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Synopsis

Combining the visionary imaginations of two premier fantasists, director Henry Selick (The
Nightmare Before Christmas) and author Neil Gaiman (Sandman), Coraline is a wondrous and
thrilling, fun and suspenseful adventure that honors and redefines two moviemaking traditions. It is
a stop-motion animated feature - and, as the first one to be conceived and photographed in
stereoscopic 3-D, unlike anything moviegoers have ever experienced before.

Coraline Jones (voiced by Dakota Fanning) is a girl of 11 who is feisty, curious, and adventurous
beyond her years. She and her parents (Teri Hatcher, John Hodgman) have just relocated from
Michigan to Oregon. Missing her friends and finding her parents to be distracted by their work,
Coraline tries to find some excitement in her new environment. She is befriended - or, as she sees
it, is annoyed - by a local boy close to her age, Wybie Lovat (Robert Bailey Jr.); and visits her older
neighbors, eccentric British actresses Miss Spink and Forcible (Jennifer Saunders and Dawn
French) as well as the arguably even more eccentric Russian Mr. Bobinsky (lan McShane). After
these encounters, Coraline seriously doubts that her new home can provide anything truly intriguing
to her...

...but it does; she uncovers a secret door in the house. Walking through the door and then venturing
through an eerie passageway, she discovers an alternate version of her life and existence. On the
surface, this parallel reality is similar to her real life - only much better. The adults, including the
solicitous Other Mother (also voiced by Teri Hatcher), seem much more welcoming to her. Coraline
is more the center of attention there - even from the mysterious Cat (Keith David). She begins to
think that this Other World might be where she belongs. But when her wondrously off-kilter,
fantastical visit turns dangerous and Other Mother schemes to keep her there, Coraline musters all
of her resourcefulness, determination, and bravery to get back home - and save her family.

A Focus Features presentation of a LAIKA production in association with Pandemonium. Coraline.
Dakota Fanning, Teri Hatcher, Jennifer Saunders, Dawn French, Keith David, John Hodgman, Robert
Bailey Jr., and lan McShane. Editors, Christopher Murrie, Ronald Sanders. Music by Bruno Coulais.
Director of Photography, Pete Kozachik, asc. Produced by Bill Mechanic, Claire Jennings, Henry
Selick, Mary Sandell. Based on the novel by Neil Gaiman. Written for the Screen and Directed by
Henry Selick. A Focus Features Release.



The Genesis of Coraline

The story of Coraline Jones and her adventure in the Other World is one that has crossed many
avenues of storytelling - father to daughter, pen to paper, book to movie, studio set to 3-D screen.

Once upon a time - in the early 1990s - author Neil Gaiman’s daughter Holly was, as he
remembers, “four or five years old. She used to come home from school and she would see me
sitting and writing. She would then clamber up on my knee and dictate little stories to me; these
were often about small girls named Holly whose mothers would be kidnapped by evil witches who
looked like their mothers.

“I thought, ‘Right, I'll go and find a book like this for her.’ | looked, but there wasn’t anything even
remotely like that. So | figured | would write that book, and | started to do so.”

Holly Gaiman reflects, “Coraline was a story that my Dad read me bits and pieces of when | was a
little girl, a story that he had started writing for me and one which nobody else had ever heard or
read. It's a lovely story, one that has both haunted and inspired me since | was a little girl.”

But after completing a few chapters, Neil Gaiman found his career taking off, and it would be
another five or six years before he found the time to return to Coraline. At which point he “suddenly
thought, ‘Holly is getting too old for it.””

However, she now had a younger sister, Maddy, and Neil Gaiman realized that that if he did not
finish the book soon his other daughter would be too old for it as well. With a formal book contract
being drawn up, he came up with a plan for productivity; “For the next two years, instead of reading
in bed before | turned off the light, | would write Coraline.”

He began to keep a notebook beside his bed and before he went to sleep he would write 50 -100
words, maybe 5-6 lines each evening. “It was a very slow way of writing,” he admits. “That’s about 1
page every 6 days. But, doing it every night, eventually, | found myself approaching the end.”
Finally, in 2000, he was able to spend a week finishing the book.

Central to the story is a childhood memory of the author’s; just as children are for a time certain
that their toys come to life when they are asleep or not looking, the young Neil Gaiman had his own
household suspicions. They were stoked by an old manor house that he was living in with his
parents. He recounts, “There was a door in a living room that opened onto a brick wall. But | was
convinced that it wouldn’t always do that. | tried sneaking up on it; I'd lean against it, as if | was
doing something else, and then open it quickly and look.



“I thought if I could only approach it properly, there would be a corridor behind it. | had a dream
that | opened the door and there was a tunnel. In the book, Coraline finds a door that has been
bricked up, but one day she goes through the door and there is a corridor.”

Crawling along, she soon finds herself in the Other World and starts to settle in. She chooses to
overlook the fact that Other Mother and Other Father have black buttons for eyes. “It is the kind of
metaphor that allows for many interpretations,” says Neil Gaiman. “They are all correct; the eyes
are the windows to the soul, the Romans put coins on the eyes of the dead, and so forth.”

It is the discovery of three ghost children, imprisoned long ago by Other Mother, that helps spur
Coraline to forsake the Other World. She realizes that she is their only hope and that her own family
back in the real world is also in danger. As the author notes, “| wanted to write a book about what
being brave is; it's being absolutely scared and doing what you must do, despite fear and obstacles.

“l also wanted to express that, sometimes the people who love you may not pay you all the
attention you need; and, sometimes the people who do pay you attention may not love you in the
healthiest way.”

The after-school story had become a bedtime one; having finished the book, Neil Gaiman read a
chapter each night to Maddy Gaiman before she fell asleep. He admits, “If she had been scared or
troubled by it, | probably would have put it away. But she loved it.”

Maddy Gaiman comments, “It’s a story that draws you in and keeps you there. You get attached to
Coraline, and root for her to come out on top.”

The book, illustrated by Neil Gaiman’s frequent collaborator Dave McKean, was published in the
U.S. by HarperCollins in 2002. This was “at the height of Harry Potter mania,” notes the author. “But
it was also the first year that J.K. Rowling had missed her deadline, so we got media attention a
children’s book would not normally get - and the book went straight onto The New York Times
best-seller list!”

Authors Philip Pullman (the His Dark Materials trilogy) and “Lemony Snicket” (Daniel Handler) were
among those who praised the book. Neil Gaiman reports that “because of its awards and because
Coraline is written in a very plain vocabulary and has an interesting story, it got taught as a set text
in schools.”

Its honors include the American Library Association’s Best Book for Young Adults; the Hugo and
Nebula Awards; Child Magazine's Best Book of the Year; and a Publishers Weekly Best Book
citation, among many others. The unabridged audio book, read by the author, was voted a
Publishers Weekly Best New Audio.

The book has inspired a short film by a trio of Italian moviemakers; a puppet show by an Irish
theatrical troupe; a staging by a Swedish youth theater group; a hardcover graphic novel
adaptation; and off-Broadway musical premiering in the spring of 2009.

Worldwide, the book has sold over one million copies. The author notes, “Of all my books, Coraline
has been translated into the most languages - 30.”



Screen Vision

During the years of writing Coraline, Neil Gaiman followed with interest the feature film work of
director and animator Henry Selick; the author had gone to see The Nightmare Before Christmas
(1993) the first week it was released, and then saw James and the Giant Peach (1996) as well. He
remembers, “Henry was on my radar as a remarkable creative force. | would talk to my agent and
he would say, ‘There’s this guy Henry Selick; you two would like each other.” So when | finished the
Coraline manuscript, | gave it to my agent and asked him to send it to Henry. This was about 18
months before the book was published.”

Selick reflects, “When | first read the manuscript, | was struck by the juxtaposition of worlds; the
one we all live in, and the one where the grass is always greener. This is something that everyone
can relate to. Like Stephen King, Neil sets fantasy in modern times, in our own lives. He splits open
ordinary existence and finds magic.

“Coraline is very appealing to me, and | hope that she will be very appealing to children seeing the
movie for a variety of reasons. She’s brave and imaginative and has got an overwhelming curiosity;
if she sees something interesting, then she has to know about it. | loved that her ‘grass is always
greener’ scenario turns out to be scary. When Coraline - an ordinary girl - faces real evil and
triumphs, it really means something, as Neil has said.”

The director adds, “Neil invites the reader in to participate in Coraline’s adventure, and | wanted to
do the same for the moviegoer.”

Gaiman says, “Within a week, Henry said he wanted to do it. Producer Bill Mechanic - with whom
he had worked before - bought the movie rights, and Henry started work on the script immediately.
By sheer force of never giving up, Henry has gotten the movie made.”

Selick feels that “this was an ideal opportunity to take all | know about storytelling through
animation, bringing those tools to bear on a story with a strong lead character.

“Neil was there with help and advice right from the start, yet was not overly precious with his book
and would step away when | needed to focus. You want to honor the important parts of a book in
adapting it, but you also have to invent and change as well.”

Once Selick decided that he would take the look of the movie into a different realm than Dave
McKean’s artwork for the book, he brought revered Japanese illustrator and desigher Tadahiro
Uesugi on board as concept artist. Selick offers, “We're going for both a classic storybook look and
a strong graphic look, and Tadahiro is inspired by American illustrators of the late 1950s and early
1960s.”

Uesugi worked on the concept art in Japan for over a year, and then traveled to the U.S. to meet
with Selick and illustrator Michel Breton. Uesugi would then remain in close contact with Breton
from thousands of miles away; having established his brush-strokes and palette of colors with
Breton during the U.S. trip, the two could continue collaborating on designs long-distance.

With a new draft of the script approved, Coraline entered pre-production in 2005. Art direction and
storyboarding came first, as storyboard supervisor Chris Butler oversaw storyboard illustrators in
visualizing every scene and character.



As crucial as this might be for live-action movies, for animated features it is doubly so. Butler
explains, “It’s not like live-action, where you can use multiple cameras or do retakes. The animators
are moving one frame at a time, so you need to know exactly what shot you're getting before you
actually do it. The benefit of the storyboards is that we work from the script to map out the entire
movie in advance in picture form - often with some newly visualized ideas incorporated — and that
material goes directly to the camera department.”

This phase of pre-production helps in getting what the director sees in his mind’s eye up on the
screen. The process is adhered to through production, with the shooting schedule divided into
sequences.

Moving storyboarding into the 21st century and beyond pen-and-pencils, Butler and his department
worked with Wacom'’s Cintiq LCD flat-screen monitors, which entail using an interactive pen directly
on the screen. There are over 1,000 levels of pressure sensitivity on the pen-tip and eraser for
precise image control, while the screens have adjustable stands for optimal working angles.

Butler enthuses, “With Cintiq, what we are able to do is build the entire movie out of our storyboard
panels - complete with sound, music, and dialogue. We can watch it with Henry to make sure it’s
[going to be] fine.”

But, how best to animate Coraline’s adventure? Stop-motion animation, the sole province of The
Nightmare Before Christmas and the dominant one in James and the Giant Peach, was always in
the forefront of Selick’s vision for Coraline. Despite his and Mechanic’s considering elements of CG
(computer-generated) animation and/or live-action, Selick decided that “this story was perfect for
stop-motion animation.”

“It is,” agrees Gaiman. “Stop-motion combines imagination with a tangible reality and solidity, and
Henry’s work in the medium catches my heart.”

Stop Starts

“It’s puppetry without strings,” is how Coraline animator Amy Adamy describes the stop-motion art
form.

Lead animator Travis Knight adds, “Every shot is a high-wire act.”

“You can do anything in stop-motion,” states storyboard artist Ean McNamara. “It’s like sculpting
with light.”

Storyboard supervisor Chris Butler says, “You get to lose yourself in the fantastical. When you’re
working on a stop-motion movie, you’re working on something special that you hope will be seen
for decades to come.”

The stop-motion animation process was, is, and always will be distinctive, specialized — and
uniquely enthralling to audiences. Single frame by single frame (and there are 24 frames per
second in a motion picture), animators subtly and painstakingly manipulate tangible objects
(characters, props, sets, etc.) on a working stage. Each frame is photographed for the motion
picture camera. When the thousands of photographed frames are projected together sequentially,
the characters and environment are animated in fluid and continuous movement. It is movie magic
crafted by hand.



Coraline’s characters are brought to life through a unique art form. A stop-motion feature can be
compared to a live-action feature in that there are physical sets that must be built and dressed; and
players who need to be coiffed, clothed, properly lit - and directed.

But the entire world of the movie springs from the imagination, particularly from the creative minds
of the animators, who move the cast members by a matter of millimeters for each individual
frame. It is in that very movement where the one-of-a-kind nature of this moviemaking begins to
emerge.

Henry Selick reflects, “The miracle of stop-motion, and one of the reasons it's so magical for me, is
what you see when you see a stop-motion animated character come to life; an actual performance
through the puppet by the animator. They have to move forward, hitting their marks and saying the
lines like any live actor would.”

The very first example of cinematic stop-motion is cited as the 1898 short The Humpty Dumpty
Circus, in which British émigrés Albert E. Smith and James Stuart Blackton used the pioneering
technique to bring a toy circus of animals and acrobats to life.

