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On the Cover:
The Original Titan Force Five before it was disbanded 
(L to R): Palmer (Commander, in red flight suit, voiced 
by Breckin Meyer), Gibbs (former Titan Force Five 
Lieutenant—now rogue—in blue flight suit, voiced by 
Seth Green), Jodi Yanarella (Lieutenant, yellow flight 
suit, “spunky girl next door,” voiced by Rachael Leigh 
Cook),  Sasha Caylo (Lieutenant Junior Grade, in black 
flight suit, “tabloid harlot,” daughter of Titan’s Presi-
dent, voiced by Eden Espinosa), and Spud Cunningham 
(deceased, in green flight suit, Chief Petty Officer, “lov-
able goofball,” voiced by Tom Root).

In This Issue:
Titan Maximum Article:
Behind the scenes images provided with permission by 
Shadow Machine & Turner Broadcasting/Adult Swim. 
Behind the scenes Photographed by Ethan Marak. All 
other images provided with permission by Turner Broad-
casting/Adult Swim.   

Stan Strawn Interview: 
All images provided with permission by Stan Strawn.

October 2009 / Issue #2Letter from the Editor
by John Ikuma

Here we are at issue #2. Seems like a decade since the first issue of SMM was 
published. There are so many people I would like to thank in making this is-
sue a possablilty. First I would like to thank my Family of course, they have 
stuck by while I hammered away at this issue and have supported my crazed 
passion for Stop Motion with an unconditional love. 

I next would like to thank Susan Bell and Eric Blyler at Shadow Machine 
along with Tim Declaire at Turner Broadcasting for all there help in making 
the Titan Maximum article possible. Without those three people this issue 
would have never happend. Ethan Marak equally deserves praise for provid-
ing the behind the scenes images and helping in the making of this issue.  I 
also would like to give thanks and praise to Rob Ronning, Logan Payne, 
Tennessee Reid Norton, Shannon Gold and Andrew Racho for their wonderful 
interviews about the making of the show. 

A big thank you to Matt Senreich and Tom Root for being so cool in approv-
ing such great images to be used in this issue. Finally I would like to thank 
everyone at Shadow Machine who together have made a great show for us 
juvenile adults. We all at SMM thank you.





Glenn Martin DDS. 
Review By Pike Baker

There’s a new dentist in town and he goes by the name of Glenn Martin DDS. Nick at Nights new stop motion sitcom style comedy has 
just landed on your late night television lap. Glenn Martin and his family decide to take a road trip across North America with every 
twist and turn in their adventure landing them in trouble. This throw back to 80’s style sitcoms with modern stop motion puppetry 
that’s infused with potty jokes and shock comedy is definitely not your average Nick at Night fair. After having watched four episodes I 
can tell you that this show grows on you. The characters are likeable, the jokes are really bad (but that’s what makes them funny), and 
they just can’t seem to stay out of trouble. Also, the character design is great with large head, small bodied characters that resemble 
something out of a Sunday comic strip, you can tell that Cuppa Coffee Studios put some love into this. One thing to note and it’s been 
an issue for many people, there is a laugh track. The truth is that this is part of the humor and goes perfectly fine with the shows 80’s 
sitcom style. All in all a fun show to watch. (Check local listings for show times in your area www.nickatnight.com)

CAPTION:   (l-r) Conor, the teenage son, (Peter Oldring), Jackie (Catherine O’Hara), Glenn Martin (Kevin Nealon), Courtney, the 11 year old “corporate” daughter (Jackie Clarke) and Wendy, Courtney’s “assistant” (Judy Greer) in 
GLENN MARTIN, DDS, on Nick at Nite. (PRNewsFoto/Nickelodeon, Nickelodeon (C)2009 Viacom, International, Inc. All Rights Reserved) 







Introduction
By John Ikuma

There’s no need to adjust your television. Yes you are seeing giant battling robots, dysfunctional heroic puppets, and a silent janitor monkey named Leon. The brand 
new show that has just recently hit Adult Swim is the product of none other then Robot Chickens very own Tom Root and Matthew Senreich. The genius’s that have 
made RC a household name have set out to do the same with Titan Maximum. Located on the moon Titan that circles the planet Saturn, the Titan Force Five unites 
their flying spacecraft to form Titan Maximum. Only problem is that they’re all totally dysfunctional. Jodi Yanarella the blond ditz of the group is a master at martial 
arts but can’t seem to keep her teammate the stuck up sex simple Sasha Caylo from belittling her. Commander Palmer the arrogant leader of the group battles with 
his relationship to younger brother Willie Palmer who just wants to worship Sasha. Leon the silent monkey stands stoically by his team in a constant blank stare 
ready to meet any danger that may fall upon them. All the while monster robots and evil fiends threaten their chaotic existence. 

The production of Titan Maximum was handled by Shadow Machine in Los Angeles California. Their all star team of writers, animators, puppet makers, set and 
prop builders, and visual fx artists has in the past made for a winning combination on shows Robot Chicken and Morel Orel. With so much talent under one roof, we 
decided to adventure through the hallways of Shadow Machine and talk to some of the crew that helped in the production of Titan Maximum. What you’ll find in 
the interviews that follow are not individuals that punch a clock when they start their day. No, these are true artisans of their craft, people that take pride in the work 
that they do and never flinch at the opportunity to do something different or something new. Their art becomes our television, and very often we forget all the work it 
must have taken to make a single episode. It was an honor to be able to speak with some of them and I hope you enjoy what they had to say.

Willie Palmer Showing off to a friend



Titan Force Five Hanger



Name:
Logan Henry Payne

Position: 
Model Builder

Hometown: 
Los Gatos, 
California

Favorite Color: 
Purple

Favorite Band: 
Underworld

Favorite TV Series: 
The New 
Battlestar
Galactica

SMM: What are the main materials that you’re using?

Logan: We are using a lot of MDF. It’s cheap and light. We also use 1 x 3 pine that we chop up and 
use to make frames. We also use plastic and centra, which is an extruded PVC. We get it in sheets. 
It’s very light and it bends. It’s strong and you can get it in different thicknesses. I’d say those are 
our main materials. After that would be taking the plastic and vacuum forming different bits with 
it. Next would be balsa wood and bass wood. The different woods are great for set construction. 

SMM: What kind of paints are you using?

Logan: We are now using Nova Color pretty much exclusively. It’s an acrylic, but on Titan we did 
use some lacquers to paint the spaceships and the lacquers are also good on the robot characters. I 
believe the set department used the same lacquers to paint a couple of the Titan robots. It’s just a 
perfect paint for that scale and that detail. And that’s what we used to use a lot. I mean, everyone’s 
used lacquers for years, but it’s kind of hard to get. But mainly what we use is Nova Color.

SMM: What was the most challenging build you had to do for the series?

Logan: You know, you’re always up against time. I would say the spaceships; the larger 1/6 scale 
spaceships. We did three of them. We were going to do all of them, but we ran out of time. So our 
original plan was to make patterns for the 1/6 scale spaceships. They’d be very large patterns out 
of wood that we could vacuum-form over to create the shells. The idea is to keep them light and 
hollow so they could run lighting, get the characters in there, and they would be heavy. Weight is 
always an issue. Because originally they had more plans for them, more motion. 

We were running out of time very quickly. So actually, the three that we built are really not fin-
ished. We never had a chance to get the outer wings on. With the red ship the nose isn’t on and the 
bottom isn’t on. It became a bit of a cheat where we got to, rather then a fully realized spaceship, 
it became “build as much as we can and use lots of close-ups” for getting around the fact that it’s 
not actually done. That was very challenging because of time. It was a lot of work to create the 
patterns, pull the shapes, put them together, and then paint it because you also have to create a 
structure for them underneath, like a framework, to hold it all together. Normally we have time to 
develop that out, but we had to just fly it together as fast as we could.

Interview with Logan Payne



SMM: Did you guys build sets at the same time as you built the props? Were you broken into teams?

Logan: Yes. You know, I think Kyle Arneson did most of our props, so he was really focused on the props for most of the show. 
I think our first setup was the comic book store. They needed that up right away because they were going to start those shots 
first. 

SMM: The floor on that set is amazing. 

Logan: Thanks. That ended up being blocks of MDF, cut up into squares. We beveled them, put the screws in them and the 
screws were just a facade. We ended up just gluing them down. If we had more time we would have made them removable. Of 
course, the walls come off and the ceiling comes off. We actually ended up reusing that for a couple of other sets. 

SMM: The hanger that you guys built was huge. Did it take up two stages?

