art and expression in society.

Ian Timothy has always had an interest in animation and 
nature watching. In 2008, the young creative entrepreneur 
(he recently turned 16) decided to combine his two passions. 
With the help of Boinx Software’s iStopMotion, Ian began 
working on the Beaver Creek Episodes. The resulting series 
portrays exaggerated cartoon representations of beavers and 
other wildlife within their natural habitats. “I have always 
enjoyed being out in nature and studying wildlife. I knew 
that I wanted to create an animated series based on animals 
that I could research and observe in their natural state,” said 
Ian. 



The Martinez Beavers, an organization dedicated to the preservation 
of beavers in Martinez, California, have featured Ian’s Beaver Creek 
Episodes on their website for the past two years. Their support for the 
series resulted in the sale of Beaver Creek Episodes on DVD at a silent 
auction held during their annual Beaver Festivals to help raise money 
for beaver awareness and conservation. The quirky series has also made 
its way to The Lands Council Environmental Film Festival in Spokane, 
Washington. “Beavers are a keystone species, and need to stay in our 
waterways. With Beaver Creek I wanted to help educate people about 
beavers and why they are so beneficial,” said Ian. Putting his artistic 
talents to good use, Ian’s stop motion animations have not only im-
pressed people around the world, but also helped to increase awareness 
about the importance of environmental and wildlife preservation. 

With five Beaver Creek Episodes currently under his belt, Ian has 
certainly mastered the ins and outs of iStopMotion – and it’s only the 
beginning. In 2008, the idea to craft a stop motion animation series 
surrounding wildlife and the environment right outside his doorstep, 
quickly came to life. “Twigs” the beaver, “Drake” the duck, and an 
unnamed largemouth (loud-mouth) bass round out the unforgettable 
characters of Beaver Creek – with the occasional antagonistic otter 
thrown in the mix to stir things up. “Beavers and otters are actually 
enemies in nature. I thought it’d be fun to give Twigs a friendly-foe in a 
few episodes,” said Ian. 

Each character is carefully molded from clay, and placed in precisely 
built settings, fit with life-like streams, trees, and of course, beaver 
dams. Every episode begins with a catchy tune sung by Twigs and 
Drake, and goes on to capture the everyday antics of the Beaver Creek 
residences. From building a new dam, to battling an intruding otter, 
to playing in the snow, and ordering a new tree from “Treebay.com,” 
Twigs and his entourage of characters are always getting into some sort 
of trouble in Beaver Creek. “With each new episode I try to improve 
my animation and story lines. iStopMotion has drastically improved my 
ability to lip-sync and make my animation more life-like,” Ian com-
mented. He added: “I am also continually trying to develop the charac-
ters so they are more likeable and relatable.”



“I love stop motion animation because it blends art and technology – and yet, it isn’t perfect – you can still see that it is clay and handmade 
– and I love that. I am able to work in a fairly small space with just a laptop, an inexpensive camera and my imagination, to create an entire 
world,” Ian gushed.

Ian’s Beaver Creek Episodes are nationally recognized and have been awarded for their creative genius, technical brilliance and environmen-
tal and wildlife awareness. In the Fall of 2008, shortly after creating his very first Beaver Creek Episode, Ian was awarded the grand prize of 
$1,000 in the AT&T Virtual Science Challenge for his scientific video about beavers, combining stop motion with live action footage. In the 
spring of 2009, he was awarded fourth place out of 132 young animators in the worldwide “Morphmation” contest, a film festival honoring the 
most creative short stop motion animations around the world. His two-minute “Morph” animation received over 30,000 views on the Aardman 
YouTube® Channel. 

In 2010, the first three Beaver Creek Episodes won a regional Gold Key in the regional Scholastic Art and Writing Awards. All three episodes 
then went on to win national gold medals. Ian attended the award ceremony at Carnegie Hall in New York City, and his films were shown at 
both the Tribeca Film Institute and the World Financial Center Gallery. The young animator recently found out that one of his Beaver Creek 
Episodes will be showcased in the very first Scholastic Art and Writing Awards Traveling Exhibition – only about 100 pieces of outstanding 
artwork are chosen for this honor.

Ian is currently working on Beaver Creek Episode Six. When 
asked what he may want to do in the future, Ian’s response 
was not surprising. “I could see a career in animation, but I 
also like to keep my options open.” Imagine the possibili-
ties…

Watch Ian Timothy’s Beaver Creek Episodes here: http://
www.youtube.com/view_play_list?p=A75AF9C769EA009D

For more information on Boinx Software and iStopMotion, 
please visit: www.boinx.com.