European animators were the first to use puppets and other objects to relate a coherent narrative,
but it was California’s Willis Harold O’'Brien who made it more of an art form over decades of
refinement. O’Brien’s career spanned short films, the 1925 feature The Lost World, and (with
sculptor Marcel Delgado) the original King Kong (1933). The ball-and-socket metal armatures
created for the latter set a template that is still used today. O'Brien was honored with an Oscar for
his work on Mighty Joe Young (1949).

One of O’Brien’s apprentices on the latter film was Ray Harryhausen, who would build upon his
mentor’s techniques and whose “Dynamation” would inspire generations of animators, including
Selick. Harryhausen masterfully combined live-action and stop-motion animation to get humans
and creatures interacting in such fantastical films as The Beast from 20,000 Fathoms (1953), 20
Million Miles to Earth (1957), The 7th Voyage of Sinbad (1958), and Jason and the Argonauts
(1963).

Hungarian animator George Pal (Gyérgy Pal Marczincsak) had arrived in Hollywood in the early
1940s, where he produced a series of “Puppetoon” short films for Paramount Pictures. Unlike
O’Brien and Harryhausen’s techniques, Pal’'s team used replacement animation, which required up
to 9,000 individually hand-carved wooden puppets or parts, each slightly different, to be filmed
frame-by-frame to convey the illusion of movement. This, too, is stop-motion animation, but from a
different vantage point.

Several of Pal’s short films were nominated for Academy Awards, and Pal himself received an
honorary Oscar in 1944. The director/producer continued to use puppet animation in such feature-
length productions as The Great Rupert (1950), tom thumb (1958), and The Wonderful World of the
Brothers Grimm (1962).

Millions of adults and children from two generations are well-acquainted with the work of Arthur
Rankin, Jr. and Jules Bass. Using a stop-motion puppet process they dubbed “Animagic,”
Rankin/Bass gifted television viewers with such classic holiday specials as Rudolph the Red-Nosed
Reindeer (1964) and Santa Claus is Comin’ to Town (1970). Bass directed the team’s feature films
The Daydreamer (1966) and Mad Monster Party? (1967), which utilized the same process.



In 1982, Disney conceptual artist Tim Burton made the short film Vincent with Dishey animator
Rick Heinrichs. Shot in expressionist black-and-white and narrated by Vincent Price, the picture was
done in stop-motion.

A decade later, Burton hand-picked a team of artists and animators to create what would become
the groundbreaking stop-motion musical The Nightmare Before Christmas, from his original story,
tapping his onetime CalArts classmate and Disney colleague Selick to direct the feature-length
film. The director remembers, “It was a very, very hard project, but we knew it was going to be a
pretty cool movie. What we did with Nightmare was to take stop-motion into new arenas in terms
of camera moves, lighting, mood and so forth.”

One more decade later, Selick would be doing the same with Coraline, while also joining the
Oregon-based animation studio LAIKA , Inc. as supervising director for feature development.

Located in Portland, LAIKA has since 2003 counted Philip H. Knight, co-founder and CEO of Nike,
Inc. as its Chairman of the Board. The company’s commercials division is named LAIKA/house.

Today, the 550-people strong animation studio specializes in the production of features,
commercials, music videos, and other media, using a wide range of techniques; CG in addition to
stop-motion, and (regular) 2-D in addition to 3-D. In fact, Selick’s first project at LAIKA was the 8-
minute CG Moongirl (2005), which had its origins in a contest at the studio for a short film idea. CG
modeller/compositor Michael Berger’s idea was picked, and Selick was chosen to direct. Exploring
the other side of the Coraline process, Selick adapted the story as a children’s book for Candlewick
Press, with illustrations by Peter Chan and Courtney Booker, two of the key artists who worked on
the short.

The company also had a hand in the Oscar-nominated stop-motion feature Corpse Bride (2005),
directed by Mike Johnson and Tim Burton, which was made in the U.K.

On Coraline, it was envisioned that the storied stop-motion process would be practiced as never
before so that the story could be “seen through Henry’s world,” notes Neil Gaiman. “lI was so glad
when he called ‘Action!’” for the first time, and | knew it was going to be fun. He was the artist who,
with vision and humor, would make something special - with cool stuff in it.”

With the Voice Talents of...

A character’s portrayal in animation involves several elements of performance. Voice work is one of
them. Contrary to popular perception, on Coraline it was just the beginning for the character.

Henry Selick remarks, “We record the voices first and then we have someone read the sounds so
we know where all the mouth positions should be. Later, the animators match the stop-motion
puppets’ mouth movements to the words that the actors have already recorded.

“Sometimes it’s very challenging for the actors because they don’t have sets or props or costumes.
They haven’t seen their characters in action, unless there is some existing test footage. So they are
just doing pure voice work, and they have to record numerous different versions so that one can
change one’s mind about what might be needed for a particular scene.”

The director clarifies, “The performance that the animator brings to the character is triggered by the
vocal performance.”
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Much as a director and producer would do on a live-action feature, Selick and Bill Mechanic began
brainstorming casting ideas. It was imperative that Coraline, the girl who Selick admiringly says
“cannot be held back,” be cast first. Dakota Fanning, who at the time was Coraline’s age yet
already a veteran actress, got the offer for the role and accepted it.

She notes, “All kids, at some point, yearn for different things than they have. Coraline also has to
learn to accept people for who they are and not wish them to be anything different, whether it’s her
parents or Wybie or her new neighbors. You fear for Coraline and just want her to get home, having
faith in her that she’s going to do so. She reminded me of Dorothy in The Wizard of Oz and Alice in
Alice in Wonderland; in this story, there are scary parts, but it's also very fun and a wonderful
fantasy. Coraline is a great movie for both adults and children.

“Coraline is always looking for adventure, and she’s a collector of things that most people would
not even pay attention to. But those are Coraline’s treasures.”

While Fanning was recording her dialogue for Coraline, her sessions were also digitally
photographed, the actress explains; “They were videoing me, so if there was anything | happened to
do - a gesture or a facial expression - they could put that into Coraline’s character.” In this regard,
a voiceover portrayal can influence sculptors and animators’ work on the puppets.

Fanning continues, “When you're doing a voice performance you don’t really have your body and
your facial expressions to portray things, so in the studio you have to push the envelope with your
voice to get your point across. You think, ‘Am | doing that right?’ Henry is very specific and very
patient directing voiceover.

“What was helpful was, the first time that we recorded in the studio they brought in big pictures of
some sets and all of the character models. Henry had given me pictures of what the house was
going to look like.”

Fanning had a handle on her character from early on. She reveals, “The trick with the voice was to
be frightened and smart at the same time. Coraline’s so scared, but she realizes she has to pull
together and not let her fear overcome her. Since she’s the only person without buttons for eyes in
the Other World, she realizes that the people there are no longer human and no longer have souls.

“So she knows that she has to come up with a plan to escape the Other World, and, with a little
help from Wybie and the cat, she does get out of the situation, which is important to show children
watching the movie.”

Neil Gaiman marvels, “Dakota conveys the character's vim and spunk, and adopted this little
midwestern accent, which she doesn’t usually have. You listen to her and think, ‘That’s Coraline,’
and not ‘That’s Dakota Fanning.””

“She is a gifted performer who brings great skill and emotional depth to Coraline,” states Selick.
“She understands the character and makes her believable.”

Fanning confides, “Coraline is more tomboyish than | am; I'm a little more girly than she is. But the
clothes that she wears, | would wear in a second!”

The key relationship in the movie is between Coraline and her mother - or, perhaps more
accurately, among Coraline and her mothers; her actual Mother and her Other Mother.
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Selick elaborates, “Her real mom, Mel, is a talented writer and leader of the family. As the story
begins, her Mother has whiplash and is on deadline, so she’s not great at pretending to care about
every little thing that Coraline wants or needs in this new life of hers. Still, Mel knows what'’s
important; keeping the family together and keeping it going, which a real mom is great at.

“Coraline’s mom doesn’t have a lot of time for her right now, and Coraline discovers her Other
Mother. This is a woman who looks almost exactly like her real mom, but a little prettier. With her,
Coraline is offered wonderful homemade meals, a magical garden, and - it would seem - a mom
who will cater to her.”

The moviemakers cast a wide net for the actress who could vividly convey both mothers’
characters. Selick reveals, “We had confirmed Dakota as the central voice, so | cut and tested
about 70 actresses’ voices against Dakota’s. Teri Hatcher went right to the top of our list. She has
this warm, beautiful instrument of a voice.”

Hatcher was intrigued with the project straightaway. She notes, “As a mom, | know it’s hard to find
quality entertaining movies for the family, and that’s what Coraline is.”

In her voiceover debut, the award-winning actress takes on the tricky dual role of Coraline’s weary
mother and the cheerily accommodating Other Mother. Although, as Hatcher points out, “It's
actually three different voices, for three different versions of Coraline’s mother.

“In the real world, Coraline’s mom has just moved, it’s raining, it's muddy - nothing’s going right for
her and her family. So, during one of our first recording sessions, Henry wanted her to say ‘shut up’
to Coraline. That line was a big deal for me, because | have never said ‘shut up’ to my own daughter
in her entire life! But | think a lot of moms will relate to her because she is a good person who loves
her child.”

Hatcher adds, “The second voice is the Other Mother. She’s the most surreally perfect mom
anybody would ever want, with the answer to any question. Coraline starts to think that this Other
Mother is better than her ‘old’ mother.

“Finally, | play what | call the Evil Mother, which is the Other Mother in her true colors. When she
starts to not get her way, she becomes quite monstrous. She is actually an evil force that has
existed for many years, thriving on the souls of children. For her, | had to let my inhibitions go and
scream into the microphone!”

Selick adds, “We also found that when Teri would pull back and quiet down, it became scarier still.
She loved the challenges. As Coraline’s mom, she has to be tough so we understand why Coraline
would pull away. As the Other Mother, she is so warm and inviting that you want to hang out with
her.”

But for the final voice, Gaiman remarks, “She goes from incredibly sweet all the way through to
how-scary-can-you-get!”

Hatcher credits her director as being “supportive. He will really take the time to communicate to
you just the subtle line reading he’s looking for. Then he gives you the freedom to try something
different. He might say, ‘That was great and | didn’'t expect that.” All the time, you can see the
passion Henry has for this project.
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“As the process evolved, | became more confident in being more humorous, or more sarcastic, or
more evil. What was amazing to me, seeing footage cut together, was how the animators take your
voice and pick up every little inflection and make the characters so real. It’s artistic genius.”

Hatcher and Fanning were able to see the crew at work firsthand; although they recorded their
voiceover performances separately with Selick in Los Angeles, each also paid visits to the LAIKA
studios with members of their families to see firsthand the creativity going into the production
process.

Fanning says, “I'm a big fan of Teri’'s - Desperate Housewives is my favorite TV show - and | wish
we had gotten to work together. I've met her once, and hopefully will again at the premiere of
Coraline.”

Returning the compliment, Hatcher praises Fanning’s voice work - literally; “She’s wonderful; it's
amazing what she was able to do with the words, but also the breaths in-between them.”

While - as is the norm on animated features - the movie’s leads did not record their readings at
the same places and times, two other actresses on Coraline did; Dawn French and Jennifer
Saunders, a prominent U.K. comedic writing and acting team for three decades, recorded together
as Miss Forcible and Miss Spink, respectively.

Selick muses, “These characters are Coraline’s hew downstairs neighbors, but they really live in a
fantasy world of their past, thinking they were great actresses when probably they were music-hall
queens. They're friendly to Coraline, although Miss Forcible is always very dramatic.”

When the moviemakers began discussing casting possibilities for the duo, Gaiman made his “one
big casting suggestion, of French and Saunders. Dawn had read the English audio book of Coraline
and done such an amazing job of it.”

Selick was receptive to the idea because “These two have been one of the outstanding comedy
duos in the world for a number of years. It was important to have character actors, because these
roles are not the usual ‘comic relief’ ones you find in most animated movies.”

The director went to London to record the pair’s voiceovers. He remembers, “We spent a whole day
with Dawn playing Miss Spink and Jennifer playing Miss Forcible. At the end of the day it was good,
but it wasn’t great. So | reversed their roles. There are a lot of actors who would have just walked
out, but Dawn and Jennifer took a breath, nodded their heads, and said they would try it. They
switched parts, and from then on everything was great.”

Saunders offers, “Well, we are strangely interchangeable.”

French adds, “Yes, we are quite often flip sides of the same person...I think a lot of working up
character for voices is about trust; trusting the director, trusting the writer, trusting the other actor
and being open to suggestions and trying something different.”

Saunders says, “It was lovely working with Henry. He gives you a lot of confidence. You always think
it will be a bit pedantic to go over and over a line, but in fact you discover a lot more about the
character. Normally, if Dawn and | are working on something together, we tend to go for what fits
our natural rhythms. On Coraline, we tried other rhythms and other volume levels.
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“Miss Spink and Miss Forcible have a kind of habitual bickering that happens often with older
people. One person says one thing, and the other has to disagree. It's a bit What Ever Happened to
Baby Jane?”

French concurs, saying, “They try to top each other, even in their song; getting up an octave to prove
that one is better than the other.

“I think that both children and adults respond very well to eccentric characters like these two; there
is a sequence that takes place with them in the theatre [in the Other World] that will be divine,
fantastical.”