Logan: Yeah, that was huge. That was our single biggest set. It was very big in height, width, and length. We wanted to do a 
full-realized hanger in 1/6 scale, where there was action of the motorcycles driving in, the characters walking through, and the 
camera moving all around them. So we really needed a fully-realized 1/6 scale hanger set. Originally we were going to have 
the 6 scale ships in there, but we kind of cheated. You know, you take what you have and put it closer to camera and put a 
bunch of stuff up; make it look like the hanger is full of stuff when in fact it really isn’t. You use a very clever use of moving 
stuff around to make it look full of stuff. It came out really nice. Everyone was really pleased with that, it was very dramatic. It 
had a great look with the aging that was done.

SMM: What do you guys use for the aging?

Logan: Well, we take some Nova Color, (like a dark rum), and water it down so it becomes like a wash. And that’s great when 
you need general aging. It’s great for in the corners and splashing around, and you can dab it. 

SMM: With all the little things like bottles and books, were these pre-purchased or were they made?

Logan: Almost everything we had to build from scratch for the show. We couldn’t use anything from any other show we had 
done. And in that scale we couldn’t find anything. We built almost everything from scratch.



SMM: Were you doing a lot of silicone molds with resin castings?

Logan: This is probably the most we have ever used molds. We don’t do too much casting on the other shows we’ve done; we do 
some, but not a ton. But we did a lot of casting on Titan. We would make patterns of props, or set pieces, or parts of spaceships, and 
we would mold them up in silicone and cast the parts out of resin. We did a lot of that.

SMM: What kinds of resins were you using?

Logan: We were using two kinds of resin. We were using resins from SilPAK and Motion PictureFX.

SMM: What about the silicone?

Logan: We actually stepped up to a harder silicone then we used in the past. In the past I think we would use like GI-
1000, which is fairly soft, and we wanted a little harder silicone. There were lots of big parts, so mold boxes had to be 
made.

SMM: Were matrix molds used at all?

Logan: A little bit actually. On the smaller ships, Mike Posur made those molds and they were very nice molds that all 
locked together. Most of it we didn’t have time to do multipart molds, so we ended up cheating where we could or ended 
up doing it flat. We don’t have time to make molds that will last for sessions. We get what we get out of it and by the 
end, they are pretty worn-out. They’re just not design to last. We don’t have time to make it designed to last.

In the interview Logan had this to say about the creative process.

“I’m always fascinated by someone’s initial concept for something and then the final execution of it. What does the 
public actually see and how they view it is always interesting to me. Because we’ll see the original script to something 
or the original idea or sketch, and what the viewer will see, “what do they get out of it?”. Like when a director is asked 
“What’s your favorite [blank]”, and the director has a different favorite than the fans do of their work. It’s true with any 
artist. How the public ends up seeing it is always fascinating to me.” 



Logan Payne holding Titan Maximum Arm



Titan Force in prep for animation



Name:
Rob Ronning

Position: 
Puppet Department 
Supervisor

Favorite Rock Band: 
Queen

Favorite Movie: 
Star Wars

Favorite Candy Bar: 
Mars Bar

Favorite Color: 
Green

Hometown: 
Thousand Oaks, 
California

SMM: Can you describe the process of building puppets for Titan Maximum?

Rob Ronning: Basically we started the project and everyone was excited, because 
it was going to be a new approach to the type of project we’ve done here at Shad-
ow. It was going to be a High Definition project and everything was supposed to 
get elevated a bit to allow for the High Def. So we were trying to come up with 
ways to do that, knowing that we tend to work under more restricted budgets and 
timelines, and we could still make upgrades to our processes. But trying not to 
kill ourselves, and not being able to get the project done. So that was sort of the 
guideline. The scripts were finalized, so we didn’t really have count. 

Initially we made a design, knowing that we would have a lot of puppets to do in 
a short period of time. We wanted them to be better. So we came from that direc-
tion and we started to think about having a limited number of head types, (though 
to have the ability to be multipurposed), and a limited number of body types, 
(that could be multipurposed among a cast of hundreds), and how that could be 
best achieved. Also, to know some of the limitations of sculpting, mold making, 
and time intensive processes that are typically part of our traditional way of stop 
motion. 

We branched out a little bit and we’re looking into more of the computer gener-
ated product of stereo lithography outputs. So we did decide that we had these 
seven heads and seven bodies that needed to be created, and we needed them as 
soon as possible. We ended up with like a four week window that it had to get 
done in, and we had one person basically to do that.  Typically, we would require 
three or four sculptors to each take on a head and a body and go through the 
process, to have revisions and get to a final, then get into the molds. But this way, 
this guy basically was able to do everything in a wire frame and build up these 
seven heads and body types. Basically he was killing himself, because he was 
working around the clock to get it done in the amount of time scheduled. 

Interview with Rob Ronning



SMM: Were these 3D models?

3D model generated heads from drawings and design drawings of the characters that Todd Nauck created. The Leslie 
Wisley Paiden and Ross Shuman refined them, going through the approval process first on paper, and then into the 3D 
model. Then from there, they get output into a stereo lithography process that we used these folks over at Sci-Con to 
grow.  There was also the in-between stage with our sculptor, Tom Hester, who was a character designer in traditional 
clay sculptor as well and a computer sculptor. 

Taking it from Leslie’s designs, to Tom’s sculptures, to Scott Snyder’s process. Scott Snyder was on the set department 
and he did a lot of fantastic stuff with Ross Shuman on the Star Wars Robot Chicken episodes and 3D modeling. He was 
also on the design team for Titan, on the set/art department side. So we knew he had the skills to help us with the me-
chanical aspect. 

Once we had the sculpture into the computer, we needed to take them into 3D pieces so we could take that one head, 
hollow it out, and have it become a face plate with rotating eyes with a core that kept the eyes in place. But also had the 
mounting for the armature and then a skull cap, that became basically a hair cap where the wigs would be applied to, so 
that all three of these pieces would come together and make the puppet. By being able to do that it allowed us part of the 
modular aspect. 

The original design sense was to have these rotating eyes inside, which were part of what was an upgrade to give these 
puppets a little more life. But then we had iris colors, that way we could then take that same head and it could have 
greens eyes, brown eyes, blues eyes, etc.  We could change them. Then, the skull cap would allow for different hair 
styles. So you could have essentially the same face that could be traded out to become someone else that’s not as easily 
recognizable. Obviously, not doing that with main character features. 

Then sitting with Scott Snyder , taking those designs and the solid wire mesh head and cutting it, making the thickness 
of the sockets of the eyes and the attachment points. It was quite a process. Then we translated that into what the Sci-
Con folks could work with and get this as an output. When we get the outputs from Sci-Con, they come out very nice, 
but they have lines and they have to be cleaned up. We would make a mold of those [outputs], and then we could repro-
duce them to the mass that we needed. Which ultimately, was about 300 puppets. So it was a process.



And of course we did the same with the bodies. They were sculpted in 3D, output, then molded , then armatures made and cast, 
and then on through the ways that we always get them costumed, through Jennet Moffat and her costume department. Getting all 
that beautiful work done, flight suits for those things, was another process. Everything was a challenge.  
Everything we tried to do in bringing it up. There wasn’t a lot of time for R&D. A lot of problems show themselves, as they always 
do on projects, but not having the time and the funds to really solve them. We just had to make our best guesses along the way and 
sometimes we had to just live with the downfalls of some of the choices that were made and do our best to compensate. But at the 
end of the day, basically, we had some really fantastic looking puppets that are on screen.  Everyone should be very proud of what 
we were able to achieve on this project. The other element, outside of the humans, was the giant robots. You know, the Titan mark 
one, the mark two, Titan Mega Mum, the villain robots, the ice monster, lava monster, Gar, the giant crab robot. 

I’m reading these scripts so it was like “Really? Really? Really?”. All these humans and now we have robots too?  Then, we just 
said at the beginning that “we’re not even going to think about the robots until we get the human population under control”. So we 
put them off as long as we could. We had a plan, we had the design, and we had to do all the design for the robots in the computer, 
thinking about where all the intersections would be and how the joints would move. It’s challenging and tricky, not having a physi-
cal object to be able to play with. So we did our best, sitting with Ethan Marak and talking about the movement and armaturing 
and how things would work that way. Again, having Leslie and Ross working together on the design and the look of the thing with 
Jeff Matsuda,  a comic book artist who did some of the robot design. 

But at the end of the day, again with this thing was like “we can’t make five unique robots in this time frame.” So we had to come 
up with a system, and we decided we would have “wonder body”, that was like one body that would work for all the robots except 
for the crab. Then the armor platting would be looked at as being modifiable. 

