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Letter from the Editor
One of the best parts of animation is that when after all the hard work is done you are rewarded 
with a piece of art that you can share with the world. An even greater reward is getting the long 
over due praise that one deserves for such brilliant work. This issue features the television se-
ries PLASMO created by Anthony Lawrence, which is long over due for its masterful brilliance 
as an animated series. Mr. Lawrence’s contributions to the world of stop motion and the current 
work he does with teaching animation to youth is deserving of  great praise and admiration and 
we thank him for his time and contribution to this issue. 

I would also like to thank the always awesome Mr. Barry Purves for a fun informative inter-
view about his most recent work. We hope to have him in a featured issue next year so stay 
tuned. I would also like to thank Ms. Laura Yilmaz for granting us an interview and sharing her 
most recent work with us. I hope you enjoy this issue as much as I did making it.

Keep Animating

John Ikuma
Executive Editor 



Book Review: 
Painting with Light 
(Author: John Alton)

Review by Pike Baker

Painting with light by John Alton is most likely the most 
important book ever written about lighting techniques for 
film and photography. Though the book was written in the 
late 1940’s, this brilliant masterpiece of technical wisdom 
is just as important today as it was way back then. John 
Alton covers everything that a filmmaker needs to know 
along with covering subjects that are often overlooked by 
most people. For stop motion enthusiasts I can’t stress how 
important artistic lighting is, and Altons approach from 
lighting people to lighting environments is invaluable. The 
one draw back that this book has is the size and types of the 
lights mentioned in the book. For us living in the world of 
miniatures you simply need to just scale down the size of 
the lights you use compared with what Alton suggests. This 
book needs to live on your bookshelf and I would highly 
suggest getting it sooner then later. 

(Painting with Light / Author: John Alton / ISBN-13: 
N978-0-520-08949-5)
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Interview with

  Laura Yilmaz



Laura Yilmaz is not just your average animator/artist, but is also one of the coolest up and coming directors in the field. 
Her animation style is both classy and well defined along with bringing a unique approach to very tradition medium. 
We caught with Laura after she had wrapped production at the new StarBurns Industries Animation Studio in Burbank, 
CA and got to learn more about Laura and her most recent project. 

SMM: How did you get your start in Stop Motion?

Laura: I first started experimenting with stop motion during graduate school at the University of Southern California, 
where I earned my MFA in animation. Back in college, I became interested in animation through illustration, thinking 
of it essentially as a way to make my drawings move. But after doing a couple of drawn films, I burnt myself out on 
the process, and realized I wasn’t having fun anymore. I started dabbling in pixellation and stop motion and I’ve never 
really looked back. I love the visual quality, of course, but I also love the freedom to focus on the animation itself that 
comes from working with premade artwork.



SMM: Where are you originally from, and how did growing up in that area effect your artistic interests?

Laura: I grew up in a suburb of Boston, Massachusetts, which has some amazing programs for young artists. I was 
lucky enough to take classes at MassArt and the School of the Museum of Fine Arts when I was in middle and high 
school. Plus, 8  months of winter each year kind of forces you to be creative in finding ways to entertain yourself. 
There’s only so many snowballs you can paste upside your sister’s head.



SMM:  From seeing some of your past works it seems as if your style lends itself to using paper cut out 3d perspective. 
What are the advantages and disadvantages of using this method and do you explore other materials in your animation 
as well?

Laura: I definitely lean toward the paper cutout aesthetic, whether I’m working practically or digitally. Since I came 
to animation through illustration, I’ve always been drawn to tightly rendered, detail-oriented visual styles. The paper 
cutout technique really lends itself well to finely detailed artwork, although the flip side of that is that it can feel stiff in 
motion. You have to be smart about the way you use it, and I like that challenge. As for other materials, I can’t think of 
any prominent animation techniques that I haven’t explored, apart from 3D character animation. Layering mixed media 
in animation gives it a quality that can’t be replicated through purely digital means. 



SMM: There’s a lot of “awwh” factor in having attended and graduated from Harvard. Add to this the fact that you are 
an animator/director. How does it feel to turn heads in this industry with not just your history but also your talent?

Laura: A lot of other Harvard graduates manage to parlay their degrees into academic accolades and/or mounds of cash, 
which is like some baffling sort of alchemy to me. I pretty much only whip mine out when I’ve run out of concrete evi-
dence for my side of an argument. I’m not above dropping a “that’s not what they taught me...AT HARVARD” or two. 



SMM: What type of set up do you prefer to use when working in Stop Motion?