For Coraline’s upstairs neighbor, the “casting call” was perhaps the most unique. In the movie, “Mr.
Bobinsky is an eight-foot tall blue Russian giant,” explains Selick. “He keeps raw beets in his
pockets, for healthy eating, and claims to have a Jumping Mouse Circus.”

Voicing this distinctive character is five-foot-nine non-blue-hued Briton lan McShane. “I guess Henry
probably saw and heard me on The West Wing,” laughs the actor by way of an explanation,
referring to his appearance on the popular program as a Russian negotiator. “But | always enjoy
doing accents, and voiceover; you’re one-on-one with the director and his vision, working together
to create something.

“Henry’s movies are extraordinary; I've watched them with my grandchildren. They're fabulously
childlike and also spooky. The theme of Coraline is - things are always better at home!”

Selick enthuses, “lan’s voice is like a bottomless well. He makes Mr. Bobinsky by turns imposing,
comic, sad, aloof, and - in the Other World - a little villainous.”

Back in the Jones household(s), Coraline’s “put-upon father, Charlie, is voiced by John Hodgman,”
notes Selick. ‘| had seen John on The Daily Show, promoting his book The Areas of My Expertise,
and thought of him to play her father and Other Father. Listening to his voice with Dakota’s and
Teri’s, he sounded perfect.”

Not long after, Gaiman did a reading in New York City where Hodgman was his interviewer. To his
surprise, the author recounts, “John said, ‘Oh, by the way, I'm going to be in this movie...’

“Coraline’s dad is bemused and affectionate. He does that thing that fathers do when they
embarrass their kids yet somehow think that they are being cool. But the kids just want them to go
away. John has that down perfectly, and you both love him for it and wish he would stop...”

“With John’s great delivery and skill at improvising, he makes for a funny and sympathetic dad,”
adds Selick. “While her mom is having a tougher time, her father cracks bad jokes and has a made-
up song that he’s sung to Coraline her whole life. He sings with love, but his voice is terrible; he
cooks with love, but his meals are terrible, too.

“In the Other World, the Other Father is a smooth guy; he’s what Coraline thinks she wants her real
father to be like. The original direction for John was, ‘Just be Dean Martin.” Now, | knew he could
never be Dean Martin, but that it would still come off well. When he was doing his Dean Martin, it
was more like Bing Crosby - but it worked.”
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While in the Other World, Coraline also encounters a black cat that she has only recently met in the
real world. The enigmatic and often feral animal has the ability to move between the two worlds -
but only speaks in one. Selick reveals that the cat is “Coraline’s reluctant guardian angel because -
unlike all the ‘Other’ characters - he doesn’t have buttons for eyes. It is in fact the same cat — and
it can speak in the Other World. It can travel between worlds at will because there are cat ways in
and out of most any place.”

As voiced by Emmy Award-winning actor Keith David, this sage feline really is “the cat’'s meow,”
laughs Fanning.

Coraline’s new acquaintance Wybie Lovat is a character added by Selick for the screen version. He
explains, “Coraline has a lot of internal thoughts, and | needed somebody for her to share her
thoughts with and create a little more conflict. Wybie is a local kid who is clever but lonely. He's
built himself an electric bicycle which he uses to explore the woods nearby.

“Wybie’s grandmother - another character added for the movie - owns the house that Coraline
and her family have just moved into. Wybie has a few clues about the house’s secrets, but he
doesn’t really know. When he finds out, he proves to be a true friend to Coraline.”

Selick selected Robert Bailey Jr. to voice Wybie. Like Dakota Fanning, Bailey Jr. is already a veteran
actor by virtue of his having started a successful career at an early age; like Teri Hatcher, he makes
his feature voiceover debut in Coraline.

Maddy Gaiman assesses the actor and his character as “a good addition to the story. He’s there for
Coraline when it counts!”

Two Worlds, One Studio

No project is more unique and innovative in contemporary feature animation than Coraline; it is the
biggest production ever to be made in stop-motion animation, and the first to be made in
stereoscopic 3-D.

To make the movie at LAIKA, Henry Selick worked with “an incredible crew, many of whom I've
known for more than 20 years.”

More than 20 people relocated to Portland from other parts of the country, and even from abroad.
Lead animator Travis Knight comments, “LAIKA has roots in stop-motion, but we have a broad
range of projects, and | guess the thing that ultimately unites them all is a singular, really creative
voice. Every movie we make has to have someone behind it who has a powerful vision, like Henry
does.

“But of course, moviemaking is a collaborative effort. Ours involve everybody at LAIKA, each
bringing something of themselves to these captivating stories - while expanding people’s senses of
what animation can be, with bold and innovative design.”

“After living with this project for more than seven years, | know it intimately,” notes Selick. “What
was truly exciting was seeing it coming to life before me with what other people brought to the
project. The LAIKA family came together to concentrate on this movie.”
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Neil Gaiman comments, “I hope that people are and will be reading my work who were not even
conceived when it was written. Similarly, at LAIKA, the people there are not interested in making
movies that last just for the moment. They want to make ones that last forever. That is why there
was ho point at which I lost faith in Henry and the people at LAIKA.

“What | didn’t realize until | visited the sets out in Oregon was that absolutely everything you see on
the screen had to be made after being designed or sighed off on. Every blade of grass had to be
painted or built out of fake fur.”

With elements in each frame of Coraline being created and posed by hand, it took an entire week
of production to complete 74 seconds of movie footage.

Yet, clarifies Selick, “Any animated movie takes a long time to make. A stop-motion feature doesn’t
really take longer than a computer-generated one.

“Having done tests with the sets, props, puppets, and camera, when we roll a shot it has a very high
success rate. Unlike in live-action, where you start shooting and have to get coverage from different
angles, we are only shooting the pieces that fit together perfectly.”

As with a live-action movie, the shooting of Coraline was divided into individual sequences that
were usually grouped by the locations of the scenes.

“With miniature puppets, miniature props, and miniature sets, Coraline’s two complete worlds were
brought to life,” says Selick. “Everything had to be thought out. It all had to be desighed and signed
off on.”

One of the first crew members to be hired was character fabrication supervisor Georgina Hayns,
who had worked on Corpse Bride as head of armature and relocated from the U.K. to Portland. She
comments, “It’s inspiring to be in a beautiful countryside and be creative. LAIKA affords you that,
and the opportunity to experiment in a familial environment.”

Indeed, in her capacity, she heads up a crucial department, one that numbers over 70 people, and,
she quips, “I look after the cast! It's so joyful seeing them be brought to life by the animators.

“The difference between a puppet and a doll is that there’s more going on inside, and a doll can't
star in a stop-motion movie. Neither can hand puppets or marionettes.”

To physically construct just one of the puppets for Coraline, 10 individuals had to work 3-4 months.
Hayns elaborates, “All of our puppets are made up of silicone and foam latex and resin, and then
inside they have their metal. Unlike marionette puppets - with whom everything is shot in real time
- stop-motion puppets have to withstand a lot and last a long time; the Coraline shoot lasted over
18 months, following two years of pre-production during which our crews first started work. We
work closely with the director on anything and everything that is going to be seen on-screen, and |
am involved with every painting color or piece of hair going onto a puppet.”

She continues, “What comes first is, concept artists design the look of a puppet. Once it is
approved, a sculptor turns that two-dimensional illustrated image into a three-dimensional object.
The director has to discuss with us what performance he wants from that puppet. Next, it’s time to
make the puppet. There are different forms of facial animation, and you have to decide if a
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particular puppet is going to have a replacement head and face - which is hard but with a soft
mold — or a mechanical head and face, which is soft but with a hard mold.

“On Corpse Bride, they were mechanical. On this innovative production, we've gone much farther
with the replacement technology and the puppets have smooth and expressive faces. It's more
sophisticated, what with the upper and lower parts of the face now being able to move so much
more while also being secured with magnets. But there are a few characters in Coraline whose
faces are mechanical - such as Father, Other Father, and Miss Spink - because it suits the
characters.”

Selick notes, “Mechanical faces can still do very subtle things, but the replacement faces give you a
wide range of expressions.”

Hayns adds, “It's a bit like Swiss watch-making within the puppet head; the animator manipulates
the character’s facial expressions. Eyebrows, jaw, lips - they are all adjusted. There are tiny joints
within that move the heads and faces, whether replacement or mechanical.”

Having chosen which style of facial animation, says Hayns, “you must itemize the body of the
puppet and work out what materials you will need to make everything from. The sculptor has to get
the likeness right, sculpting the parts in clay and then separating them off. Then a mold-maker
makes molds of all of those individual parts. We have a casting team to cast the materials that
each puppet is going to be made from, and we have an armature team that builds the metal
skeletons to go inside the puppets.

“A puppet for stop-motion animation has to have some kind of framework which will hold it up so
that a human animator can manipulate that puppet and make it move. That framework usually has
to be a metal one; wire, or perhaps armature - which is a ball-and-socket and hinge-jointed version
of a human skeleton. The lead Coraline puppet has that. It all has to fit within the mold, of course;
you can'’t rupture that. It's all adjusted as needed, with bolts and screws.”

Hayns notes that “our painters are like make-up artists; they work on literally thousands of
replacement faces. One person will do all the lips on Other Mother for the last part of the movie;
another will be responsible for her eyebrows, and so forth.”

Lead painter Cynthia Star found the replacement-faced Miss Forcible to be “the hardest puppet to
paint. Her face has many powders, because Henry wanted her to look ashen. We painted her with a
flesh tone, then highlights, then a yellow aging blush, and finally some lowlights for the bags under
her eyes.”

For the character of Coraline, 28 different puppets, each 9 34" tall, were created.

9 changes of costume were needed for her for the story - and, as for any lead actor making a
movie, duplicates of those outfits had to be kept handy. With animators handling the puppets
thousands of times, there were at least half a dozen duplicates of each costume. Fragile body parts
like Mr. Bobinsky’s hands - “despite the little wires we layer into the hands, these are the first
things to break on any puppet,” notes Hayns - also had to be made many times over and kept at
the ready.
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Appearances can be deceiving; Mr. Bobinsky’s even more fragile-looking arms were in fact solidly
supported by armature, and the flowing coat he wears in the Other World has wires in it so it could
be made to billow on-screen.

For Coraline herself, Hayns reports, “Between myself, Henry and our lead costume design fabricator
Deborah Cook, we came up with the look of her costumes, after first taking a survey of just what
girls her age are wearing these days. Our teams went to Los Angeles, San Francisco, and London to
try to find the right materials.”

Cook elaborates, “We started with images of regular clothing to see how we might want it to look.
Then we researched fabrics and did color and fabric tests. For example, some fabrics would have a
little grain or weave on them, which would be fine - but for the fact that a close-up on-screen would
be distracting. Yet nothing was thrown out.”

Hayns adds, “Deborah’s department had to source the fabrics; for example, the lead Coraline we
were using is 9 % inches high. So, if you have a close-up of her, you have to know that the scale of
that fabric is going to look right on her - and on the big screen in 3-D.”

Some fabrics proved highly adaptable; antique Victorian gloves offered the best - and thinnest -
possible leather out of which to fabricate some of the dolls’ shoes, as well as Mr. Bobinsky’s boots.

Although there were no tall blue Russians available to reference Mr. Bobinsky, Cook notes that “we
did have someone of comparable height and stature to an 11-year-old girl - which Coraline is -
walk around in a raincoat so we could see how it hung and flowed, since it’s a key costume.”

The production’s painters worked on Cook’s group’s costumes as and where needed, whether to
“age” them accordingly or provide detail like snow (made out of superglue and baking soda)
melting on clothing. The hooded raincoat, once crafted with fabric and silicone and sporting an
underlay of wiring, was ready for the rigors of the production process. But, unlike, say, the same
one raincoat that Peter Falk wore and wore for years as Lieutenant Columbo, Coraline’s slicker had
to be replaced regularly; hand-applied and hand-painted wear-and-tear was a safer bet than
sustaining it for real.

Cook’s department is dotted with high-tech sewing machines and surrounded by sketches. As with
other departments, she and her staff looked to real people to inspire the stop-motion characters
they were working on; while referencing Teri Hatcher herself was an obvious choice for Mother,
Wybie’'s grandmother is meant to recall a jazz great.

Through this part of the process, the lead, or “control,” of Coraline and every other character has
also been crafted to scale as a maquette -a puppet-sized detailed clay figure (though not a
workable puppet) that can be found on mounts at the LAIKA workspaces. The maquettes serve as
artists’ models, reference points of both character and look. “They are style and size guides,” says
Hayns. “They solve problems for us in advance and can give us a real feel for the puppet before it is
actually made.”

Another challenge for the Coraline moviemakers was creating the hair for the puppets. Selick
wanted, for the first time in a stop-motion feature, the characters to look as if they had natural hair
- instead of relying on the medium’s standard sculpted hairpieces. So the production experimented
with various types of human hair, animal hair, and even tinsel. Hayns reports, “You find that human
hair is too porous and does not stick. [Lead hair and fur fabricator Suzanne Moulton] hit upon using
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synthetic hair - mohair, actually - which we laid thin wires into. We also had to make different
stunt wigs for the action that Coraline goes through.”

Moulton adds, “The tinsel worked for us, and with hair gel and glue it would stay in place. Coraline’s
hair goes through a lot of handling on the sets, so we needed those replacement wigs. Our process
for cleaning them was a little drop of alcohol and a gentle hand.”