Then Dan Field headed up the robot side of the build. When we finally got there and took that initial concept, getting all those little 
parts and pieces, then his team of robot builders came through and made some really great looking puppets. Our whole team did 
a fantastic job, even with some of the problems we had.  The animators had to deal with some functionality problems, but we did 
our best to over come them, help them and got the puppets a little easier to deal with. And then, they just worked through some of 
the other ones themselves. But for the most part, we got a lot of good compliments. 

The armatures were strong; they were functional armatures that the animators got a lot of great action out of, for wire armatures. 
We had one ball-and-socket armature, which was the Titan Mark 2. That’s the one that had the most screen time of the Titan Ro-
bots. That was an awesome armature that got made by Jeremy Spake, and it was really fun to work with a ball-and-socket on one 
of our projects because we never get that opportunity. 



SMM: What were the puppets made out of?

Rob Ronning: We use wire armatures, aluminum wire, steel wires, brass, T-nuts, and ProPoxy for the base of the struc-
ture. The body blocks for holding those together, giving grab points and tie down points were cast in 16/30 urethane 
BJB product. Most of the bodies on Titan are silicone castings for the bodies. The hands are urethane, the hair is BJB 
TC-276 polyfoam casting, and the heads are Sil Plastic from SilPAK.

Titan Maximum ready for battle



Animator Cameron Baity posing for the camera



Name:
Tennessee Reid Norton

Position: Stop Motion 
Animator

Favorite Candy: 
Pop Rocks

Favorite Band: 
Henry K. Allen

Favorite Food: 
Kahlua Pork

Favorite Color: 
Green

SMM: Which characters did you animate on Titan?

Tennessee: I animated five or six of the closing shots, just by accident. The 
great thing about Titan is that before we started, we actually had character 
leads come on. So Josh, Liz, Sihanouk, Cam and Ethan all came on before 
we started. For three weeks they did animation camp, and that was fantastic. 
It’s something I think Shadow has always wanted to do, and even though 
they may have not had the budget for it, they made it work and made it hap-
pen so that those guys could come in and establish characters for us. It made 
a huge difference in being able to stay on character. You know these kind of 
established traits, a little bag of tricks or traits that each character had. Simple 
things, like with Willy where he pushes his glasses up, or going into this pose. 
When you were planning your shot, to keep the personality of each character, 
you could draw from those animated pieces or poses that had been done and 
then know that you were going to stay on character with that. The leads were 
the ones that really took the time to create the character, and we evolved that 
as much as we could, but I didn’t have any one specific character that I worked 
on. Probably the stuff that I’m most proud of is the pilot’s opening sequence, 
with all the alien characters that are fighting Titan Maximum. I got a bunch of 
camera move stuff that is all Hand-Mo, you know Dragon (software) is fan-
tastic cause you can now dial in the measurements, it gives you ease-in and 
ease-outs. 

I also enjoyed doing Spud, who was just in the pilot and flashbacks. I got to do 
the first shot of him when he’s up on the balcony and he’s got the pile of co-
caine. Then Musa Brooker took that and did this whole incredible falling shot. 
Having shot live action for awhile, I guess I can kind of see how to animate 
the first person perspective more quickly than some other things that I do.

Interview with Tennessee Reid Norton



SMM: Is there a favorite character that you animated?

Tennessee: I think Jody was my favorite character. She’s the wholesome bad-ass, and she’s probably the smartest, next to Willy, of 
all of them. But there was just something feminine and sweet [about her]. I found her the easiest to pull off and sell her pre-estab-
lished personality. And you know Leon the Monkey; they could build a whole show around him. So much is told with his expres-
sion. There’s the one scene, where he’s about to die and he sees the monkey god. That’s probably the largest amount of personality 
that you ever see out of him. You can tell so much in so little and you know, I think Chris McKay, the director, would expand in a 
scene so much of what he would do. The smallest, most subtle thing can suddenly make it comedy.

SMM: Which of the robots did you animate?

Tennessee: I animated a little bit of the Mark 2 and the Titan Mega MUM. But Cam did most of that animation. I just did about 
three or four shots.

It’s interesting, because I think we were faced with such a crazy schedule.  Chris McKay did a great job in balancing action with 
the stuff in cockpit to keep things moving and get the frame count and still keep the quality of animation up. Every department 
stepped it up on Titan Maximum. 

SMM: Did you animate on twos for the show?

Tennessee: We did animate on twos. I think there were very few ones and that would be on just a handful of camera shots. I be-
lieve that most of the camera shots where done on twos.

SMM: How was animating the Ball and Socket Titan Mark 2 puppet compared to the wire armature puppets?

Tennessee: Anytime you that you have ball and socket that is well designed and well machined, it’s going to be superior to wire. 
The only time that I’ve found wire to be any preference at all is when you have limitations that you want to get. I mean limitations 
that are prescribed by the ball and socket, like the noodly arms or whatever. You know, if you have a bad ball and socket armature 
though, your better off with a good wire one. The other big difference was that most of the main characters had ball and socket 
wrists. It was great, because it gave just this extra little finesse that you could get in the hands. 



SMM: Did you do any green screen shots?

Tennessee: Oh sure, everybody did. There’s always going to be green screen shots to do.

SMM: How many scenes or seconds did you shoot in a day?

Tennessee: Well, we averaged about 10 seconds a day per animator. So it kind of depends on the scene and the amount 
of help. I would say that we probably average between one and three shots a day. We could easily do three shots in a 
day if there short shots. 

SMM: How was the set turn around?

Tennessee: You know, it was managed extremely well, considering the challenges that they had. With Robot Chicken, 
there’s even more set turnover. With Titan Maximum, I think that a couple of the bays stayed up almost the entire time. 
So that was a difference. I think also, a couple of stages that were cockpit stations. I think those three ships for the ma-
jority of the show were on a stage and were shooting the entire time. So there wasn’t as much changeover.

SMM: Was there anything that you gained from the show that you didn’t expect.

Tennessee: You know, I’ve been doing this for about 15 years. Seems like every show you find something new.  And 
in some cases, you hit a new level. I definitely feel like, for me, on Titan I reached a new plateau, and you know, doing 
Stop Motion Science Fiction is just dreamy.



Animator Dan Driscoll posing Titan Maximum 



Name:
Ethan Marak

Position: 
Animation Director

Favorite Video Game: 
Donkey Kong

Favorite Food: 
Anthing Japanese or 
Korean

Favorite TV Series: 
California Gold

Favorite Book: 
Supercade: 
A Visual History of the 
Videogame Age 1971 to 1984

Favorite Color: Blue

SMM: What does the animation director do at Shadow Machine?

Ethan: The animation director at Shadow is sort of a hybrid. I’m sort of the 
person that’s a conduit to all the other departments. I also have to take care of 
all the animators on my team. So, it’s a lot of prep work at the beginning of the 
show, just making sure that all the animators are going to have all of the tools 
they need, everything setup so that they can do their best work. Then, it is also 
communicating a lot with the puppet department, set department, etc, just to 
talk about what they’ve built and would it work for us and vice versa. The other 
major part of it is collaborating with the Director Chris McKay.  If he needs 
anything specific from the animators it’s my job to make sure that it’s facilitated. 

SMM: How did the Titan Maximum Boot Camp help the animators?

Ethan: It was really exciting. That was actually my favorite part of the whole 
session. We learned from Morel Orel that it’s kind of dangerous to start a show 
that has recurring characters throughout the whole season without any up front 
development of those characters. Morel Orel worked out fine over the three ses-
sions that we did, but the characters were being developed as we shot. So on the 
first day of animation the animators are handed these new characters and don’t 
really know who they are.  They don’t really have any sense of how they carry 
their body, how they act, how they relate to the other characters. So it was really 
important to me on Titan Maximum that we do the work up front and develop 
these characters. What I did was I put four character leads in place.  That was 
Liz Harvatine, Sihanouk Mariona, Josh Jennings, and Cameron Baity; four great 
animators. We worked together for two weeks to basically find who these char-
acters were. 

Interview with Ethan Marak



They were each assigned two characters to focus on and we just did a lot of exercises and talking about who the characters were, 
what drives them, what their motivation are. We even made a back story for ourselves that went beyond even what the writers had 
done. It’s stuff that never comes up in the show, but it was just a way for us to get inside of the characters heads. Then we had a 
series of animation tests that we did for each character. Mechanical stuff like walks and runs from different views, but also acting to 
the dialog to see how they actually deliver a line, what facial expressions, and what eye expressions work for them. It was great and 
really fun for the animators and it was great to be able to show the creators of the show and get their feedback. 