Laura: I always use a DSLR and Dragon Stop Motion for professional projects, although for smaller pieces it’s a fun 
challenge to skip the software and do everything in camera. I’m a huge fan of the DIY aesthetic.

SMM: Do you like working independently or with a crew?

Laura: I have much more experience working on projects independently, and since I can be a perfectionist and a con-
trol freak (i.e. an “animator”) I always assumed that I’d prefer work alone when possible. However, after working with 
some amazing people on the past few projects, I have to say nothing beats having a solid crew. You have to learn to let 
go a little bit, but having a pool of creative talent broadens the scope of your creative possibilities immensely. Plus, on 
set dance parties!



SMM: You recently made a series of PSA (Public Service Announcement) for the city of Long Beach, CA. What are 
they about and what methods did you use?

Laura: The PSAs were commissioned by the city of Long Beach to help publicize their vastly improved bike lanes and 
new bicycle share system, which has turned Long Beach into one of the most bikeable cities in the country. Southern 
California has a long history of being car country, and there’s definitely some confusion about the place of bicycles on 
the road. The PSAs explain the basic rules of the road through a series of love letters that show the budding romance 
between a car and a bicycle, begging the eternal question: can’t we all just get along? As someone who both occasion-
ally bikes and occasionally road rages at bikers, I figured I was in a pretty good position to provide a balanced perspec-
tive.

The animation is a combination of stop-motion, which I built as 2D planar puppets to mimic the look of ink-on-paper 
drawings, and digital 2D animation. The stop motion bits were animated by Musa Brooker, who did an amazing job of 
bringing the little bike and car to life, and DP’ed by Timothy Ryan, who was fantastic to work with. Elyse Kelly was 
our devoted animation assistant and she was a lifesaver. We shot the PSAs over two weeks at Starburns Industries in 
Burbank, CA, who were incredibly generous and supportive throughout the shoot. I know I’m getting a bit sappy here, 
but I really couldn’t have had a better experience with the crew.



SMM: What’s your favorite part of working in this field?

Laura: It sounds simplistic, but don’t think you can underestimate the luxury of being able to work in a field where 
you’re doing something you enjoy, while being surrounded by other people who enjoy doing the same thing. Stop mo-
tion especially feels like a real community, and the people are generally incredibly welcoming and helpful. 

SMM: Do you have any projects planned for the future? Are you allowed to share them with us?

Laura: I’m always scheming my Next Big Thing(s), but it’s a bit too early to tell which one will rise to the top first. 
Like any project, in the best case scenario it will be something awesome, and in the worst it will be a brief stop on the 
way to something awesome.





Barry Purves 
      Animates Tchaikovsky

Photo by :Keiron Nevison



The Legendary Barry Purves has recently completed work on his latest mas-
terpiece.  The work features a stop motion puppet of Tchaikovsky animated to 
music and Mr. Purves truly fills the piece with the heart and sole of the great 
composer. We thought it would be good to talk to Barry Purves and find out how 
this great film came to be. 

SMM: Could you tell us a little about how the Tchaikovsky project was born?

Barry: Tchaikovsky is part of a series of short films about Classical composers 
called Tales of an Old Piano produced by Irina Margolina through her company 
Studio M.I.R. in Moscow. We’ve known each other for many years but three 
years ago when I was on the jury in Annecy we met and she asked if I’d be in-
terested in a short film. Which composer though? We both wrote down Tchaik-
ovsky. I had Handel as a back up, just in case.

SMM: The Time Lapse that is available for viewing online is great and really 
gives a wonderful inside look at you working. Over how long was this time lapse 
filmed and how long were you in production of the film itself?

Barry:  The time lapse comes from a short sequence where Tchaikovsky is contemplating suicide and probably covered 
a day and a half of shooting. I started writing the film with Irina in October 2010 as soon as I had finished filming the 
last short, Plume, and my head was clear. I went to Moscow and to Tchaikovsky’s house in Klin – one of those occasions 
when all the frustrations and financial hardships of being an animator seemed insignificant. The fact that I could actu-
ally be touching the piano at which he composed so much music, well moments like that cannot be brought. The puppet 
started being built in January this year, and the music recorded in the same month. We started filming at the very end of 
March and finished filming in July. Post production was done in London and Moscow in August.
The trick about timelapse, that people often get wrong, is to film in the time frame of the puppet and not the animator. 
So often a camera just clicks away over every second, and the result is chaos, but click one frame every time the puppet 
moves, and you have something moving at its proper rate amid the chaos of filming. We have had so many hits for this 
clip.