Her department is perhaps proudest of one shot in the movie where Coraline leans down and looks
under a bed. A special wig was created just for this brief scene.

Hayns says, “Meanwhile, our silicone casters had to make sure there were no seam lines on the
puppets’ surfaces. We always have people on standby during shooting to repair a puppet whose
silicone tears. They use maghnifying glasses and get to work like a make-up artist.

“Here’s another trade secret; an eyebrow trimmer works well for treating the puppets’ hair.”
Cook adds, “In the costume department, we make good use of surgical tools and syringes!”

The various departments’ crafts were utilized across 52 different stages at the LAIKA studios.
Though proportionally smaller than sound stages at a movie studio, they were nonetheless all up
and running simultaneously at the height of production. Over 130 sets were constructed by hand to
depict the various locations called for in the story’s two worlds.

Some of the sets were the same location in two different modes, on two different LAIKA stages,
because they exist in both the real world and the Other World; for example, the family kitchen was
not redressed for Coraline’s visit into the Other World, as would be the case on most movies.
Instead, two kitchen sets co-existed - just as the two worlds do in the story.

As director of photography Peter Kozachik explains, “Visually, a strong sense of déja vu permeates
the story - a feeling of ‘I've seen this room before, but | haven’t been here.’ The features of both
sets - the interior rooms, the fittings, the wallpaper, skies, and landscapes - had to be distinct yet
somehow familiar. One world is ordinary, the other strange and whimsical.”

Other sets were unique to one world or the other, and were needed for extended periods of time;
for example, it took 66 days to animate the Jumping Mouse Circus sequence in the Other World -
all on the one set, with as many as 61 carefully choreographed mice on-screen at once.

Often, test sets based on designs by concept artist Tadahiro Uesugi were built and dressed with
props. Kozachik would then light them and shoot some footage for Selick and the crew to look at,
so that any adjustments and improvements could be made. Once everyone felt that everything was
right and in place, only then was the set ready for shooting in and on. If a test set was on a smaller
proportional scale, once it was approved by Selick the measurements were locked and recorded so
that the set could be built to exact specifications. Though some test sets never make it on camera,
they are nonetheless retained in the studio’s storage areas and are often checked for reference
and specs during production.

Art director Bo Henry reveals that the largest-proportioned prop was the fountain interior of a snow
globe. The “control” fountain interior is .5” tall, but to capture it for a crucial scene with Coraline, it
was made to 4400% specification - or, 22" high.
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In their full-service shop right near the stages, Henry and his department kept track of such details
in binders cataloguing everything from storyboards to footage counts, as supplied by their LAIKA
colleagues to them at weekly meetings. He elaborates, “When the storyboard for the scene calls for
a close-up of a hand, you need to know the right scale. 100%, or ‘control,” won’t work; you have to
have a bigger hand ready — 300%? More? You may have to test out different sizes.”

After the sets are built, they have to be dressed; accoutrements like curtains or doorknobs are
worked on by set dressers. As Henry notes, “We can deliver a full set, but if it isn’t dressed, then it's
just a big chunk.”

For the most complex sets and props - which Dakota Fanning admiringly calls “humongous” - the
design had to incorporate a system of sliders, dials, motors, and needles with gauge marks. This
allowed the animators to know how far to move the multiple elements for the necessary one-
frame-at-a-time shooting. “Tie-downs” were built into sets and props so that the puppet(s) could be
securely anchored with rods during the animation process.

In these instances, the animators could also work from underneath the sets, since many of the sets
were built and situated on raised platforms. This also allowed riggers to send some props and
characters into “stunt” sequences - just like on a live-action movie, albeit often tethered with piano
wire rather than a full-scale harness or rig.

Wybie Lovat’s bicycle, a prop custom-made completely out of metal, “had a number of tie-downs,”
notes Selick. “This was a prop that was on a set for about three months during the shoot, and
nearly every piece was hand-made. The exceptions were the bike’s sprockets and chains.”

To create the fantastical foliage in Other Mother's garden, animation rigger Oliver Jones utilized
everyday materials including ping-pong balls (in/on the flowers) and wire.

Similarly, model maker Rebecca Stillman and lead mold builder Kingman Gallagher created a
selection of distinctive cheeses out of rubber silicone. The silicone also became the increasingly
long fingernails for Other Mother - “false nails built to scale,” laughs Hayns.

Knight notes, “We took a lot of our cues from the stage world, especially in the way that we built
our sets and how we shaped and framed things.”

As in the stage world, sets were painted by hand and unexpected shadings were used; for example,
shadows were enhanced by being painted in purple, rather than black. Even for Coraline’s drab
everyday existence, Uesugi had provided the tip of blending pastels in. Audiences may not notice
these subtle gradations, but they deepen the overall palette.

When Gaiman’s popular website hosted production-sanctioned early footage from the movie, the
author notes that “what was interesting is that people stared arguing on some websites about
whether it was computer-enhanced stop-motion - which it wasn’t. The puppets’ faces, their hair
and their costumes’ fabric just moved so naturally.”

While hewing to the long-established tenets and aesthetics of stop-motion animation - i.e., crafting
and moving just about everything by hand - the production did also bring the process into the
digital age.
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“We harnessed the computer to serve the process in a way that hadn’t been done in stop-motion
animation before,” says Knight. “It's a paradox; you nhow cannot really do a stop-motion feature
without computers.”

This is in part because Coraline was shot with digital motion picture cameras. Storing each
completed and digitally photographed frame on a computer allowed the animators to refer to a
monitor and review their previous shots. This instant access allows any mistakes to be corrected on
the spot. If there were none, then after checking the model with calipers animators will move the
puppet and/or other elements infinitesimally for the next frame.

Kozachik was also the cinematographer on Corpse Bride, which was also shot digitally although not
in 3-D. He reflects, “Film stock has never been technically perfect for shooting animation. One
animated shot may go on for a whole week, and in the past you never really knew what you'd got
until you saw what you'd filmed. Something may have moved on the set, or a tiny leak fogged the
film, making the shot unusable. It's only recently that digital imaging lets the crew and animators
get instant feedback on their work and the lighting.

“Stop-motion is always going to have sharp edges and be more fanciful - and be accepted in that
context. It has survived the computer-graphics phenomenon; the craft continues to thrive.”

Further advancing the process from an aesthetic standpoint, the animation in the final cut is
sometimes two-frame or even three-frame, rather than always being one frame. This creates subtle
nuances and ripples for characters and scenes.

Another key area where Coraline takes stop-motion into the 21st century is facial animation.
Building on the replacement animation method originally developed by George Pal of “Puppetoons”
fame -whereby each face is exchanged for another with a different sculpted expression in order to
create the illusion of talking - Coraline marries traditional hand-made sculptures and drawings
with CG modeling and 3-D printing to create a level of facial expressiveness never seen before.

Knight notes, “For the replacement animation, we model in the computer based on drawings
created by a 2-D animator, and then print them out in rapid prototyping on 3-D printers - so you get
the actual tangible upper or lower portion of the face. We then paint them all by hand - including,
say, Coraline’s freckles - and place them gently onto the puppets. The result is beautiful and
expressive facial animation. Coraline emotes, and you feel that you are watching a living, breathing

girl.”

The rapid prototyping (RP) department is overseen by facial structure supervisor Brian McLean and
facial animation designer Martin Meunier, and is an example of how the production is utilizing
modern technology to bolster what is created by hand. Working from high-resolution scans and
detailed resin castings of the hand-crafted original sculpts, the RP department’s classically trained
CG artists build multiple replacement faces into the computer using key expression drawings as a
guide, careful to retain every hand-sculpted detail and imperfection that the original sculpt
possesses. In the final stages, these computer-“sculpted” faces are delivered as three-dimensional,
printed objects. These objects are then cleaned, sanded, and painted by the hands of highly
trained, detail-oriented artists. By respecting the sculptural integrity of the original sculpture, none
of the characters lose the human touch that went into their creation.

Each machine is the size of a large cooler; three printers from Objet Geometries Ltd. - leaders in
RP technology - were on call for Coraline. McLean notes, “It's like ink-jet printing, but with
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something growing and growing in the space - and, instead of ink, a UV-sensitive resin is being
used. The resin is liquid and it's sprayed by eight heads in a given printer onto a water-soluble
support material made of a plastic, which is the foundation for the entire process. There’s no
residue and it's such a solid support - so we are creating workable parts that fit and function
together for the animators to manipulate by hand.”

Selick has long preferred going the extra mile with replacement faces, working with them rather
than with mechanical ones on The Nightmare Before Christmas and James and the Giant Peach.
McLean reveals that “with Coraline, LAIKA became the first company to do a feature-length movie
using replacement faces printed on a 3-D printer.”

There is a bisecting horizontal line across the faces which divides them into the upper and lower
replacement parts. The dividing line, fully visible during the production, is digitally erased in post-
production so that audiences will never see it.

The result? While Nightmare’s Jack Skellington had 150 possible facial expressions, 16 years later
Coraline has well over 200,000 potential ones. At one point in the movie, Coraline evinces 16
different expressions in a span of 35 seconds.

McLean is particularly pleased at the highly “articulated eye, and eyelid, animation that was able to
be achieved - as well characters’ teeth being detachable, so they could be hand-painted and
adjusted. All replacement faces or portions have an embossing system on the back which allows us
to track them.

“Also, Coraline marks the first time that a stop-motion animation morphing sequence has ever
been accomplished. The sequence runs for 130 frames, or nearly 6 seconds, and called for 50
replacements.” The sequence centers around Other Mother, for whom the animators took full
advantage of the advances in eye and teeth animation that the RP technology spurred along.

McLean further clarifies that the department’s process “creates a range of multiple different
replacement possibilities - everything from faces to props to animation sequences.” For Coraline,
the first-ever replacement fire for stop-motion was successfully realized, with the printer working
from images of real fire. “In a series of frames, you get a crackling fire,” marvels McLean. “It's just
one of the engineering feats that we're now able to do for the art form that we weren’t before.
We’ve made such advances in only 2 years.”

Also getting the RP treatment were silverware, doorknobs, door hinges, and Other Mother’s
tempting food spreads. Coraline herself was RP’ed in a scaled-down (less than 100%) version, in
her raincoat-and-galoshes ensemble. Other Father's hands were RP’ed in different sizes for his
piano-playing number. Also during that number, the puppet and his piano stool were hand-cranked
from below, naturally creating the blur as he spins on his stool.

Whether hand-crafted or computer-created, images and/or sculpted models are given to the RP
with an eye towards getting the tangible result. “While pre-visualizing from the data that’s been
scanned in 3-D and then input, the RP computer physically breaks it down and then builds it up
layer by layer. When it's printed out, we can see how it feels and test it,” says McLean. This
department’s work, too, must be approved before it is earmarked for inclusion in the movie; and,
as ever, hand-painting must be done before any RP printout is ready for its close-up.
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If the development in the RP computer is deemed successful, it is logged into a registration system
that ensures exact consistency with the printout each and every time, no matter how many times
the file is re-accessed. “That is the most important part of the replacement cycle,” states McLean.

Like stop-motion and 3-D, the RP process as deployed on Coraline is “really blending two different
technologies,” notes McLean. “Cutting-edge starts it, and hand-made finishes it. A physical piece
comes into the digital world — and then comes back out again as a physical piece.”

The process proved especially useful for making the dozens of mice for the Jumping Mouse Circus
sequence in the Other World. Small as it might appear to Coraline and the viewer, many of the
props in that scene were RP’ed at 200% - and the mice themselves, who required replacement
faces and parts, were often RP’ed at 222%.

The most characters in a single scene in Coraline are the 248 individual (Other) Scottie Dogs, seen
in the sequence where Coraline and Wybie attend a stage performance given by Miss Forcible and
Miss Spink in the Other World.

With the aid of the RP system, all of these dogs were individually created; there is no computer
duplication of the crowd, as is now commonplace in both animated and live-action features. The
background dogs were operated on a mechanical system, attached to cranks that could be
controlled by hand to move the figures in a pre-set pattern. Those dogs more in the foreground are
wire-reinforced puppets that could be individually animated with movable joints - like the Scottie
Dog that holds a flashlight in its mouth for usher duty.

Gaiman marveled at the sequence, which brings his dogs from the book to life and then some;
“Every one of those little dogs could be moved up and down in their seats, or brought forwards or
backwards. They are all moving - while there is flying-trapeze activity going on above. It left me
astonished.”

Knight says, “Henry has his incredible visual sense, but he also understands motion and movement
better than anyone I've ever worked with. He makes all of us around him better. He can look at
something and say, ‘Shift that by four,” and he’s exactly right.”

Animator Amy Adamy adds, “Henry has a strong vision and doesn’t compromise; he wants to get
what he’s imagining up there on the screen. We’ll act out shots together, or he’ll draw a picture to
convey what he wants.”

“For everyone involved in making a stop-motion feature, but especially the director, it's an
enormous task; you need to keep the big picture of story and characters in mind, inspire each
other, and keep your mind on several dozen stages and hundreds of puppets,” Kozachik reminds.

Once the desired shot has been captured, the footage goes to the data wranglers, where it is coded
and marked by digital systems supervisor Martin Pelham and his team. This way, anyone at LAIKA
can call up footage on their computers at work for reference. The various departments also have
access to binders itemizing each and every shot.