SMM: Was there an animation instruction guide that the animators had to follow?

Ethan: We had a bible that we made for the show that we called the “Titan Maximum Guide to Operations” or something like that. 
And that’s something fun that we, Liz Harvatine and I, always like to give the animators as much stuff that they can refer to on set. 
So this was just a little, bound, 50-page thing that had everything that they would need to know about the technical aspects of the 
show. It was also stuff to get their creative juices going. On the first day with the animators we went over the puppets, because they 
were all new technology for us. The puppets were sort of like a grown-up version of all the processes that had been developed on 
Robot Chicken, Morel Orel, and the Star Wars specials. The puppets were incredible. Rob Ronning and his team did a great job just 
making armatures, heads and faces that we could work with.  We had movable eyes for the first time that actually set inside of the 
head. Rob and his team did a lot of stuff with rapid prototyping technology, which is where things are designed inside the computer 
in a 3D environment and then actually printed in layers to create a tangible object that was in the computer. That’s how the heads and 
the bodies were done this time. 

SMM: How did the switch from using LunchBoxes to Dragon Stop Motion software affect the work flow?

Ethan: There was a lot of resistance up front from a lot of people on the animation team/ Understandably, because everyone’s used 
to working with LunchBoxes for years and years and years. You develop a workflow, you’re used to the feel of it, you’re used to the 
feel of the buttons, there’s no lag. It’s not a software based tool, it’s all hardware. So it’s designed to do one thing, (take frames and 
play them back at speed), and it’s a great tool. The reason that we switched over to Dragon was two fold. Bryan Garver, the DP, was 
concerned about the amount of compositing that was going to be done on the show. Dragon has amazing tools for compositing. You 
can do rough comps right within the program. For a DP, there’s just a lot more tools to work with the camera. Then from the anima-
tion point of view, there are great tools for looping and creating cycles. There’s a lot of really powerful software tools in there and 
I think most everyone got used to it after the first month or so. I really love Dragon. We had a great technical director, Adam Jones, 
who supported us and anytime anything went wrong, he would jump in and fix it. I really learned to love Dragon, it is different than 
working with a Lunchbox, and once you embrace the differences it is a really great tool.



SMM: What kind of cameras did you use on the sets?

Ethan: Cannon 40D’s, which were purchased for the second Star Wars Robot Chicken and then fully utilized when we 
switched over to Dragon. Because Dragon can communicate with that camera and control it, all the whistles and bells 
of Dragon are then usable.

SMM: How many sets were active during the making of Titan Maximum?

Ethan: Up to 15 stages at one time- it changed throughout the season. 

SMM: Were there a lot of flying rigs used?

Ethan: We did use a lot of flying rigs. The puppets had a little mount in their hips or their shoulder blocks where you 
could plug in these little ball joint flying rigs. We had these little flying rigs made, (that were basically a double ball 
joint with a square stock), that went into the hip on the end of a long wire. There were a lot of fight scenes and things 
that we used those for. If we had a character that was going to fly through something, we put them on one of those rigs. 

SMM: How was working as a team on Titan?

Ethan: The animation team, and this goes for all the teams at Shadow, are really exceptional people. The amount of 
work that is asked of us, with the schedules, and the budgets, and the amount of creative problem solving each person 
has to do, is really amazing, and people really do give their all. Like my animation team; I couldn’t be more proud of 
the people I work with and it’s a total inspiration to see what someone can do in one day.  Our animators only get one 
take for each shot and crank out up to nine seconds a day of finished animation.  When you see the shots and realize 
it was done at this pace, and that the animator got this level of performance, I just find it really amazing.  It’s really 
inspiring to me.



Story Boards for Titan Maximum
(center: Unknown  / Lower Right: Rosa Tran)



SMM: What are your positions on Titan Maximum?

Shannon Gold: Visual Effects Supervisor.

Andrew Racho: Lead Compositor / VFX Artist

SMM: How much computer generated effects are infused into each episode?

Shannon Gold: It really depends on the episodes. First episode for example was pretty CG heavy. There 
was a big space battle in the beginning, obviously its CG, It’s much easier and more economical to fly 
spaceships around and do all those maneuvers in CG rather then stop motion. There’s also a lot of flying 
around at the end of that show as well because there’s a big battle in the city where the Titan ships battle 
the robot on the streets of Titan. All the ships in that case are cg and the robot on the street is stop motion. 
It’s the big CG episode (episode 1). Everything else is probably 95% or 100% stop motion as far as the 
episodes go. It’s only really episode one that has the most CG. 

SMM: Is it all character driven?

Shannon Gold: It’s all character driven, and even when it is CG, their popping to the interior of these ships 
constantly. You’ll see a ship fly and then you pop to the 
Interior and then you’d here the pilot, a lot like you’d see in Star Wars of Battle Star Galactica. So it’s 
back and forth, you see the ship then you see the pilot talking. When the pilots are talking they are in a 
cockpit and that was shot on a set and is stop motion. 

SMM: Is there a ton of chroma key (green screen)?

Shannon Gold: I would say about 80%. There’s a huge amount of compositing. Many of the backgrounds 
and elements we create are in the post department, sometimes we do this with the design department and 
sometimes we just got to wing-it.

SMM: What are your main compositing tools? 

Shannon Gold: After Effects, Shake. We are using Shake this session because of the heavy amount of 
green screen compositing that had to be done more precisely then we have ever had to do. In the studio we 
are working in HD, so every little thing is visible. We had to have to precision that you can really only get 
with more of a node based compositing package. We had to do so many different edge treatments and all 
of that. If we are in a big hurry we’ll use After Effects because it’s much faster. Then we’ll use just plug-
ins like Composite Wizard and throw a light wrap on. That can be really effective when you’re in a crunch 
and at this point we’re turning episodes around in about three and a half days.

Interview with Shannon Gold and Andrew Racho

Name: Andrew Racho

Favorite Food:
Gyu Kaku Garlic 
Noodles

Favorite Video Game:
Silent Hill 3

Favorite Movie:
Forrest Gump

Favorite Color:
Black



Andrew Racho: We’re talking about 150 to 200 shot episodes. So the workload is very intense.

Shannon Gold: There’s four of us plus a 3D artist. It’s pretty much a fulltime job just working on small amount of CG scenes.

Andrew Racho: Even in the 3D world, trying to get something no matter how many people work on it, it’s just a long time and a 
long process and a ton of work just to really get something the way you want it. 

SMM: Are you using a lot of digital matte paintings?

Shannon Gold: Luckily we discovered that one of our main compositors (Andy Windak) has a talent for matte painting. We did 
not have backgrounds and skies for 60% of our shots. We had some direction from the director and the art department. But we had 
nobody to actually get into photoshop and make these giant matte paintings or environments and sky’s that we can use for 80 to 
100 of the shots in an episode have to be large enough so we can use different area’s of the background. 

SMM: Did you have any flicker problems?

Shannon Gold: No, very rarely. There’s some flickering going on. But at this point it’s so minimal. With the amount of shots that 
we need to do we needed to concentrate more of getting the green screens out, the backgrounds in, the wires removed, and the 
digital mouths on. We had a lot of digital mouths too, probably about 60% to 70% of the shots. In the later episodes, more like 
80% to 90% of the shots are digital mouth shots. So we receive a track read from Becky using MagPie Pro and we basically take 
the track read numbers and plug them into After Effects. The mouth files were provided to us by the production department. They 
have a set of stickers that they use, and those stickers came from an Adobe Illustrator file. So we took that Illustrator file and basi-
cally made a mouth set for ourselves, which is an After Effects project driven by the track reads.

Andrew Racho: As in terms of the flickering, we have a few shots in the control chambers when there inside Titan Maximum they 
actually had flicker. Doing the work to clean them up took too much time. What ended up doing was cutting out the area where 
there is only the character in their chair and kind of making it look like it’s coming from the computer more then what was shot on 
set. So we’re using the flicker for us rather then against us. 

SMM: Is there anything that stands out that you enjoyed working on? 

Andrew Racho: I’m sort of a motion graphics fan, so I loved the fact that we got to make the computer screens that we see in the 
Titan Maximum hanger. Every time there’s a computer we have to create something that’s referencing part of the story.



Shannon Gold: All the cockpits to. You’re constantly seeing all the computer screens in all the cockpits. Whenever something is 
happening and we need something graphical to help tell the story we cut to a computer monitor and Andrew created that. 