SMM: The puppet that Mackinnon and Saunders 
made for you is beautiful. What materials is it 
made from and what is the scale of the puppet?
 
Barry: Tchaikovsky has a silicon skin over his 
skull, and silicon hands. I’m still not convinced 
about silicon for animation….I find it heavy and 
cold but it is durable and easy to clean. It lasts 
longer than latest, so economical pressures bow 
to that. He was about fourteen inches tall…any 
bigger would have been difficult. He would be 
too heavy and the set correspondingly too big for 
our space.

SMM: How many sets were made for the film, and what kind of tie-down method did you use?
 
Barry: This is the smallest budget I have worked with on any film, and whilst that frustrated me and caused me to have 
all manner of diva-ish moments, it did provoke some creativity in thinking how to tell the story. The other films in the 
series are mainly CG allowing for a big variety of locations and numerous characters. My puppet took up a consider-
able portion of the puppet. The budget would not run to camera moves, and we could only afford one set. But the effect 
of this is was to put all the emphasis on the puppet. The difficulty to me was how to introduce the other essential char-
acters in Tchaikovsky’s life – the use of flickering projections solved this neatly and economically. There’s simply no 
sense in building a puppet if it only appears for a few seconds. Even so I had to be careful with the amount of projec-
tions I used as even printing them ate into the budget. One happy result of the economic restrictions was the piano. I 
had intended that Tchaikovsky would sit and play the piano, and end up lying on in as in state. I simply could not afford 
to have a miniature piano built so he plays the ‘air’ piano, which internalizes it nicely and frees him up from sitting at a 
piano stool – it’s a very satisfying image to see him dancing around playing the piano.



SMM: Did you have to do any method acting preparation for getting into the character 
of Tchaikovsky before you started animating?
 
Barry: This film may be about Tchaikovsky but in many many ways it is hugely bio-
graphical. Tchaikovsky has always been a huge part of my life and I fear we share many 
passions and insecurities. I’m older than he was when he killed himself (a subject still 
open to much debate), and it’s not hard to connect with someone looking back over his 
successes, both personal and public. Whilst filming Plume in a small town in France last 
year, there was very little in the way of distractions, and this helped me immerse myself 
in several biographies about Tchaikovsky. Some audiences may question the unusual 
and awkward way in which I have Tchaikovsky hold his baton, but it is all there in the 
books. If you watch very astutely, Tchaikovsky appears to eat a bit of his music score, as 
indeed he did. I love those little details. I tried to get over his discomfort of performing 
publicly by having the puppet loosening his collar and fidgeting with his clothes.

I think I understand him, especially after spending some time in his house. Seeing all the 
rooms where he entertained, but then could retire to his own private space overlooking 
his beautiful garden made perfect sense to me. The extracts from his diary that we have 
used could easily have come from my own diaries.
Not so much acting preparation, though my intention was to find a style of movement 
that was part ballet, part conducting, part piano playing, and part swan. Above all I 
wanted to give him dignity in his movement, and there are only six seconds of unused 
footage in the whole film, where perhaps that dignity got a little lost.
The design of the puppet came from many photographs, statues, paintings and even the 
death mask that still exist.
The music though, was the biggest part of my homework. I studied every note of the 
music we used, enjoying discovering its’ construction and rhythms and accents. I’ve 
tried to choreograph every action to the music.
But oh, how to do justice to such a complicated man and so much great music? I would 
have loved a longer film but hopefully I have caught something of the man.



SMM: What kind of camera and software was used on this production?
 
Barry:  I used Springboard to storyboard the film, and we shot on a digital stills camera and used the excellent Dragon Stop 
Motion program. I must ask Dragon if there is away to playback the previous complete shot and add the current frame. That 
would be so useful to help maintain the continuity of speed and gesture between two different set ups. Our DOP was Justin 
Noe, who I worked with on Plume, and he set us up and kept an eye on us when he could, and then an excellent young cam-
eraman, Joe Clarke, looked after me on a day to day basis, and between them both the lighting is a huge part of the story. I 
think everyone actually achieved miracles in the circumstances.
 
SMM: Where can this film be seen?
The film is currently doing the rounds of many festivals along with Plume. The first four of Tales of An old Piano have been 
transmitted I believe on Russian TV. We are definitely open to offers. How we’d love to have the film screened before a 
feature. It’s a shame we missed ‘Black Swan’.