Crew members can access, on their computers, each catalogued frame that has been successfully
photographed as well as - for individual characters like Coraline herself — specs on which
replacement faces or parts were used for the shot. This is especially crucial for the animators
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maintaining consistency, whether from shot to shot or scene to scene. If an actor has recorded
dialogue for a character, the sound bite (or, byte) can be called up as well.

Whether on the computer screen or in hand, the careful footage monitoring is another instance of
how nothing is discarded but, rather, made use of as a learning tool and/or reference point.

Selick reflects, “As a kid, | did drawing, sculpting, photography, and music. Only when | got
interested in animation did I realize that | could apply everything | knew.”

On the Set

A visit to the Coraline shoot at LAIKA’s Hillsboro studios — soon to be supplanted by an even larger
campus facility in nearby Tualatin, as the company’s production schedule and employee roster
expand - is a trip to a movie set like no other. Imagination is in front of you, in unexpectedly
tangible form, at every turn.

The 52 different stages and the nearby offices, workshops, and storage areas span 2.5 acres within
building space. Everyone working on Coraline is just steps away from each other, albeit sometimes
traversing the length of a football field indoors.

Workshops are dominated not by posters or artwork but by tools of the trade; what someone is
preparing at a given moment could be needed on a stage a few feet away a few minutes later.

Whether for Coraline or Townsperson #5, replacement parts and/or costumes are everywhere.
Swatches for costumes are kept handy as well.

To a child, the workshops would seem to be the largest arts-and-crafts class imaginable. What
looks like a tool kit instead holds an array of rapid-prototyping printer-generated replacement faces
for Coraline that have been painted and finished by hand, with each upper or lower portion nestled
in its own compartment. “Frown kits” or “smile kits” can be brought over to the stages as needed
for a close-up.

One might be put in mind of a science lab, though assemblage is the priority rather than dissection.
Great care is taken with what is being painted and crafted; powder-free latex gloves and hand
sanitizer are always within easy reach.

A few yards away, through a doorway across a corridor, boxes of “Gobo Heads” signal that the sets
are nearby. These are not more character face/head replacement parts, but rather grip/lighting
tools that can be picked up en route to a stage.

Heavy curtains discreetly close off the dozens of sets, sometimes with a “Hot Set” sign signaling for
extra caution when entering. While the nature of the movie means that “Quiet on the set!” does not
really need to be said, a red light outside a stage indicates that it is currently in active use.

Some of the “Hot Sets” are in fact just that, needing to be cooled with portable air conditioners.
This is so the characters and/or sets will not melt under the hot lights - and so the animators
themselves won’t get overheated while working - during an August heat wave, for example.

There is a constant hum of activity as workers are on the move from one set to another. Once
through the curtains, they move among artwork and standing props that are of museum-display
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quality, so detailed are the characters and creations. Instantly, anyone entering is part of the
Coraline landscape; the fantastical is made even more so by being human-scaled on the LAIKA
stages.

The Pink Palace, the house where Coraline and her family have moved to, stands life-sized relative
to the puppets, as if it is a very large dollhouse. Like many a standing movie set, though, the
interior is minimal and the structure has wooden supports; the Palace’s apartments and home
interiors reside on other stages.

The Other World version of the Pink Palace looks even more enticing, like a model home; however,
a peek behind its facade - while less dangerous than the one that Coraline takes in the movie -
reveals supports, braces, and even clothespins shoring up the beautifully crafted prop.

Lunch hour for the entire unit begins @1:00 PM, during which there is indeed “quiet on the set” as
the characters and props remain frozen in the middle of their last takes.

Night falls on some sets even during daylight hours, such as a night sky of star fields standing as a
backdrop with the stars hand-threaded in. As per usual on Coraline, a computer has not generated
the visual; handicraft has.

All told, the shooting areas span 183,000 square feet. The 52 different stages are the most ever
deployed for a stop-motion animated feature.

Two Worlds, Three Dimensions

Offering audiences what Henry Selick calls “a fully immersive three-dimensional moviegoing
experience,” Coraline is the first stop-motion animated feature to be shot entirely in stereoscopic 3-
D during production.

The first 3-D stop-motion movie is acknowledged to be John Norling’s short film In Tune with
Tomorrow, which was initially produced for an exhibit at the 1939 New York World Fair. The two
processes continued on their separate tracks through the decades, each enduring as an ongoing
part of motion picture history and movie magic. A few years ago, Walt Disney Pictures converted
Selick’s 1993 stop-motion feature The Nightmare Before Christmas into the 3-D format.

After being consulted on the remastering process and seeing the results, the director and his
longtime cinematographer Pete Kozachik approved of the conversion. The 2006 nationwide re-
release in the new digital 3-D version was so successful that the picture has returned to theaters
every fall since.

Selick reveals, “When | was making Nightmare and James and the Giant Peach, we did do a few
experiments with 3-D. I'm friends with Lenny Lipton, who is at the forefront of the technology and
now works at the leading 3-D company, RealD.

“Around 2004, | saw Lenny’s latest advances of stereoscopic imagery and Bill Mechanic and |
realized that the 3-D experience would truly bring Coraline’s story and her two worlds to life. Since
then, digital projection, the RealD process and its new stereoscopic glasses system have become
more and more impressive - and the glasses are more comfortable!”
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Neil Gaiman was also impressed. He notes, “The first time | saw a 3-D footage test on Coraline, my
jaw just dropped. | had never seen 3-D look so good - and the sense of reality from the stop-motion
animation made it closer to a live-action movie.”

Lipton has worked on exploring and refining stereoscopic 3-D since 1972. RealD Cinema is a high-
resolution digital projection technology that does not require two projectors, unlike the older 3-D
projection processes. RealD uses a single projector that alternately projects the right-eye frame and
then the left-eye frame. Each frame is projected three times at a very high frame-rate, which
reduces flicker and makes the image appear to be continuous. When viewed through the circularly
polarized glasses, which allow each eye to see only its “own” image, the result is a seamless 3-D
picture that appears to extend to all dimensions of the projection screen - and even beyond.

Kozachik notes, “3-D finally works with hardly any compromise, thanks largely to the digital
projection - one lens, one projector.”

At Selick’s invitation, Lipton visited LAIKA to give a series of seminars about the newest
stereoscopic technology, and the director admits that the production was learning as it went along.
One of the most crucial elements to getting the 3-D right, he notes, is that “we would capture the
essence of these miniature worlds and sets by shooting two pictures for each frame - a left-eye
frame and a right-eye frame. Two pictures, but not two cameras.”

However, seven individual 3-D cameras were in use on a regular basis among the 52 different
stages at LAIKA. Kozachik muses, “It's the most complicated stop-motion shoot I've ever been on;
there are twice the number of shots - about 1,500 - in Coraline that there were in Nightmare. You
could say that there were seven second units and no first unit — or that there were seven first units.
| would be there at the beginnings of a sequence and give notes on lighting and set adjustments -
and then the unit would take ownership of what they were shooting. The monitors on the stages
give everyone a good idea of what is going to end up on a movie theater screen.

“My priorities would be the stages which were just gearing up, or were ‘hot spots’ with issues. |
learned to delegate a long time ago, and to ride a Razor scooter.”

Using a rig comprised of a single 3-D industrial camera, the same frame is shot twice on a stage
before the crew moves on to the next frame. The camera is programmed to shift left and right,
shooting separate frames for each eye and its frame. The choice of a “machine vision” camera,
typically used by industrial robots and for inspecting factory parts, provided the moviemakers with
greater flexibility with the camera moves and the freedom to move three-dimensionally around
their subjects in close-up.

Another realization, notes Selick, was that “for 3-D, one would normally set the distance between
the lens and its subjects in a given frame at what human eye-level distance is. But because we
were shooting miniature puppets, we sensed that we should make the distance very slight.”

“We wanted to bring the viewer’'s eyes closer together - more in line with how close together the
puppets’ eyes are, so you can increase your sightline and be there in their world,” adds Kozachik.
“We are able to present the audience with the same visual cues - eye conditioning — that they get
in everyday life, stopping just short of anything that would make viewers cross-eyed.”

Selick says, “The technology of today’s 3-D really can now be called ‘stereoscopic,’” because
audiences can now look at things with both eyes as we’re designed to do as human beings anyway.
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Watching these movies now, we have depth perception. RealD captures the complete stop-motion
world that we, the moviemakers, want to share with our audiences. With Coraline, we are using 3-D
to bring audiences inside the worlds that we create, and convey the energy that our miniature sets
exude for real. It's about that, rather than having gimmicks like things flying off the screen all the
time. We do have some of those, but sparingly.”

Kozachik adds, “Such moments support the story and were carefully scripted; short bursts, rather
than lengthy set pieces. We were advised, ‘It's more about opening up space, rather than bringing
stuff up in your face.”

To that end, the cinematographer also invokes mantras from two of his mentors, Academy Award-
winning visual effects artists Dennis Muren and Phil Tippett; respectively, “one shot, one thought”
and “what’s the shot about?”

Happily, Kozachik found that “once you master the basics of stereo[scopic], it can be one more
cameraman’s tool for you - so long as it's not the only one. On Coraline, we also saw it as a
storytelling tool.

“We have done some things with stereo - involving focus and depth of field - that we were told not
to do, and to my mind they’'ve worked out just fine. We didn’t want to drop the baton, but Henry and
| have pushed things pretty far on this one.”

The two worlds in Coraline are both seen in 3-D; expectations might have been for the
moviemakers to start the story in 2-D and then have audiences don their glasses once Coraline
visits the Other World. But Selick felt that it would be most consistent to convey the differences in
the moviemaking and storytelling. He notes, “In the world that Coraline lives in, we made the sets
more claustrophobic. The color is more drained out, since her life should feel flat.

“When she gets into the Other World, the sets may look similar but we built them deep and more
dimensionally. We also tone up the color a bit, and move the camera more; in her real life, the
camera’s locked and it’s like a series of drab tableaus. Her real life feels like a stage play. So the
Other World feels more ‘real’ to her - and to the audience.”

Grooves were built into floors, and some walls were detachable- all so the camera could be moved,
albeit only millimeters at a time. To better identify viewers with Coraline’s vantage points, the
camera was usually situated below adult eye-level.

The painstaking detail and beautiful lushness of the moviemakers’ work is maximized in 3-D,
although the movie can be converted to 2-D film or digital prints (like regular movies) as well. But,
while Coraline can and will be shown in 2-D at some theaters, Dakota Fanning enthuses, “It looks
so much better with the glasses!”

The actress speaks from experience; at one screening of finished footage, she briefly raised her
glasses to peek at the screen and confirm her hunch that she would best experience the movie
with them on.

Further, she adds, “It's rare to see a movie that you can watch over and over again and find new
details each time.

“I'm proud to be a part of it, and | will have this movie forever to show to my children.”
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Coraline is the first-ever stop-motion animated feature to be conceived and
photographed in 3-D

The Coraline shoot lasted over 18 months, following 2 years of pre-production

More than 20 people relocated to Portland from other parts of the U.S., and even
from abroad, to work at LAIKA’s studios on Coraline

Over 130 sets were built across 52 different stages at the studios; spanning
183,000 square feet, the 52 different stages were the most ever deployed for a
stop-motion animated feature

To construct 1 puppet for Coraline, 10 individuals had to work 3-4 months

For the character of Coraline, there were 28 different puppets of varying sizes; the
main Coraline puppet stands 9.5 inches high

At one point in the movie, Coraline shows 16 different expressions in a span of 35
seconds

There were a total of 207,336 possible face combinations for Coraline

There were a total of 17,633 possible face combinations for Mother

Coraline marks the first time that a stop-motion animation morphing sequence has
ever been accomplished; the sequence runs for 130 frames, or nearly 6 seconds
The on-set 3-D photographic process for Coraline entailed shooting two pictures for
each frame - a left-eye frame and a right-eye frame - with the same camera

It took an entire week of production, with a crew of over 300 people working on 52
stages, to complete 74 seconds of footage

There are 248 Scottie Dogs in the audience with Coraline and Wybie watching the
stage performance

The Jumping Mouse Circus sequence had as many as 61 carefully choreographed
mice on-screen at once

40 trees were handmade for the orchard setting

1,300 square feet of fake fur was applied to stand in for live and/or dead grass

The garden lilies were silicone thimbles turned inside out and then hand-painted
The on-screen snow was made from superglue and baking soda

At the center of the flowers in the fantastical garden are ping-pong balls

Popcorn kernels were popped, cooled, spray-painted and hand-painted to become
the cherry blossoms on the trees in the orchard

The only leather the production could find that was thin enough to make the doll
shoes and Mr. Bobinsky’s boots came from antique Victorian gloves
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The Ranft Bros. moving company is so hamed as a tribute to two real-life brothers,
animation artisans Jerome and the late Joe Ranft

The currency given to pay the Ranft Bros. movers has director Henry Selick’s face on
the bill

The monkey slippers that Other Father wears reference Henry Selick’s Monkeybone
The egg yolk that Other Mother cracks into a bowl yields The Nightmare Before
Christmas lead character Jack Skellington’s image

The records in Other Father’'s study are albums credited to Henry Selick’s son’s
Harry’s band The Rockets and his own band The Sharks, plus lead animator Travis
Knight as “Chilly T”

The newspaper that the Coraline doll is wrapped in has set construction supervisor
Bo Henry’s dogs and horse pictured on it

Linden’s department store is named after line producer Harry Linden

Miss Forcible and Miss Spink have known each other for decades - as have the
women voicing the characters, comedy duo Dawn French and Jennifer Saunders
The dragonfly is voiced by Teri Hatcher’s daughter, Emerson

Henry Selick’s son, George, voices one of the ghost children

Henry Selick’s other son, Harry, voices one of Coraline’s friends in the photo who
come alive in her Other Bedroom

Henry Selick set the movie in Ashland, Oregon - so chosen for its renowned
summer Shakespeare festival, which would have appealed to aging thespians Miss
Spink and Miss Forcible - before he knew that he would be moving to Oregon to
make Coraline at LAIKA
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About the Cast
DAKOTA FANNING (Coraline Jones)

A native of Conyers, Georgia, Dakota Fanning began her acting career at the age of 5 with a Tide
commercial.