SMM: What was the highest layer count you had in After Effects?

Andrew Racho: In After Effects, I’m sure at some point it hit about 300. But for the Titan Maximum computer panels, I think I’m 
at about 200 layers. 

SMM: Do the computers just chug along?

Andrew Racho: Yeah, after a certain point when the file sizes start to get big in After Effects, it takes a lot longer for the ram pre-
view to work. 

SMM: What kind of computers are you using?

Shannon Gold: We’ve got dual quad MAC Intel computers with 6 gigs of ram each. They each have in addition to the Mac hard 
drive they all have a one Terabyte media drive. A second drive basically. We are then all networked to a 14-terabyte raid, which is 
basically our file server. 

SMM: What’s the work flow for the VFX department?

Shannon Gold: We get the shots and they get dropped onto that 14-terabyte raid into a folder. They are all managed and broken out 
into their episodes by Matt Peak the assistant editor. Their all folders filled with file sequences. The animators shoot jpegs because 
we would have the space to deal with Tiff’s, which are just about twice as big as jpegs. The editor makes a locator list in Avid, the 
locator list gets translated to a data base that’s accessible for all the visual effects artists to look at and see what needs to be done, 
its a to-do list made by the editor. Basically the editor, producers, and director sit and make that locator list. We go through out the 
list and we pick through shots that are usually assigned by sequence, so people are working on similar material. That way posi-
tioning, backgrounds and effects will look similar throughout a sequence. Then we throw them back to that Raid drive, the editor 
imports them into the Avid, they get cut into the show, they then go through a round of approvals with the director and producers. 
If all is well, then the list gets smaller, otherwise we get revisions and the list grows back up again.



VFX Department
(Top Left: Andrew Racho / Bottom Center: Andy Windak)







ADRIAN: Stan, I would like to know what stop-motion you did in your career.
 
STAN: Thanks for your interest. As a child I saw, Mighty Joe Young, 7th Voyage of Sinbad 
and the Zanti Misfits episode of Outer Limits on T.V. and this really got under my skin...The 
look of stop motion creatures did something to me like nothing else in film.
I did my first animated film on my dad’s Canon 8 mm camera back in the early-mid 1970’s 
when I was a teenager.

The 10-12 minute film was called “Small As Ants”. It was a classic giant monster attacks 
city, Army tanks attack monster type of thing.... The camera allowed single frame exposures, 
so I was able to animate the monster a clay slug like thing... I also animated the army tanks 
and little cars etc. There were no live actors but I was able to animate a couple little soldiers 
etc. I had two sets, a city made of cardboard buildings, and a countryside set, both about 
4X8 feet.

There was no sound, but I made cards with narration on them for the audience to read.
After this I continued making little tests and up-grading my equipment, but only made 
one more complete film with 8 mm or super 8 after that, a school project with my younger 
brother called “Embryonic Journey”.

I briefly attended Western States Film Institute in Denver Colorado, and through a Science 
Fiction convention met John Davis, who was working on some of the Astro-liner (ride) 
films. “Monster Planet” is the most famous of these because Starlog did an article on it, 
and how David Allen’s, and some other Hollywood guys creatures made cameos in it...The 
Crater Lake Monster, Beetle Man from “Flesh Gordon” etc...
 



Anyway, the company that made the actual amusement park rides was in 
Colorado (and still is). Originally, John Davis, (who later joined up with 
David Allen in California for a while) told me that he needed help ani-
mating on a TV commercial, so I accepted the $5.00 an hour job animat-
ing a herd of wine bottles for a wine store ad. As we worked he told me 
about the astro-liner “Space Wars” films he was doing and that they were 
going to do a prehistoric planet one which would need a T-Rex. I said 
I’d love to make the model...But, this got cancelled and they changed the 
idea to an underwater idea,
which they might use a hand puppet for a sea monster. I said, why not do 
a stop motion sea monster? So I built a clay prototype that they liked and 
gave me the go-ahead.
I made a brass armature and did a combination of foam casting and build-
up for the creature. Mr. Davis animated the creature in the film called 
“Bermuda Triangle”...

Many years passed after this with no action for me in the film world, even 
though I still sculpted (the Mars ape was one) and did little tests with 
my Super 8 camera. Then in the 1990’s I met up with Mike Radasky and 
Randy Boyum at “Lost Leader Productions” in Denver, ...They were do-
ing clay animated short films and T. V. commercials...I ended up making 
a few clay models for them and clicking some frames... but Mike (the 
president of the company) said he wanted to do one more short film for 
there compilation tape (“Classics in Clay” by; Lost Leader Productions)) 
This would be a 45 second short of a real actor battling a giant fly and it 
would titled “Flydo Vs. the Pixelated Man”. I built and animated the fly...
it is made of paper mache’, foam and plastic.

After this I worked with Mike on some cell animated ideas, but he was tragically killed in a car accident during this time...I acquired his Bolex camera from his 
widow after this...with a heavy heart and low enthusiasm for film I switched my concentration towards a music career...with my band called; Stanley Milton’s 
Mean Streak, We have made two CD’s of original blues music. I was able to put together a music video with some stop motion characters for a song called “A Shot 
in the Dark”.
I also became friends with Brock DeShane in recent years and built a stop motion model of a monster for his pet project. (Hopefully it will be made soon, but he 
got busy as a producer of a Western film documentary and also produced the DVD of Equinox). 

Most recently I’ve been working on a sci-fi film idea my wife and I wrote a script for...I’ve built models of a monster, a robot, a flying saucer, a trailer etc. for this 
film and have done some test footage on 16mm with my Bolex camera. 
Also, In 2007 I built a lion model for Andy Baileys award winning film called “Butterflies” The short film has live action combined with stop motion animals. I’ve 
been doing some stop motion dinosaurs for a film maker in Oregon...hopefully the film will turn out O.K. 
To support my seldom paid hobby of film making, I’ve continued to work in the antique business as well as playing music in bars and festivals for extra cash. 



Adrian: I saw on the web site “The Art of Stop Motion Animation” photos of your puppets and I hallucinated with 
them, especially with the four-armed gorilla (He reminds me of the white gorillas of Edgar Rice Burroughs John 
Carter). Can you talking about these puppets?

Stan: The Mars ape was made in the early eighties because I heard that John Carter of Mars was going to be made 
by a Hollywood studio-I sent them pics. But nothing ever came of it. 

The wolf was made for one of my projects.

The gangsters are in my bands music video. 

The pizza Man was made to try to get a commercial with Dominoes Pizza. I made 166 mm footage of him. 

The armature was for a giant sloth, but I recently re-made it into a lion for the film “Butterflies” 

Adrian: Did you Know Dave Allen?

Stan: I did not know David Allen, I went and visited his studio after his death...I met Jim Danforth, Randall Cook, 
Kent Burton and Chris Endicott there all on the same day! I got to see some of the Primeval set-ups and models, as 
well as being treated to a viewing of the stop motion on a movieola. That movie would be incredible...There were 
segments with swarms of lizard men battling the yeti...and a startling looking clip of the yeti running on all fours! I 
sure hope they can finish that film. 
Also while at Dave’s studio, Chris Endicott showed me the first lizard man- with a Pete Peterson armature from 
his Beetleman project, And the ant from “Honey I Shrunk the Kids” was there. Chris had just received his martian 
model from England (from the “Mars Attacks” stop motion tests), this was an amazing model...truly an amazing 
day, but without David there you could definitely feel a profound sadness.
 
Adrian: Can you talk more about the Astro-liner films?
 
Stan: The Astro-Liner Rides were made by Wisdoms Manufacturing in Sterling, Colorado. These rides looked like 
Rocket ships or Jules Vern type crafts...They had Hydraulic movements that were synchronized to match the pro-
jected films that the rider would see as they sat inside the rocket ship...All of these films were shot with the camera 
continuously moving forward so the rider really felt like they were going somewhere;
outer-space, under the sea etc. The films (early 1980’s) that I know of were mostly made by John Davis in Golden 
Colorado in his basement studio with a 16 mm Bolex Camera mounted on a tracking set-up that could be moved 
incrementally while animating space ships or my sea monster (Bermuda Triangle). David Allen and some of his 
buddies in California were also contracted to do a film for the ride called “Monster Planet”...This film had the Crater 
Lake monster-with an added frill on it’s head, and the Beetle Man from “Flesh Gordon” in it...also there were some 
crab-like monsters in that film.