Plasmo
An Interview with
Anthony Lawrence
by:John Ikuma



Plasmo by far is one of the most historically important 
stop motion T.V. series to have ever been produced 
in Australia. Working with a small budget and a tiny 
crew, Anthony Lawrence brought to life an epic space 
adventure on a grand scale. Matte Paintings, Cloud 
Tanks, Real Explosions, this series has almost every 
kind of practical visual effect in it and blends them to-
gether seamlessly, while the whole time having been 
shot on film. The rag tag band of characters in the 
film are made from clay, latex, and even replacement 
methods for animation. In a time when the knowledge 
of many of these techniques wasn’t available freely, 
the film crew seamed to embrace the know-how of 
such technically difficult methods and run with them. 
Many of the crew that worked on Plasmo also went 
on to work one many other Australian classics like 
Mary and Max and $9.99.  

Storyline, Beautiful Environments, Awesome Charac-
ter Animation, Plasmo has it all. We were very lucky 
to be able to interview Anthony about his making of 
Plasmo and get a real insiders view of how this clas-
sic series came to be. 

Anthony has also graciously allowed the world free 
access to the Plasmo series on his YouTube channel 
( www.youtube.com/coredor ) along with sharing 
rare behind the scenes videos from the film. Check 
it Out!!!



SMM: How did Plasmo develop into a television show?  

Tony:  I originally made up the character of Plasmo in 1981. I was studying Film and Television at a Teachers College 
at the time and the first Super 8 Plasmo film I shot proved popular with the other students. So I got around to making a 
second, short Plasmo super 8 film a couple of years later. But I really craved for the professional look of 16mm with its 
invisible splices and better options for sound and visual quality. I really wanted to have a go at making a professional 
looking short film using the Plasmo characters. So I saved up, bought a second hand clockwork Bolex and worked part 
time as an emergency teacher for two years while I made “Happy Hatchday to Plasmo”.  Along the way I applied for 
film grants but was unsuccessful each time, so I ended up paying for the whole 26 minute film myself.  When it was 
completed I contacted the Australian Broadcasting Commission to see if they would be interested in showing it on 
television. In 1989 and after a three month wait I finally got the great news that they would agree to licence it!  That 
inspired me to think of making a Plasmo Series.
 I asked the Commissioning Editor at the time, Peter Jackson, if I were to create a series, how many episodes 
would they like and what duration. He said five minutes duration, as “interstials” between other programs, and that 13 
episodes was the standard.  It was still up to me however to find the money to make this happen.  In 1990 I managed to 
get a script writing investment from The Australian Childrens Television Foundation, and began fine tuning the series 
scripts. I found a producer and together we convinced Film Victoria, to funded a new pilot to use as a marketing tool.



That pilot “Plasmo and the Bookworm” was incorporated into the final series, and is why it has a slightly different look 
to it. It was shot in 1993, on a budget of $50,000. 
To get any more funding for a series, several things had to be in place. Firstly, a domestic pre-sale. Next, an overseas 
presale, and also a distribution guarantee from a distributor. It took two years to get all those in place. The ABC agreed 
to licence it in Australia, The BBC  pre-bought it for the UK, Beyond Distribution provided the Distribution Guarantee, 
and Film Victoria supplied the outstanding amount to make up the budget. In 1996 with the full budget available, the 
series production commenced.  It took about five months of pre production, and eleven months to animate. The core 
crew was only six, however the art department expanded and contracted as required with many talented sculptors and 
artists.  We had three animation units working simultaneously so we had replicas of all the main characters.  At the end 
of 1997 the series was completed, and broadcast. It was sold into about 24 countries. 

SMM: The characters seem to be a mix of different 
materials for the puppets. What different materials 
did you use?
 
Tony:   Plasmo and Parsty were plasticine over a 
fibreglass shell. That was so his head was not too 
heavy and it also allowed us to control his eye direc-
tion through a hole in the back of his head. The other 
characters such as Coredor, Professor Sashimi, and 
Joyce  were foam latex. They had quite complex 
forms so foam was the way to go there. Niknik was 
cast in solid plastic with joints. He had tiny rare earth 
magnets in his paws so he could stand upright. All 
the characters had rare earth magnets in their feet, 
and the sets usually had a metal sheet under them 
which the magnets would cling to.



SMM: What kind of clay did you use for Plasmo, and were there any problems in working with in clay?