Several television appearances followed, including playing the child incarnation of the title
characters on the series Ally McBeal and The Ellen Show; and guest roles on ER, The Practice,
Malcolm in the Middle, Spin City, and Friends.

In 2001, Ms. Fanning made her film debut opposite Sean Penn and Michelle Pfeiffer in Jessie
Nelson’s i am sam. She was honored with the Critics’ Choice Award as Best Young Actor and
became the youngest actor ever to be nominated for a Screen Actors Guild Award. Shortly
thereafter, she starred in the Steven Spielberg-produced epic miniseries Taken, which broke ratings
records for the SciFi Channel and won the Emmy Award for Outstanding Miniseries.

Since then, her feature credits have included Andy Tennant’s Sweet Home Alabama, in which she
played Reese Witherspoon’s character as a young girl; Boaz Yakin’s Uptown Girls, opposite Brittany
Murphy; Tony Scott’s Man on Fire, opposite Denzel Washington, for which she was again a Critics’
Choice Award nominee; and John Polson’s Hide and Seek, opposite Robert De Niro, for which she
won the MTV Movie Award for “Most Frightened Performance.”

Ms. Fanning was again nominated in the latter category for her next project with Steven Spielberg,
starring for the director opposite Tom Cruise in the smash War of the Worlds. The performance also
earned her a second Critics’ Choice Award.

Her other films include John Gatins’ Dreamer: Inspired by a True Story, which was awarded the Truly
Moving Picture Award at the Heartland Film Festival; Rodrigo Garcia’s Nine Lives, receiving, as part
of an ensemble of women including Glenn Close, a Gotham Award nomination; and Gary Winick’s
Charlotte’s Web, which brought her a fourth Critics’ Choice Award nomination.

In 2006, Ms. Fanning was honored at the film industry’s ShoWest convention with its Supporting
Actress of the Year Award.

She will next be seen in Paul McGuigan’s sci-fi thriller Push alongside Chris Evans and Djimon
Hounsou. Her other films currently or soon to be in release include Deborah Kampmeier's
Hounddog, Rowan Woods’ Winged Creatures, and Gina Prince-Bythewood'’s The Secret Life of Bees.

Ms. Fanning is an active supporter of the Mattel Children’s Hospital at UCLA.
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TERI HATCHER (Mother; Other Mother)

Teri Hatcher's portrayal of Susan Mayer in the worldwide television phenomenon Desperate
Housewives has earned her a Screen Actors Guild Award, a Golden Globe Award, and Emmy and
Television Critics Award nominations. The show is now in its fifth season.

She is also known for her unforgettable portrayal of Lois Lane, on another hit series, Lois & Clark:
The New Adventures of Superman. Amongst the many highlights of Ms. Hatcher’s television career,
she has made memorable guest appearances on Seinfeld and (as host) Saturday Night Live.

She became a best-selling author upon the publication of her first book, Burnt Toast: And Other
Philosophies of Life, in 2006. The critically acclaimed book debuted at #4 on The New York Times
best-seller list and made the Top 10 on USA Today’s list of best-sellers.

Her recent successes have resulted in honors from the U.K. edition of Glamour as Writer of the
Year, amongst its Women of the Year. She was also honored by Mikhail Gorbachev at the Women's
World Awards for her ongoing charity work on behalf of women and children.

Ms. Hatcher made her feature debut in Christopher Guest’s The Big Picture, opposite Kevin Bacon.
Her subsequent films have included Michael Hoffman’s Soapdish, starring with Sally Field and
Kevin Kline; John Herzfeld’s 2 Days in the Valley, opposite Charlize Theron; Robert Rodriguez’ Spy
Kids; and Roger Spottiswoode’s Tomorrow Never Dies, opposite Pierce Brosnan as James Bond.
She has also been seen on stage, portraying Sally Bowles in the national theatrical tour of the Tony
Award-winning revival of Cabaret.

Ms. Hatcher’s production company, ISBE Productions, is currently developing projects for film, TV,
and multimedia.

She has lent her hame and support to such charities as The Starlight Starbright Foundation; the
Make-A-Wish Foundation; Clothes Off Our Back; the Aviva Center in Los Angeles; CARE
Humanitarian Relief Organization; and the Tuberous Sclerosis Alliance. She has also been a strong
advocate of AIDS Walk and an active participant in the battle against breast cancer.

JENNIFER SAUNDERS and DAWN FRENCH (Miss Spink and Miss Forcible)

Dawn French and Jennifer Saunders have been collaborating as writers and performers since the
late 1970s. They have appeared together on stage, film, and television.

The comedy duo of French and Saunders met as students at London’s Central School of Speech
and Drama. They formed an act which they took to London’s alternative comedy scene, where they
also became original members of the famed U.K. comedy troupe The Comic Strip.

Together, they created, wrote, and starred in the hit television series Girls on Top and French &
Saunders. One skit on the latter program led to Ms. Saunders creating and starring in the classic
show Absolutely Fabulous; that series brought her BAFTA, International Emmy, Royal Television
Society, British Comedy, and Writers Guild of Great Britain Awards.

As with Absolutely Fabulous, Ms. Saunders’ most recent series, Clatterford (a.k.a. Jam and
Jerusalem) and The Life and Times of Vivienne Vyle, which she co-wrote and starred in, aired in both
the U.K. and the U.S. Her film credits include Kenneth Branagh’s A Midwinter’s Tale (a.k.a. In the
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Bleak Midwinter); Brian Henson’s Muppet Treasure Island; Kay Mellor’s Fanny and Elvis; Bob Spiers’
Spice World; and Peter Richardson’s The Supergrass. Prior to Coraline, her most notable voiceover
work was as Fairy Godmother in Andrew Adamson, Kelly Asbury, and Conrad Vernon’s Shrek 2.

Ms. French created the memorable role of Geraldine Granger in The Vicar of Dibley, one of the
U.K.'s most successful television series. Her other television work includes Murder Most Horrid,
Wild West, The Storyteller, Little Britain, and Lark Rise to Candleford; and such telefilms as Gavin
Millar's Sex & Chocolate, Steve Bendelack’s Ted and Alice, and Dewi Humphreys’ Tender Loving
Care.

Her notable U.K. stage appearances include My Brilliant Divorce (a one-woman play), Smaller
(created for her and Alison Moyet), When We Are Married, and - as Bottom - A Midsummer Night’s
Dream. Her film credits include Alfonso Cuarén’s Harry Potter and the Prisoner of Azkaban; Alek
Keshishian’s Love and Other Disasters; and Steve Barron’s The Adventures of Pinocchio. Prior to
Coraline, Ms. French’s most notable voiceover work was as Mrs. Beaver in Andrew Adamson’s The
Chronicles of Narnia: The Lion, The Witch and the Wardrobe.

Ms. French and Ms. Saunders have just completed the U.K. tour of their live show French &
Saunders - Still Alive.

KEITH DAVID (Cat)

Keith David has ongoing careers in music, acting and voiceover. Recently, his narration of the “A
Necessary War” segment of Ken Burns’ miniseries The War brought him an Emmy Award; Mr. David
additionally narrated all other segments of the epic documentary. He had earlier won an Emmy
Award for his narration of another epic Ken Burns documentary, Unforgivable Blackness: The Rise
and Fall of Jack Johnson; and was an Emmy nominee for narrating the filmmaker’s miniseries Jazz.

His dozens of on-screen feature film roles include ones in Oliver Stone’s Academy Award-winning
Platoon; Clint Eastwood’s Bird; Peter and Bobby Farrelly’s There’'s Something About Mary; Michael
Bay’s Armageddon; David Twohy’s Pitch Black and The Chronicles of Riddick; Darren Aronofsky’s
Requiem for a Dream; Doug Liman’s Mr. and Mrs. Smith; Tim Story’s Barbershop; Paul Haggis’
Academy Award-winning Crash; and the title role in Rockmond Dunbar’s upcoming Pastor Brown.

On television, Mr. David’s numerous acting credits include guest arcs on ER and 7t Heaven;
appearances on such shows as Law & Order and CSI; and LeVar Burton'’s telefilm The Tiger Woods
Story, for which he was a Daytime Emmy Award nhominee.

He was also nominated for the latter award for his voice work as Goliath in the animated series
Gargoyles. Among his many other voiceover credits are narrating the cable series City Confidential;
starring as the title character in the animated cable series Spawn; speaking for the U.S. Navy in
television commercials; and the upcoming Ron Clements and John Musker animated feature The
Princess and the Frog.

A native New Yorker, Mr. David has extensive stage experience there, from Shakespeare in the
Park to Broadway. On the latter, he was a Tony Award nominee for George C. Wolfe’s Jelly’s Last
Jam; other credits include Sarah Pia Anderson’s revival of Hedda Gabler and Lloyd Richards’
original Broadway staging of the late August Wilson’s Seven Guitars.



32

An accomplished singer/songwriter who fronts his own band, he will soon have a debut alobum out.
The album will feature both a traditional jazz form and his own personalized jazz/hip-hop hybrid.

Mr. David was one of the hosts at the United Nations event recognizing the 200th anniversary of
the abolition of slavery.

JOHN HODGMAN (Father; Other Father)
John Hodgman is well-known to television audiences for his regular commentary as “resident

expert” on The Daily Show with Jon Stewart, as well as his series of Apple Computers commercials
opposite Justin Long.

A contributing writer for publications including The New York Times Magazine, Mr. Hodgman wrote
an advice column entitled “Ask a Former Professional Literary Agent,” for McSweeney’s for over a
year. He currently curates and hosts the Little Gray Book Lectures - a monthly series that has been
broadcast on the This American Life radio program. He is the author of a book of Complete World
Knowledge entitled The Areas of My Expertise.

Mr. Hodgman'’s film credits include Michael McCullers’ Baby Mama as well as Ricky Gervais and
Matthew Robinson’s upcoming This Side of the Truth.

ROBERT BAILEY JR. (Wybie Lovat)

Robert Bailey Jr. was just 3 years old when Family Circle Magazine came to his preschool, looking
for children to appear in an advertising campaign. He got the job over hundreds of other children,
and by age 6 he knew he wanted to be an actor.

The Minneapolis native’s film credits include M. Night Shyamalan’s The Happening, with Mark
Wahlberg; Tom Shadyac’s Dragonfly, with Kevin Costner; Brian De Palma’s Mission to Mars,
opposite Don Cheadle and Elise Neal; and William Arntz, Betsy Chasse, and Mark Vicente’s sleeper
hit What the #$*! Do We (K)now!?

Mr. Bailey Jr. played the title role in the “Hallmark Hall of Fame” telefilm Little John, directed by
Dick Lowry and starring with Ving Rhames and Gloria Reuben. He has also had starring roles
in such telefilms as Robert Iscove’'s Behind the Camera: The Unauthorized Story of 'Diff'rent
Strokes' and Artie Mandelberg’s Too Legit: The MC Hammer Story.

He had recurring roles on such series as The Parent 'Hood, Diagnosis Murder, and Becker; his
appearances on the latter garnered him a Young Artist Award. He was a series regular on Wanda At
Large, and has guest-starred on ER, The Practice, Touched by an Angel, among other shows.

IAN McSHANE (Mr. Bobinsky)

lan McShane recently starred on Broadway in Daniel Sullivan’s staging of Harold Pinter's The
Homecoming, for which he shared with his fellow actors a Drama Desk Award for Outstanding
Ensemble Performance.

His potent portrayal of Al Swearengen on the television series Deadwood earned him a Golden
Globe Award and a Television Critics Association Award, as well as Emmy and Screen Actors Guild
Award nominations.
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Mr. McShane is currently at work on the new NBC series Kings, in which he stars as King Silas. His
upcoming movies are Christian Alvart’s Case 39 (opposite Renée Zellweger and Jodelle Ferland);
and Malcolm Venville’s 44 Inch Chest (with John Hurt, Joanne Whalley, Tom Wilkinson, and Ray
Winstone).

His many other film credits include Paul W.S. Anderson’s Death Race; Woody Allen’s Scoop (also
for Focus Features); McG’s We Are Marshall; Rodrigo Garcia’s Nine Lives (in the segment with Sissy
Spacek and Amanda Seyfried); Harald Zwart’'s Agent Cody Banks; Jonathan Glazer's Sexy Beast;
James Toback’s Exposed; Herbert Ross’ The Last of Sheila; Michael Tuchner’'s Villain (opposite
Richard Burton); Caspar Wrede’s The Terrorists (opposite Sean Connery); and Guy Hamilton’s Battle
of Britain.