The Astro-Liner Rides were quite large and several people could get on board for their adventure...The films (trans-
ferred down to super 8 mm) were rear screen projected somehow and were on a large (Appx. 1 foot by 1 inch) looping 
type cartridge...I actually own a couple of these.... but had to take them apart to get the films out so I could have them 
transferred to video cassettes to watch at home...
I recently re-contacted the company that made these rides to inquire about re-obtaining my Sea Monster model before 
it totally rots away.
I also asked them about possibly posting the films on YouTube because I knew there would be great interest...The 
Gentleman seemed very surprised by this, but he has not called me back yet, so I have no permission to release these 
as they are copyrighted properties.

Adrian: What can you tell me about the film The Bermuda Triangle? 

Stan: “Bermuda Triangle” was shown on the Astro-Liner ride that looked like a Jules Verne submarine/rocket...the plot 
is that the ship you (the rider) are on is responding to a distress signal from another ship just like it...I forget the name 
of the fella who built the miniature Astro-Liner that my sea monster is chasing...but it’s very well done.
John Davis animated both of these models as he simultaneously animated the camera (on a track) through the minia-
ture underwater set...

At the beginning (after “take off”) the ship flies through the air and crashes into the sea -this was shot (live action) in 
Hawaii by Davis-who had built a homemade camera mount from a backpack...he just walked or ran along these neat 
rocks that led down to the sea, and walked right in (the camera also had an underwater housing)!..the underwater part 
of the film segues from real location to miniature animation set with the assistance of some bubble effects. 

After maneuvering through some sunken ships the encounter with the sea monster occurs. I mainly designed the crea-
ture to look like the Frank Frazetta monster in the sunken treasure painting he did, but the head had a bit of the Beast 
from 20,000 Fathoms in it...also Creature From the Black Lagoons swimming stroke was emulated by Davis’ anima-
tion. Too bad most stop motion fans have never seen this; I think it’s an incredible bit of action...

The films for the Astro-Liners were only a few minutes long as to keep more customers boarding all the time & buying 
tickets at the Amusement Parks or Fairs where the rides were, all over the World actually.

The film(s) had a full soundtrack, which was co-ordinated with the films action and hydraulics. When the sea monster 
swims by, it’s webbed hand bangs into the craft and the soundtrack goes BANG(!), as the hydraulics would shake the 
hapless riders! Also, there was narration; in the form of the first mate and the Captain (and a female voice too) all help-
ing the storyline along with their conversation.
Anyway, I hope someday to be able to share this film with all the fans of this type of thing out there. Verne, Harry-
hausen and Frazetta are all paid homage. Hard to beat wouldn’t you say?



Adrian: What materials did you use to create the lion of the film Butterflies? 
I also see an elephant and a pig puppet in that film, did you only make the 
lion?

Stan: I built the lion in “Butterflies” as a “build up” over an armature that 
I originally was going to make a giant ground sloth from. I had to modify 
the ankles/feet as well as the head/jaw tho’. As there was a very tight 
schedule (and budget!) to get this model done, I couldn’t do as much with 
the taxidermy as I wanted to. So, I sort of blended the rabbit fur I used into 
the foam and painted it to look like the tawny color of most lions. I thought 
making the model look like a young male was the way to go -less work on 
the mane and this also helped avoid making it look too comical. The film is 
funny but the kids are supposed to be a little afraid of the lion too, so I tried 
to make him look as real as I could within the limitations I had. 

I live in Colorado and the film maker/animator Andy Bailey lives in Utah, 
so as soon as I got the puppet done I shipped it to him...he animated it 
almost immediately...I had built a threaded hole into one side of the lions 
armature so a support could be inserted for when it was leaping through the 
air...  knowing everything your puppet is going to be doing in a film before 
you make it is always helpful. Andy was a very good communicator and 
is a real smart young man with a great future I think. The other animals in 
the film were made by Andy and some of his assistant. The elephant for 
example was a toy that they re-cast in silicone or something, with a wire 
armature so it could be animated. I’ve been lucky to rub elbows with some 
amazingly talented people. 



Magpie Pro
Product Review
By John Ikuma

There’s a time in ones life, as an animator that dialog becomes 
the main focus of a shot. Beginners fear this and veterans 
sometimes just don’t have the time to build an x-sheet of 30 plus 
scenes. Magpie Pro has been for many years the industry secret 
when dealing with dialog. I’ve seen it used on many professional 
Stop Motion and CGI projects but have never actually taken the 
software for a spin until now. 

After a short download and authorization process, I opened the 
software and instantly found the functions. They all had little 
bubbles that would pop up when you mouse over the button. 
This made me feel really comfortable when exploring the soft-
ware. The layout resembles that of an audio editing software, 
with a frame-by-frame breakdown of the timeline, it became 
easy to find where you were fast. I then opened the tutorials and 
started hacking away at the different functions, while familiar-
izing myself with the workflow. The tutorials are very easy to 
understand and within an hour I was up and running.

I then recorded a simple one-line sentence using Protools and 
then imported it into Magpie Pro. My waveform showed up 
instantly. I then set my frame rate to 15fps in the preferences 
and moved on to my character. There are a few characters in 
Magpie that you can use as a reference; one being a 3D model 
and another being 2D cartoon style character. I chose the 2D 
character. Next I typed in my sentence “welcome to stop motion 
magazine”, set my settings, and then hit the recognize button. 
Sure enough it found the spots that were matching the phonetics 
of the sentence. 



Though it wasn’t exact on the first take, which you can tell 
by clicking on the frames of the waveform and playing back 
the audio. I did find that with a little tweaking I ended up 
with a perfect match. In all, the amount of time it took to do 
this from recording to recognizing and tweaking took about 
15 minutes. I then printed an X-Sheet and found the printed 
document very easy to read and very understandable. A pain-
less operation.

Some extra features within the software would be the abil-
ity to export text documents that can be used for integration 
with software’s like Adobe After Effects or 3D software’s like 
Maya or Lightwave. Having worked in the VFX department 
of a television show I can tell you this function is a time saver 
when doing digital mouth replacement.  Using After Effects 
we would take the text documents that were generated by our 
Magpie artist and apply it to a layered Illustrator file in the 
composition. Then we would use the hold keyframes function 
and manually track the mouth. This is a far shorter process 
then it sounds and helped the animators meet their crazy 
deadlines. 

All in all I found this product extremely useful and by far one 
of the easiest software’s I have ever used. I highly recom-
mend it for anyone that is on a time crunch or just getting 
started animating mouth shapes. Digital mouth replacement 
is also a valuable tool, but I would suggest using it only when 
it is called for, like animating Lego’s or GI Joe’s that are too 
small to place mouths on. You can download a free 30day 
trial version of the software at www.thirdwishsoftware.com. 
Good luck and happy animating. 



Boinx iStopMotion Pro
Product Review
By John Ikuma

Recently Boinx updated its frame grabbing software  “iStopMotion” to 
version 2.  We thought we’d take it for a spin and share with you what we 
found. First, Boinx iStopMotion is a Mac based software that comes in a 
few different versions, Educational, Express, and Pro. The Educational ver-
sion ($49) being the lightest but still extremely useful when teaching others 
how to animate or working at home or teaching in a school, the Express 
version ($99) which has many of the same features of the Pro version but 
with limited resolution at NTSC/PAL standards and the Pro Version ($499) 
with Final Cut Pro integration and a max resolution of 10,000 X 10,000 
pixels. 

The software interface is very friendly and easy to understand. Play back 
and capturing can all be handled via hotkeys (shortcuts) on the keyboard. 
This helps when you’re flying through animating your scene and don’t want 
to be bothered by clicking your mouse. Setting up projects is extremely 
easy and whenever you begin a new shot there are presets available to assist 
you in your setup. A fun feature in the software was the ability to shoot time 
lapse. This will allow you to film things like the clouds moving by, the sun 
rising and setting, or a flower blooming over time, which is very helpful 
when making VisualFX to go along with your animation or live action film. 

One of the best features that many other software’s don’t have is the 
timeline filled with the images that you have taken. At first this was a 
shock because other software’s in the past have ignored this function or 
have it separate from the frame capture window. When you mouse over 
the timeline in iStopMotion, the little pictures pop up and allow you to see 
the frames individually. You’re even able to move frames around and do 
timeline editing. This is a great function and was I was shocked to not have 
to open an editing software to get the animation just right. 



The onion skinning of the software was very powerful. So powerful in fact that 
I became disoriented after a few shots and movements and had to scale back the 
amount of layers that were shown.  Changing settings wasn’t a problem because 
all the different functions and features are available under tabs within the main 
window. 