Tony:  Back in the early nineties there was a company in Sydney called Newbound which made oil based clay or plasti-
cine. I actually drove from Melbourne to Sydney (700 miles) to check them out and buy some big “blocks” of plasticine 
(called “slugs”) from them in the colours I needed. The plasticine worked well, seemed malleable enough for the most 
case, but when Plasmo had to walk I remember the clay splitting and we had to fill in the cracks formed when the leg 
extended forward. Nowadays there are art supplies shops in Melbourne that have a range of great coloured  plasticines 
for stop motion, as well as for sculpting purposes.



SMM:The set design and props are brilliantly detailed. Can you tell us a little about the artists that made them and the 
process they went through from designing to building?  

Tony:  Originally when I made “Happy Hatchday to Plasmo” I just had a rough idea of shapes and made sets and props 
from junk, and whatever I could find. Nothing was really designed. However for the series we had Melbourne based 
illustrator Allister Hardiman doing conceptual illustrations of sets and props which were excellent. Sometimes how-
ever the art department had trouble copying them exactly due to time and budget constraints. The Observatory was an 
exception. The modelmaker who made it was an architectural model maker and he followed the design closely, even 
requesting blueprints! Some models which would feature in the stories were  outsourced to specialists. The librarians 
wheelchair was an example of that. The tracks had to turn, it had back and front practical lights and a moveable control 
knob. This was made by The Modelsmiths, a company situated on the Gold Coast.  They also made Professor Sashimi’s 
flying space laboratory, the Duorvin.  This model unfortunately got damaged in the post, but they were good enough to 
come down to Melbourne to make the repairs.    Character designer Fil Barlow worked on improving the Coredor and 
Brucho designs. Richard Mueck was the lead character sculptor. Nick Hilligoss, Priscilla Johnson and Helen Maier also 
sculpted various characters for the series.





SMM: There are some really cool cloud tank effects in the Plasmo Series. Was this difficult to do and can you describe 
the process you went through to get a successful looking cloud?
 
Tony:   Because I was a fan of special effects I really enjoyed the process of trying some of these effects out in my own 
show. The cloud tank effect I saw in Close Encounters of the Third Kind really impressed me, so I bought the large fish 
tank to try it out. The idea is to have a dense layer of water on the bottom half of the tank, and a lighter layer of water 
above. When diluted paint is injected into the water, it supposedly stops at the dense layer and rolls across it.   From 
memory we either used salt or sugar to make that lower layer of water more dense. We then gently put plastic over it 
while we poured in the fresh water on top. This prevented any mixing. Then we carefully slid out the plastic from the 
two layers.   The hardest part was getting an accurate light exposure reading.  We lowered  some white plastic into  the 
tank careful not to disturb the water layers,  and aimed the spotmeter at it to get a light reading.  It was a very laborious 
task to empty the tank, and then go through the refilling procedure so we  had a few cameras shooting from different 
angles to make sure we had enough footage.



SMM: You also have a large amount of pyro-technics (explosions and fire) in the show. 
Where did you make these effects and were there any technical hurdles to pass when 
dealing with real fire?  

Tony:  A special Effects expert Rob Townshend introduced me to miniature pyrotechnics. 
He gave me a demo of some squibs he had made, with different chemicals in the squib 
to give different colours. For the 1993 pilot Plasmo and the Bookworm, we shot a pyro 
effect  to show an explosion going through a planet. This was shot in his small home 
studio.  When we came to making the series, the roof was too low to detonate any real 
pyros on set, so unfortunately we had to settle for CG explosions.  We did however use 
sparklers for where Sparky the Golden Robot does some welding work on the spaceship. 
The light from the sparkler looked great as it reflected off surfaces and sparks landed be-
hind other objects.  We burnt steel wool also to achieve some of these “burn like” effects.   
When the Metal Merchants melt through the observatory doors, we had the puppets hold 
a miniature butane blowtorch. It was disguised as a large magma gun that the metal mer-
chant used.  Wherever practical  we tried to use real time effects, reserving the “fix it in 
post” approach for emergencies only.

SMM: The animation in the film is very smooth and the characters personalities really 
shine through. How many animators did you have on production and was there any pre-
production boot camp for the animators to learn the characters movements and personali-
ties?  

Tony:   There were three main animators working on the series. Robert Gudan, Sharon 
Parker and myself. Ocassionally other crew members Eron Sheean, Priscilla Johnson and 
David Williams, would assist with the animation or do a shot themselves.  Each animator 
had specialities. Robert was great with Coredor, Sharon was great with Parsty. I enjoyed 
more the special effects shots.



SMM:Was there set shifting and bumping in production? I can’t seem to see any. How did you deal with this?  