Additionally, Mr. McShane was memorably heard in voiceover roles in two hit animated features. In
Chris Miller and Raman Hui's Shrek the Third, he played Captain Hook; more recently, in Mark
Osborne and John Stevenson’s Kung Fu Panda, he played the villainous snow leopard Tai Lung.

Born in Blackburn, England, he has enjoyed a long career in both Britain and America. He
graduated from the Royal Academy of Dramatic Art, and promptly made his film debut in Ralph
Thomas’ The Wild and the Willing.

Mr. McShane has starred in several classic television miniseries. These include Roots; Jesus of
Nazareth (in which he portrayed Judas Iscariot, under Franco Zeffirelli’s direction); Disraeli (in the
title role, under Claude Whatham’s direction); Wuthering Heights (as Heathcliff, under Peter
Sasdy’s direction); Fielder Cook’s Evergreen; and Dan Curtis’ War and Remembrance.

In the late 1980s, he formed McShane Productions. The company made the series Lovejoy, in
which he starred as the title character. Mr. McShane also directed several episodes of the globally
popular comedy/drama. McShane Productions subsequently made the telefilm Soul Survivors and
the dramatic series Madson, both of which starred Mr. McShane.

In addition to the aforementioned The Homecoming, his many stage credits include the original
production of Joe Orton’s Loot; Promise, with Judi Dench and lan McKellen; The Witches of
Eastwick (as Darryl Van Horne); The Glass Menagerie (as Tom Wingfield); and two productions for
which he was honored with the Los Angeles Drama Critics Circle Award, Betrayal and Inadmissible
Evidence.

About the Moviemakers

HENRY SELICK (Director; Screenplay; Producer; Production Designer)

As a very young boy, Henry Selick used to sit in his New Jersey kitchen and tell his mother, Melanie,
about his Other Life with his Other Family in Africa while drawing pictures of animals. She claims
that the tales were so richly detailed she sometimes believed they were true.

He drew all the time - pictures of eagles, horses, lions, dragons and, later, Jaguar XKE sports cars.
He loved unusual and scary animation, like the “Night on Bald Mountain” sequence from Fantasia,
or The Legend of Sleepy Hollow; and he especially loved the Ray Harryhausen stop-motion features
such as The 7t Voyage of Sinbad and Jason and the Argonauts. He dreamed of the Cyclops from
Sinbad growing in his family’s huge fish tank.
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Sometimes, he was able to pry the 16mm Kodak from his father’'s hands. He took piano lessons.
He tootled his father’s old clarinet in the school band, and when his sister Linda tired of her Kay
electric guitar, he used it to join rock bands (with such names as Cloudy Daze and The Reviled). In
high school, he made weight on the wrestling team and excelled in physics.

By the age of 20, Mr. Selick was studying painting, drawing, photography, sculpture, and
printmaking at Syracuse University while working at Little Silver Lumber and playing lead guitar for
his band Shark River - an outfit that sounded like Frank Zappa meets The Grateful Dead. After
seeing an experimental animated film, he realized that everything he’d ever been interested in
could be combined in one medium.

To study animation, he attended CalArts in Valencia, California; his classmates there included Brad
Bird, John Lasseter, John Musker, Tim Burton, Rick Heinrichs, and Joe Ranft. He completed CalArts
with two Student Academy Award-nominated short films, Phases and Tube Tales.

Soon he was a full-fledged animator at Disney, first working under Eric Larson - one of the original
“Nine Old Men” - and later under the brilliant draughtsman Glen Keane, on The Fox and the Hound.
In drawing legions of cute foxes and badgers, he developed an uncanny ability to communicate
with woodland creatures. (This skill came in handy when he impressed his future wife Heather
Ryan by summoning a red dragonfly to alight on his finger.)

While at Disney, Mr. Selick received an American Film Institute grant to make his animated short
film Seepage, an experimental study that combined drawn animation with life-size stop-motion
puppets.

He and his wife both worked with director John Korty on the cut-out animation feature film, Twice
Upon a Time, as sequence director and background artist, respectively. Subsequently, Mr. Selick
drew storyboards and did design work for Walter Murch’s Return to Oz; helped Tim Burton and Rick
Heinrichs on their rarely seen Kung Fu Hansel and Gretel for Disney Cable; and won a nationwide
AFI contest to make a music video of Party at Ground Zero for the band Fishbone. The resulting
video won Billboard magazine awards for Best Art Direction and Set Decoration.

He storyboarded, shot second unit on, and helped create fantasy sequences for director Carroll
Ballard’s Maurice Sendak-designed Nutcracker, The Motion Picture.

Through his own production company, Mr. Selick created a series of defining and award-winning
MTV station IDs; breathed new life into the Pillsbury Doughboy, creating nine commercials in one
year; and helmed the award-winning Ritz Bits commercials in which hundreds of the crackers ski
down mountains of peanut butter and fly to the moon in search of cheese.

In 1990, his original series for MTV, Slow Bob in the Lower Dimensions, combining a live-action
central character with stop-motion and cut-out animation, won First Prize at the Ottawa Animation
Festival and a Silver Hugo at the Chicago Film Festival.

At about the same time, The Nightmare Before Christmas, originally planned as a TV special, was
evolving into a film and Tim Burton asked him to direct it. The movie was the first full-length stop-
motion animated feature from a major studio, and was released in 1993 to rave reviews. An
instant holiday classic and boxoffice hit, Nightmare was nominated for the Best Visual Effects
Academy Award, and Mr. Selick received the Annie Award (the animation world’s Oscars
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equivalent) for Creative Supervision. In 2006, Nightmare was remastered and re-released in digital
3-D, bringing the feature a new generation of fans.

His next project, James and the Giant Peach, based on Roald Dahl’s much-loved book, found Mr.
Selick merging the worlds of stop-motion and CG (computer-generated) imagery with stylized live-
action sequences. Released in 1996, the film won the top prize for an animated feature at the
Annecy Film Festival. Monkeybone, his third feature, released in 2001, was loosely based on Kaja
Blackley’s graphic novel Dark Town and also combined live-action and animation.

In mid-2004, after completing animation for Wes Anderson’s feature The Life Aquatic with Steve
Zissou, Mr. Selick joined LAIKA as supervising director for feature film development. While gearing
up LAIKA’s story and CG departments for feature production on Coraline, he helmed the 2005 CG
short Moongirl.

When he’s not creating other worlds, Mr. Selick spends time in the real world with his wife Heather
and his sons Harry and George. His interests also include surfbiking on Northwest lakes and rivers,
enjoying artisan beer, “spanking the plank” (playing Telecaster guitars), and refurbishing vintage
amps.

NEIL GAIMAN (Author)

Best-selling author Neil Gaiman is one of the top writers in modern comics while also successfully
writing books for readers of varying ages, such as the 2002 Coraline, which has sold over one
million copies worldwide. His works also encompass prose, poetry, journalism, song lyrics, drama,
and film.

In the latter medium, he has several credits. In 2002, he wrote and directed his first film, A Short
Film About John Bolton. He wrote the original screenplay for the fantasy adventure Mirrormask,
which was made into a feature by and with his frequent collaborator Dave McKean. With Roger
Avary, Mr. Gaiman wrote the screenplay adaptation for Beowulf, the motion-capture feature
directed by Robert Zemeckis and released in 3-D; and is writing the screenplay adaptation of the
graphic novel Black Hole.

Stardust, his prose novel in four parts, was cited upon its 1999 publication as one of the best books
of the year by Publishers Weekly, and was awarded the prestigious Mythopoeic Award as best novel
for adults. A feature film version, directed by Matthew Vaughn, was released in 2007.

In feature development is an adaptation of the six-part television series Neverwhere, which aired on
the BBC in 1996. Mr. Gaiman’s novel of the same name, set in the same strange underground
world as the program, was issued in 1997.

He was the creator and writer of the celebrated DC Comics series Sandman, which won nine Will
Eisner Comic Industry Awards (including the Eisner for Best Writer four times) and three Harvey
Awards. Issue #19 took the 1991 World Fantasy Award for Best Short Story, making it the first
comic book ever to be honored with a literary award.

Mr. Gaiman revisited Sandman by way of the 1999 prose book The Dream Hunters, with art by
Yoshitaka Amano. The new work won the Bram Stoker Award for Best lllustrated Work from the
Horror Writers Association, and was nominated for a Hugo Award. In 2003, he came out with the




36

first Sandman graphic novel in seven years, Endless Nights, which was published by DC Comics and
became the first graphic novel to make The New York Times best-seller lists.

His first book for children, The Day | Swapped My Dad for Two Goldfish, illustrated by Dave McKean,
came out in May 1997 and was cited by Newsweek as one of the best children’s books of the year.

Among his novels for grown-ups are Anansi Boys; Interworld, co-authored with Michael Reaves; Odd
and the Frost Giants; The Graveyard Book; Good Omens, co-authored with Terry Pratchett; and
American Gods, honored with the Hugo, Nebula, Bram Stoker, SFX, and Locus Awards and
nominated for the World Fantasy Award and the Minnesota Book Award.

Two Plays For Voices, an audio adaptation of two of Mr. Gaiman’s short stories, starring Brian
Dennehy and Bebe Neuwirth, received a 2002 Audie Award from the Audio Publishers Association.
Angels & Visitations: A Miscellany, a best-selling collection of his short fiction, won the International
Horror Guild Award.

In 2003, his book The Wolves in the Walls, illustrated by Dave McKean, was published, and was
named by The New York Times as one of the best illustrated books of the year. In 2004, Mr.
Gaiman published for Marvel Comics the graphic novel 1602, which was the best-selling comic
book of the year. Among his other notable comics and graphic novels are The Books of Magic and
Death: The High Cost of Living.

In August 1997 the Comic Book Legal Defense Fund, a First Amendment organization, awarded
him their Defender of Liberty Award.

Born and raised in England, he now lives near Minneapolis.
BILL MECHANIC (Producer)

Bill Mechanic is at work on a slate of first-rate, high-quality commercial motion picture projects
through his independent production company, Pandemonium.

Through Pandemonium, he executive-produced Terrence Malick’'s The New World, starring Colin
Farrell, Christian Bale, and Q’Orianka Kilcher; and produced Walter Salles’ Dark Water, starring
Jennifer Connelly. His next projects as producer are David Fincher’s Torso, with a script by Ehren
Kruger, for Paramount Pictures; and The C.0. (a.k.a. The Desmond Doss Story), with Casey Affleck
attached to star, and a script from Pulitzer Prize winner Robert Schenkkan. He has in development
new films with directors Paul Haggis, Philip Kaufman, John Woo, Mark Pellington, and Richard
Donner.

Prior to forming Pandemonium, Mr. Mechanic was chairman and chief executive officer of
Twentieth Century Fox Filmed Entertainment for seven years. As such, he oversaw all operations of
the studio including worldwide feature film production, marketing and distribution activities; as well
as all worldwide operations for Fox Video, Fox Interactive, Licensing and Merchandising, and Fox
Music.

During his tenure at Fox, the company produced such hit films as James Cameron’s Titanic (which
became the highest-grossing film, and the top-selling video, in movie history) and True Lies, Mel
Gibson’s Braveheart, Robert Zemeckis’ Cast Away and What Lies Beneath, Bryan Singer’'s X-Men,
Roland Emmerich’s Independence Day, Jon Amiel’s Entrapment, Raja Gosnell’s Big Momma'’s
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House and Never Been Kissed, George Tillman Jr.’s Soul Food and Men Of Honor, Peter and Bobby
Farrelly’s There’s Something About Mary and Me Myself & Irene, Kimberly Peirce’s Boys Don’t Cry,
Philip Kaufman’s Quills, Chris Columbus’ Mrs. Doubtfire, Jan De Bont’s Speed, John McTiernan’s Die
Hard with a Vengeance, Peter Cattaneo’s The Full Monty, Betty Thomas’ Dr. Dolittle, Rob Bowman’s
The X-Files, John Woo’s Broken Arrow, Andy Tennant’s Ever After, Edward Zwick’s Courage Under
Fire, Forest Whitaker’'s Waiting to Exhale and Hope Floats, Terrence Malick’s The Thin Red Line, Baz
Luhrmann’s William Shakespeare’s Romeo+ Juliet, and Don Bluth and Gary Goldman’s Anastasia.

Following successful new theatrical re-releases of the three original Star Wars movies, Twentieth
released Star Wars Episode I: The Phantom Menace, the new chapter in George Lucas’ epic saga, in
1999. Greenlit by Mr. Mechanic but released after his departure from Fox were Baz Luhrmann’s
Moulin Rouge!, Tim Burton’s Planet of the Apes, Steven Spielberg’'s Minority Report, and sequels to
the franchise projects Mr. Mechanic had greenlit, such as the X-Men franchise.