Something of interest as well is importing audio into the timeline. You can 
import audio into the timeline and animate against dialog or music. So if your 
animating a music video and you want to match your characters movements to 
the music, it becomes very simplified and accessible.  

The rotoscope / compositing functions are all very user friendly and with proper 
lighting and tweaking you can get a really nice key of your background. On 
top of this you can even bring in reference movies and animate overtop of the 
clip you imported. That’s great for making creature effects like in the old time 
monster movies.

Previewing your shoots via Ram Preview was very functional and allowed for 
easy understanding of where you are in a shot. Though I used an older PowerPC 
for this software I found it reliable and accurate. 

Due to my personal needs as an animator I did find the Final Cut Pro integra-
tion and the camera controls not necessary for myself. But a studio that is on a 
time crunch or someone that needs the extra control and functionality of these 
features will most likely take comfort in knowing that they have these options if 
needed. 

Over all I found iStopMotion a wonderful program to work with and highly 
recommend the Educational and Express versions to someone on a budget who 
wants to have a very powerful frame capture software. The price is well worth 
it. The Pro version is very powerful as well and the price is competitive to other 
pro level frame grabbers out there and in some cases less expensive. But I feel it 
would be overkill for anyone other then a studio. It’s great that Boinx is offering 
this software at such a low price and would be more then happy to recommend 
iStopMotion to a beginner or intermediate level animator.
(for more info go to: www.boinx.com)     



Creating a stop motion animated video is a trying, but fun, experience.  And for all the 
work you have put into a good film, you want it to be seen.  In order to be appreciated by 
more than your friends, family, the 10 subscribers to your YouTube account, and that one 
nerdy kid who has an asthma attack any time he laughs, you need to get it out there.

Here is a short list of film festivals and competitions with either animation categories or 
animation themes.

Contest: Ann Arbor Film Festival  
Deadline: Oct. 5 2009; Nov. 2 2009 Late Entries
Fees: $40 per entry; $50 per entry after Oct. 5th 
Prizes: $20,000 in total prizes
Website: aafilmfest.org/festival/

Contest: Redstick Animation Festival
Deadline: Jan. 4, 2010 
Fees: No Fee
Prizes: TBA
Website: redstickfestival.org

Contest: Stuttgart International Festival of Animated Film
Deadline: Dec. 1, 2009
Fees: No Fee
Prizes: 15.000 Euro
Website: itfs.de/en

Contest: Miami Film Festival
Deadline: Oct. 18, 2009
Fees: $50
Prizes: $25,000
Website: miamifilmfestival.com

Contest: 20th World Festival of Animated Film
Deadline: Jan. 31, 2010
Fees: No Fee
Prizes: 2.500 Euro
Website: animafest.hr/en

Contest: Stop Motion Magic Challenges 
Deadline: Monthly
Fees: No Fee
Prizes: Original Puppets
Website: stopmotionmagic.com/forum/topics/id_9

Festival Listings:
by Leroy Binks



PAX Paint
by John Ikuma 

Level: Beginner

So you’ve come to a point in your life where you want to tackle the art of foam latex puppet making or buildup pup-
pet making and you’ve had pretty good results. But there’s only one problem. Every time you go to paint your puppet 
you either end up cracking the paint or are just not getting the results you desire. Well my friend it’s time to step into 
the world of what the pros-do, PAX PAINT!!! Ok, now you’re probably asking what is this PAX stuff you hear so much 
about and where can I buy it? Well, PAX paint is a 50/50 blend of off the shelf acrylic water based paint and a product 
called PROS-AIDE which is a registered trademark of ADM Tronics Unlimited and can be found easily online. The 
invention of PAX can be accredited to Master Special Effects Make-up artist Dick Smith. He found that he needed a 
paint that was non-toxic and could bend and stretch with the masks and prostetics he was creating for the feature film 
industry. 

This paint mix is very useful for us latex wranglers that want our puppets to look their best. You can purchase premade 
PAX paints through a few monster makeup stores online. But you are subject to their color pallets and the extra costs. It 
will be cheaper for you to make the paint yourself and also allow you to have an endless choice of colors you can mix 
together. 

Now first let me touch upon some issues I’ve personally come across with mixes and other forms of paint. 

1) Acrylics: Crack easily
2) Acrylic and Rubber Cement Mix: Bubbles and will eventually crack.
3) Oil Based Paint: Dissolves and Eats the Latex.
4) Water Colors: Too light and thin.
5) Store Bought Mask Latex Based Paint: Very Expensive but very reliable.
6) Latex mixed with Acrylics: Yes, this can be done very easily, but if done incorrectly can leave you with a lumpy 
gooey mess. I would suggest experimenting and having fun making small batches. Also, you run the risk of color chang-
es to your paint as it ages and can also harden due to the amount of acrylic paint used.
7) PAX Paint: Fast to make, easy to use and can be airbrushed if necessary.



The first thing that you will need to do is cover any table or workbench with newspapers or a tarp or throw-cloth. This will protect your surface 
from the forever stickiness of the Pros-aide. I personally use a plastic table cloth. This is due to being able to wipe clean and reuse it. You will need 
three main ingredients, Acrylic water based paint, Prosaide, and 70% to 97% alcohol. You can purchase the acrylic paint from your local arts & 
crafts store. Pros-aide can be purchased through Pros-aide.com, Burman Industries (burmandustries.com), Motion Picture FX (monsterclub.com), 
or you can try MonsterMakers.com who has a No-Tac Acrylic Adhesive that is comparable to Pros-aide. You will also need some paper cups and 
stir sticks. And finally you will need Non-Colored Makeup Powder from your local beauty shop or online. Corn starch can be used as a substitute 
for makeup powder if necessary.

First you take the amount of desired paint and pour it into a cup. If you’d like to mix colors I would suggest doing that at this stage. Then you take 
an equal amount of Pros-aide and pour that into the cup. Mix well. Once it is mixed you have PAX Paint. Pretty simple and easy, in fact so easy 
you’re questioning why you even read this tutorial. Only one problem, the paint is probably too thick to airbrush or even paint without leaving 
stroke marks on your puppet. At this stage you should already have an idea if you are going to use brushes, sponges, or airbrush. Whatever the final 
tool you choose is, your paint should reflect its purpose by its consistence.  To thin your paint out you should add small amounts of alcohol until 
you reach the desired thickness of your paint. This should be done gradually and mixed completely. Don’t leave any lumps. I personally like to mix 
my paints very thin at almost a watery level. This allows me the ability to paint with both brushes and airbrushes to get the desired effect without 
brush marks. I apply the paint thin to the puppets surface, air dry, and then apply another coat. This gives me the ability to avoid over painting the 
surface and getting that lumpy look. I let the paint dry in the air. I then paint in fine details if necessary and let the puppet dry completely.

Once you are done painting and the puppets surface has dried, you will find that the surface of the paint is extremely sticky. This is the nature of 
Pros-aide. It just wants to stick to everything. You will now take a makeup powder puff and apply the non-colored powder makeup to the surface 
of the PAX. I personally use a liberal amount so as to get into every nook and cranny. I then blow at the surface or use an air canister or airbrush 
and blow air at the surface to remove any excess. Now you’re done. The paint will move and flex with the puppet and won’t crack at all. This will 
allow you a better looking character to animate with and also help in delivering a believable story. 

As a side note, I’ve been told personally by professional monster make up artists that by slightly wiping the surface of the PAX paint with a wet 
paper towel after it’s been powdered you can remove some of the dulling effect of the powder. In my personal experience I’ve found that this only 
removes the powder and makes the paint sticky again. 

Also, if your painting the whole puppet, then you will probably want to hang the puppet in the air and make sure the paint isn’t touching any sur-
faces other then the puppet. This could cause ripping of latex when you try to pull it away from a hook or wall.

Finally, there are a few primers on the market for use on the puppets surface before you paint with PAX. Many animatronic artists find that PAX 
will lift from the surface of their puppets when used excessively. I personally have never had a problem with lifting paint. But if your concerned 
about your final results, then this added step might be for you.

I hope this tutorial helps you in the future, good luck and happy puppet making.



Air Brush Problem Solving Basics
By John Ikuma

Level: Beginner

We all know that trying something new is sometimes hard and frustrat-
ing. Airbrushing tends to fall into this category for an untouchable art 
that costs too much and is almost impossible to master. The truth is 
that airbrushing is now cheaper and easier then ever. What tends to be 
the problem for most budding airbrush adventurers is clogging brushes 
and just not enough power and know-how. If you look on the Internet 
there is a ton of free information about airbrushes. But what you might 
be missing are the ins and out of the airbrush problem solving tech-
niques that often get the virgin air-brusher in trouble. 