Tony:  As we viewed rushes on a Steenbeck, it was very hard to see float and weave of the film, but now it seems more 
obvious now that we are used to the absolute precise registration of digital images. I notice some knocks in the  anima-
tion, the sets and some foreground elements move around a little, but it was not enough to redo the shot, and back in 
1996 it was less easy to fix bumps in post production.



SMM: The sets for the show look really big. What was your largest set?
 
Tony:  One of the biggest sets was the dam floodgates set where Coredor parades, showing off as usual. It was made of 
wood, one of the first sets built. It almost reached the roof and pushed the hot lights right up against the roof.  The puppets 
for the show had been scaled up slightly for the series so that we could get better closeups. This meant that all the sets had 
to be increased that little bit extra also. But to suggest massive scale, we did use various techniques such as forced perspec-
tive, haze to create atmospheric depth, and glass paintings allowed us to create the sense of greater space. For extreme 
close-ups, such as when we see the small dog Niknik chewing on cables, or where we see Coredors hand holding a cup 
under a steam valve, we had large versions made up. Sometimes we used these large versions as “hand puppets” shot at live 
action speed, especially when we wanted the effects of blurring, or an additional element such as live action steam.  In shots 
with dry ice, or underwater with lots of bubbles, we usually shot them as live action shots, using rod puppets.





SMM: Is there a back story to Plasmo, like where he came from or what he was doing on that desert planet? Where is 
Nick-Nik from (spelling may be wrong)?  

Tony: The back story to Plasmo is that in a distant galaxy, an entire planet and all its life forms, were under threat 
from a solar event. The advanced civilisation decided to attempt the impossible: move the planet out of harms way 
with a powerful machine, a Planet Shifter. But something went wrong with the Planet Shifter and instead of pushing, it 
punched a hole through the planet. As a precaution samples of every life form on the planet were preserved in egg form 
in  orbiting space arks.

The dozens of space hatcheries with their genetic cargo in frozen suspended animation orbited the galaxy for hundreds 
of years before finally  crashing into an uninhabited planet called Pyno. The eggs that survived the crash, eventually 
hatched and then occupied the planet. Plasmo was one of these lifeforms.  The “Moonship” that Plasmo eventually 
reaches was one of these space hatcheries “life rafts” programmed to take the occupants back to the home planet.  The 
home planet had, with its giant hole, finally become a tourist attraction. The original civilisation that had been there 
was now long gone. The Planet Shifter that had caused the hole was only myth now, and creatures believe the hole was 
formed by a rogue comet, called Kila Wami.  When Plasmo deflects the comet in Episode 13, he is actually deflecting 
the asteroid encrusted Planet Shifter. And guess where Plasmo’s parents are....they are frozen in suspended animation, 
alive,  inside the planet shifter, as the pilots. Have I given away too much?



SMM: The Matte Paintings are beautiful. Who was responsible for these gorgeous creations?  Tony:   Eron Sheean 
painted the majority of the matt paintings. He also was the official Lighting Director. Very talented young man. The 
glass was set up in front of the set, and set extensions painted. These were shot at the same time as the set so there was 
no post compositing required. We also did some hanging miniature effects for the interior of the Observatory.  SMM: 
Plasmo is such a great stop motion tv series. Will there be more Plasmo or other creations from Anthony Lawrence?  
Tony:   Following completion of the series I drafted up  many more episodes for Plasmo, further exploring their char-
acters, which I would love to make one day. There is very little to date Plasmo (story wise) so I believe it could take 
off easily where it left off 15 years ago.  Possibly, characters could be redone in silicone, and maybe even tweak their 
designs slightly. 

In 2001 I directed and animated a 6 minute stop motion called “ Looking For Horses”. Apart from a couple of televi-
sion commercials, this was my first animation shot on 35mm . I bought an old BNC Mitchell camera,  reconditioned by 
Bruce McNaughton. His company, Aranda, made animation motors and controls for Bolex’s and Mitchells. “Looking 
For Horses” did well in festivals, and won a price at Annecy in 2002.  Currently I am working on a new stop motion 
which I received funding for from Screen Australia. It is in a similar vein to “Looking For Horses, “ very “Australian” 
in atmosphere, with realistic style puppets and sets. I plan to shoot it using Stop Motion Pro software, and with a ste-
reoscopic slider to capture left and right angles. Although the budget dos not allow for post production in stereoscopic 
3D, it is very little extra effort to capture the extra angle, and if more post funding were to become available, then I will 
have the stereo information available.   The new film will be called Grace Under Water, and is currently in Pre Produc-
tion phase. 