Under Mr. Mechanic’s tenure, Twentieth Century Fox was the number one studio in worldwide box-
office gross in 1998. That same year, Fox Music produced five of the top ten best-selling
soundtracks: Titanic, Hope Floats, Doctor Dolittle, Bulworth, and Ally McBeal. Also during his tenure,
Fox produced the number one-grossing movie worldwide for three consecutive years; Die Hard with
a Vengeance, Independence Day, and Titanic; shared the Best Picture Academy Award twice, for
Braveheart and Titanic; won the Best Actress Oscar for Boys Don’t Cry (Hilary Swank); and earned
42 Oscar nominations in total.

He came to Fox from the Walt Disney Studios, where he served as president of international
distribution and worldwide video, overseeing international theatrical, worldwide home video, and
worldwide pay television. Under him, the company’s home video division grew from $30 million in
revenue to over $3 billion in revenue and notched the majority of the all-time best-selling
videocassettes. Mr. Mechanic pioneered the concept of direct sales to mass merchants, which has
become an important part of the home entertainment business.

He also set up Buena Vista International, the first completely new international theatrical
distribution organization in more than three decades.

Mr. Mechanic had also served as both senior vice president of Walt Disney Home Video and vice
president of pay television sales for the Walt Disney Company. During this period, he also oversaw
network specials for Disney Television that received several Emmy Awards nominations.

Before joining Disney in 1984, Mr. Mechanic held the position of vice president of pay TV and post-
theatrical markets for Paramount and senior creative executive at Paramount Pictures. From 1978
to 1982 he worked for Select TV Programming Inc., as vice president of programming.

Mr. Mechanic serves on the board of counselors for USC Film School, and the Board of National
Film Theatre American Friends. He has also served on the board of governors of the Academy of
Motion Picture Arts and Sciences. He has been honored with the Showman of the Year Award by
the Producers Guild of America; is in the Video Hall of Fame; and has received a Crystal Award from
Women in Film.

He has also been president of the jury at the Berlin International Film Festival, and chairman of the
international jury at the Venice International Film Festival.
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CLAIRE JENNINGS (Producer)

Claire Jennings is an internationally acclaimed and multi-award-winning animation producer. Ms.
Jennings was a producer of the 2005 Academy Award winner for Best Animated Feature Film,
Wallace & Gromit in the Curse of the Were-Rabbit, directed by Nick Park and Steve Box for
Aardman Animations. Among the film’s additional honors, she shared the BAFTA [Alexander Korda]
Award for Best British Film, as well as the Producers Guild Award for Best Animated Motion Picture.

In 2000, Ms. Jennings joined forces with William Thyssen to produce Father and Daughter, directed
by Michael Dudok de Wit, which won both the Academy Award and the BAFTA Award for Best
Animated Short Film, as well as numerous other honors around the world at film and animation
festivals.

She began her career in 1989, working for John Coates at TVC London. During her five-year tenure
there, she worked on such productions as Father Christmas and The World of Peter Rabbit and
Friends.

Subsequently, she embarked on her own productions in the U.K. Ms. Jennings produced the
Academy Award-nominated animated shorts Jolly Roger (directed by Mark Baker) and The
Canterbury Tales, which were nominated for and won BAFTA Awards, respectively.

She has worked as an executive in charge of development and an executive producer for two of the
largest animation studios in London, Studio AKA and HIT Entertainment.

MARY SANDELL (Producer)
Mary Sandell is a producer for LAIKA.

Her years as a production executive and producer have seen her participate in the creation of
commercial entertainment product. She joined LAIKA in 2005, after spending two years in
California as producer of DreamWorks’ first-ever primetime animated series (for NBC), Father of
the Pride.

Ms. Sandell earlier worked for over a decade at Vinton Studios, the predecessor to LAIKA. As the
studio’s executive vice president of production, and as an executive producer, she oversaw the
development and production of TV series and pilots, short films, original Web content, and
television commercials. As a senior producer from 1998 to 2000, she supervised the startup and
produced the first two seasons of The PJs, the first-ever, stop-motion-animated primetime series for
network television, produced in conjunction with Eddie Murphy and Imagine Entertainment.

Previously, she was senior producer in charge of managing CG and stop-motion commercial
campaighs and entertainment projects. Her work during this time included the launch and
production of the M&Ms spots; high-profile campaigns for Orkin, Splenda and other top brands; and
production of 50 animated short stories for the Disney Channel’s Adventures in Wonderland.

A native Californian, Ms. Sandell earned a B.A. in political science from Lewis and Clark College in
Portland, Oregon; and went on to earn the J.D. from the University of Oregon, School of Law.
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PETE KOZACHIK, asc (Director of Photography)

Animator, visual effects artist, and cinematographer Pete Kozachik began collaborating with Henry
Selick in 1990, and was the director of photography on the director’s features James and the Giant
Peach (for the stop-motion portions) and The Nightmare Before Christmas. On the latter, Mr.
Kozachik was also part of the movie’s visual effects team, and as such was an Academy Award
nominee.

He was the cinematographer on Tim Burton’s Corpse Bride, directed by Mike Johnson and Tim
Burton; that stop-motion project was lensed with digital SLR cameras, which had never previously
been used for an animated feature.

The Michigan native began his career working as an assistant to an industrial filmmaker while
studying graphic arts and physics in school in Arizona. By the time Mr. Kozachik moved to Los
Angeles circa 1980, he had directed local area television news and variety shows; shot and edited
documentaries for a PBS affiliate; and produced and directed commercials as well as two low-
budget animated films. He has since worked on over three dozen features, including James
Cameron’s The Abyss and George Lucas’ Star Wars Episode IlI: Attack of the Clones, and several
hundred commercials.

BRUNO COULAIS (Composer)

Bruno Coulais has been honored three times with the César Award (France’s equivalent of the
Oscar); these were for his scores to Eric Valli's Himalaya - I'enfance d’un chef, Claude Nuridsany
and Marie Pérennou’s Microcosmos, and Christophe Barratier’'s Les Choristes. The latter film also
brought him an Academy Award nomination in the Best Original Song category.

He was also a BAFTA Award nominee for scoring Les Choristes; a César Award nominee for scoring
Mathieu Kassovitz’ Crimson Rivers and Jacques Perrin’s Winged Migration; and an Emmy Award
nominee for scoring Raoul Peck’s Sometimes in April...

Mr. Coulais began his musical education on the violin and piano. His entrée into film scores came
via director Francois Reichenbach, who asked him to write the soundtrack for the documentary
Mexico Magico. Subsequently, the first full-length feature he scored was Sébastien Grall’'s La
femme secréte.

Among the other features that he has composed the music for are Christine Pascal’s Le petit prince
a dit; Agnés Merlet’s The Son of the Shark; Jacques Weber's Don Juan; Elie Chouraqui’s Harrison’s
Flowers; Pitof’s Vidocq; Frédéric Schoendoerffer's Agents secrets; and James Huth's Brice de Nice
and upcoming Lucky Luke.

Mr. Coulais has composed several operas, including for children. In 2005, he wrote and conducted
his Stabat Mater in Saint Denis Cathedral with the participation of English musician Robert Wyatt.

CHRISTOPHER MURRIE (Editor)

Christopher Murrie has been editing prize-winning animated commercials and short films since
1999, beginning at Vinton Studios, the predecessor to LAIKA. At LAIKA, he edited Henry Selick’s CG
short Moongirl, before segueing to work on a series of innovative spots for e-sure (a U.K. insurer)
and Coraline.
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Mr. Murrie has also collaborated on high-profile commercials campaigns for Trident, Honda, and
M&Ms. The Mirinda “Genie” ad he edited in 2000 won the Animated Film Society’s commercials
Annie Award. He also edited all three seasons of the Emmy Award-winning spots for NFL on FOX.

Among the other projects that he has edited are Signal in the Sky, the Powerpuff Girls music video;
Kirk Kelley’s award-winning, experimental short film Day of the Dead; and Mike Wellins’ 45-minute
Deadenders.

Mr. Murrie holds a degree in art and studies in music composition from lllinois’ Knox College. He
then trained in Chicago in film editing and post-production.

RONALD SANDERS (Editor)

Ronald Sanders won the Genie Award (Canada’s equivalent of the Academy Award) for editing
Eastern Promises (also for Focus Features), which marked his fourteenth film with David
Cronenberg. He previously edited A History of Violence, Spider, eXistenZ, Crash, M. Butterfly, Naked
Lunch, Dead Ringers, The Fly, The Dead Zone, Videodrome, Scanners, Fast Company, and the short
Camera for the director.

Born in Winnipeg, Mr. Sanders was exposed to film at an early age since his father worked as a
projectionist. After graduating with a B.A. from St. John’s College, University of Manitoba, he moved
to Toronto where he edited documentaries and began working on features as a sound editor.

Among his feature credits as editor are Mark L. Lester’s Firestarter; Yves Simoneau’s Pefectly
Normal; Robert Longo’s Johnny Mnhemonic; and Anais Granofsky’s The Limb Salesman.

Mr. Sanders has also edited such notable telefiims as Norman Jewison’s Dinner with Friends;
Steven Hilliard Stern’s The Park is Mine; Daniel Petrie Jr.’s Dead Silence; and Lamont Johnson’s All
the Winters That Have Been.

TADAHIRO UESUGI (Concept Artist)

Tadahiro Uesugi is a world-renowned illustrator and animator, based in his native Japan, who
creates intuitive drawings of landscapes, characters, and urban scenery, with innovative uses of
color and texture. His striking graphic designs as well as his inviting work in women’s fashion
magazines are highly influential; his elegant illustrations convey both jazzy and classical
sensibilities.

He studied fashion illustration at the Tokyo Art School’s Setsu Mode Seminar. His appreciation of
France and such French artists as Moebius [Jean Giraud] is returned in kind, in that he has
contributed to French Elle and also designed the one-sheet poster for the Japanese theatrical
release of the French feature film Fauteuils d’orchestre (a.k.a. Avenue Montaigne), among other
cross-cultural works.

Mr. Uesugi has also illustrated comic books and contributed conceptual ideas to manga comics. His
work has enlivened everything from the labels of wine bottles to the covers of DVDs.

In 2006, he collaborated with his contemporaries Ronnie Del Carmen and Enrico Casarosa on a
joint show of their works. A companion book, Three Trees Make a Forest, was published.
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Mr. Uesugi is an active participant in the fund-raising exhibitions/auctions to support the national
trust Totoro Forest Foundation championed by Academy Award-winning filmmaker Hayao Miyazaki.
The Totoro Forest Project features original works from acclaimed artists in animation, comic books,
and illustration.

TRAVIS KNIGHT (Lead Animator; Head of Animation/LAIKA)

Travis Knight, lead animator on Coraline, is Head of Animation at LAIKA and sits on the company’s
board of directors. He is involved with both the business operations and creative directions of
LAIKA, which is active in both CG and stop-motion feature and commercials production.

A lifelong interest in both film and animation brought him to Vinton Studios, the predecessor to
LAIKA, in 1998. There, as a stop-motion animator, he was able to work on the acclaimed
“claymation” network television series The PJs, which was conceived (and in part voiced) by Eddie
Murphy and directed by Mark Gustafson, and Gary & Mike. He earned his CG animation stripes by
animating numerous television commercials and promo spots, including the “NFL on Fox”
campaign.

In June 2007, Mr. Knight was cited by Animation Magazine as one of 12 “Rising Stars of
Animation.”

© 2008 LAIKA, Inc. All Rights Reserved.

The persons and events in this motion picture are fictitious. Any similarity to actual persons or events is unintentional.
This motion picture is protected under laws of the United States and other countries.
Unauthorized duplication, distribution or exhibition may result in civil liability and criminal prosecution.

MPAA No.45001

MPAA Rating: PG (for thematic elements, scary images, some language and suggestive humor)

Dolby SR/SRD/DTS, in selected theaters  Running Time: 100 minutes Aspect Ratio: 1:85/1

www.coraline.com

A Focus Features Release


http://www.coralinethemovie.com/

	Today, the 550-people strong animation studio specializes in the production of features, commercials, music videos, and other media, using a wide range of techniques; CG in addition to stop-motion, and (regular) 2-D in addition to 3-D. In fact, Selick’s first project at LAIKA was the 8-minute CG Moongirl (2005), which had its origins in a contest at the studio for a short film idea. CG modeller/compositor Michael Berger’s idea was picked, and Selick was chosen to direct. Exploring the other side of the Coraline process, Selick adapted the story as a children’s book for Candlewick Press, with illustrations by Peter Chan and Courtney Booker, two of the key artists who worked on the short. 
	 
	As with a live-action movie, the shooting of Coraline was divided into individual sequences that were usually grouped by the locations of the scenes. 
	Knight notes, “For the replacement animation, we model in the computer based on drawings created by a 2-D animator, and then print them out in rapid prototyping on 3-D printers – so you get the actual tangible upper or lower portion of the face. We then paint them all by hand – including, say, Coraline’s freckles – and place them gently onto the puppets. The result is beautiful and expressive facial animation. Coraline emotes, and you feel that you are watching a living, breathing girl.” 
	 
	With the aid of the RP system, all of these dogs were individually created; there is no computer duplication of the crowd, as is now commonplace in both animated and live-action features. The background dogs were operated on a mechanical system, attached to cranks that could be controlled by hand to move the figures in a pre-set pattern. Those dogs more in the foreground are wire-reinforced puppets that could be individually animated with movable joints – like the Scottie Dog that holds a flashlight in its mouth for usher duty. 