To start with you will need an Airbrush compressor and an airbrush. 
Compressors come in many sizes, shapes, and prices. These can be 
purchased from Hobby stores, car Paint Stores, or even from some car 
parts stores. Most professional painters and even puppet makers will 
suggest a compressor with an attached air storage tank to maintain a 
steady pressure. Some will even suggest a compressor with a pressure 
of 100psi. You can purchase these compressors with a valve control 
that will allow you to adjust the pressure. The reason for this is to give 
you enough pressure to propel a thicker mix of paint. Micro Marc 
makes a tank system as well that will more then meet your needs. 

I have chosen to use a tank-less mini compressor/airbrush package that was purchased through a car paint company by the name of TCP Global. This is a tank-
less system that costs a little over $60 U.S. dollars online and includes a valve and airbrush. The compressor is rated at 60psi max. Which is enough to propel a 
fluid mix of PAX paint or acrylic. I have two airbrushes on hand that I use on a regular basis. The second brush that I use is the cheapest and simplest to use and a 
great starter brush for a beginner. It cost around $12 U.S. There are only three parts to the nozzle of the brush and this will aid in cleaning and unclogging paint. 

The first step is to maintain pressure and avoid air leaks from the hose and brush. You will want to use plumbers tape to wrap the threads of each hose and valve 
connection before attaching brushes and hoses. An air leak will cause a low psi and will prevent a steady stream of paint. 

The second step is to make sure your brush is clear of any residual paint buildup. This may sound simple, but the more expensive and complex the airbrush the 
more work this will take. You will want to soften and dissolve any residue by using an airbrush specific cleaner and soaking the individual parts in the solution. 
Avoid using water for it will turn PAX into a glob. This wont be necessary is you have just attached your brush for the first time. Cotton tipped sticks and a tooth-
pick will aid in the cleaning of the airbrush.  If you do dismantle your airbrush, take care to note how it will be reassembled. 

Basic $12 Airbrush Intermediate $65 Airbrush

Airbrush’s with Air Compressor



Always, always, always make sure your paint is thinned. If you choose to use PAX 
paint you will want it to resemble a thin colored water.  One of the biggest mistakes 
is to reuse old PAX paint or have your mix too thick. This will cause clogging and 
prevent paint from exiting the brush. You can thin a PAX mix or Acrylic with 90% 
rubbing alcohol. You should always do a test of your paint on the material you are 
painting before you start your work. This will help to assure that your paint is com-
patible with the material you’re painting. Do not use rubber cement/acrylic mixed 
paint in your airbrush. If you choose to use a latex based paint be sure to read the 
manufacturers suggestions for thinning paint. Clogs are your worse enemy. If your 
not shooting paint or the paint is lumpy then you’re probably clogging the nozzle.

The simpliest solution is usually the most obvious. Is your spray valve open? You 
might think that’s a no brainer. But I have seen this a lot. Especially, with more 
expensive airbrushes that have a trigger that is pulled back to release the propellant. 
Make sure to read the manufacturers manual on how to make the adjustment.

Do you have enough pressure? If your paint is thin and you’re using an airbrush spe-
cific compressor then you should have enough pressure. Check your valve and make 
sure that you are at a minimum of 50psi when your airbrush is open. 

Always test your spray before you start painting. Use a test surface like a board or 
piece of card stock to measure the size and amount you are spraying. Avoid clumpy 
paint that spatters on the surface. The idea is to have a thin smooth blanket of paint. 
This will insure that you have achieved your desired results. 

Clean your brush between each color change. You can use an airbrush cleaning fluid 
for this. Or if no cleaning fluid is on hand, then you can use a 90% alcohol. 

Always use a face mask and goggles. You don’t want paint spray in your lungs or in 
your eyes, and always spray in a well ventilated area. 

Now these are only a few basic problem solving techniques to help you out in your 
airbrushing endeavors and there are many tutorials out there on the actual technique 
of painting. But feel reassured that with practice and some patience you will be 
airbrushing in no time. Keep your head up and remember to have fun.

Push Button for Air and Paint

Push Button for just Air

Push and Pull Back Button for Paint 



In the modern animation and film world, computers have become the tool of choice to simulate moving camera shots. By shooting a character 
running in place against a green screen and then compositing the moving environment into the shoot, camera moves can be easily simulated. 
But what if the effects look fake?  Or the type of film you are making requires a more realistic shot? The major stop motion studios can use 
computerized motion-controlled cranes or hand crank dollies to achieve the effect of realistic camera movement, but for most hobbyists the 
expense of a computerized crane or a hand crank dolly is just not a reality. 

You can achieve these shots with some simple tools and supplies that can be obtained online or from your local hobby or toy store. But first 
you will need to know what kind of camera you are using. Is it a webcam, DSLR, or small digital camera like a Canon Powershot? (I would not 
suggest using video cameras for this exercise due to the weight of the camera overpowering your ability to move the homemade dolly.) Does it 
have a bolt hole for attachment to a tripod?  Does it have a clip?  How will you attach it to your dolly?  How much does it weigh? These are all 
important things to know before you head out to purchase materials.
Here’s the list of tools & supplies:

1) Thin wooden board or mdf. ¼ inch thickness should be 
fine. I suggest an 8inch by 10inch piece of mdf in length. 

2) 2 sets of Desired length of Lionel “O” scale model rail-
road track. 

3) Four Lionel “O” scale Die-Cast Metal Sprung Trucks.

4) Four sets of small 8-32 screws 1/4 inch in length.
 
5) Eight washers 8-32 size

6) Eight 8-32 nuts.

7) Bolt that will fit your cameras tri-pod hole. (Optional)

8) Power Drill

9) Screw Driver

Cheap And Easy Camera Dolly
by John Ikuma



Now your probably asking “Why a model train track?” or “Why 
did you pick “O” scale?” Well to start with, the reason we are 
using model train track is due to the relative availability of the 
tracks and the different curved shapes that can be easily pur-
chased.  Model trains come in many sizes big and small, but 
“O” scale is the easiest train track scale to obtain world wide 
and will easily hold the weight of a DSLR. “K” size tracks are 
the smallest and will not serve any purpose other then as a prop. 
“HO” scale is the most common model train tracks for under 
the Christmas tree, but you will quickly find it overpowered and 
weighed down with any camera other then a webcam, and have 
to run parallel tracks to maintain stability. “O” scale is the next 
scale up from “HO” scale and is more stable and less prone to 
warping and camera bumping when moving your dolly. 

1) First, we take your board, (which will be the base 
for the camera), and measure out where we intend to 
mount the four sets of trucks.  I suggest measuring 
out a spacing of about 6 inches apart*. This should 
leave 2 inch of space from the edges of each hole on 
the longer sides of the board and 1 inch of space on 
the shorter sides. You then will drill your holes. 

2) Now you will attach your trucks to the board us-
ing the bolts.  To attach the trucks, I would suggest 
applying a bolt first, then a washer, then the truck 
and then a washer and bolt. This will allow proper 
spacing for the truck to move loosely under the 
board. Make sure not to tighten the bolts too tight. 
Walla!!! You have a camera dolly



The spacing of the four holes will give your camera better balance 
and allow you to run two sets of tracks in parallel to provide a 
more stable movement.

You can now place your track down in parallel track positions to 
place your dolly on. Once you are satisfied with the fluid move-
ment you should be achieving at this point, you will want to place 
your camera on the dolly and position it so that its weight is evenly 
distributed on the dolly. I prefer to drill a hole in a balanced posi-
tion of the board and then attach my camera using an appropriate 
sized bolt. You can now attach your camera to the dolly.

Now that you have made your dolly, you will want to probably 
start animating. Well, that is fine but there are some things to con-
sider first. I would suggest bolting your track down to a board or 
set to prevent any warping of the track. Also, make sure your track 
and dolly is on a flat level even surface that is free of any slopes. 
If you don’t take care to watch for this, you may find you camera 
sliding out of position or even worse in a million broken pieces on 
the floor.  Another advantage of fixing your track to a board is to 
make measurement marks using a ruler and a pencil directly next 
to the track. This will help in measuring out your camera move and 
allow for you to preplan your movements.  You might also like to 
play with curved shapes of track and can even make a complete 
circle for your dolly to move along. 

Though this isn’t the end-all be-all of camera dollies, this is a 
cheap and easy way of making a tool that will help you to achieve 
the look you are after. Just make sure to have fun practicing your 
camera moves and happy animating. 








