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If you’ve seen the brilliant CABIN IN THE WOODS (out now on  DVD and Blu-ray), you’ve now
no doubt “discovered the secret” that at heart,  the film is essentially a reaffirmation; a true
monument to horror and the way  it affects and even betters our lives.

  

Nowhere is that more evident than the film’s final act, an  overwhelming operatic bloodbath, in
which all walks of monsters and bogeyman  are given the chance to roam free. A buffet of both
original, imaginative  creation and tribute to classic creatures, long time Visual FX Supervisor
David  LeRoy Anderson was charged with wrangling the finale’s circus together.  Anderson, a
second generation makeup FX maestro, went in-depth with Fango about  the creative process
behind the army of nightmares, his crack team, favorite  creations and even some words about
his early stint on PET SEMATARY.

    

Needless to say, if you haven’t seen CABIN, be warned of  many spoilers and reveals. 

    

FANGORIA: The concept must’ve afforded you tons of  possibility, but also tons of stress and
responsibility. How’d this come to  you? Were you daunted by the scope of it all?

    

DAVID LEROY ANDERSON: Daunted is a good word [laughs]. It was  producer Dan Kolsrud
who brought me into the project. I worked with him on  CIRQUE Du FREAK prior to this and he
called and said, “Have I got a monster  movie for you. You need to come in and meet with Joss
and Drew.” I came in and  had the first meeting with them. It was what every makeup FX artist
wants to  hear, because it was just a cornucopia of monsters and FX and their main push,  their
main desire, was that they wanted to do it all practical. I haven’t heard  those words, in that
sequence, in years. Inevitably, I go to a meeting about a  project and I have my little list of
things plucked from the script that I  think could be makeup FX, and say of ten or twenty items
on my list, I usually  walk away with three. Everything else goes digital. 

    

FANG: That’s such a sad state.

    

ANDERSON: It really is, you know. It’s kind of come full  circle. A little bit. I’m involved in a
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project right now that’s about 50/50,  so to hear them come out and say that they wanted to go
that route and say they  were big fans of all the old-school makeups, was a blessing. It was the
best  news that I could hear. Although, it was also the biggest list I’ve ever heard  of, and it was
very intimidating. I did have a good sense of the fact that  there was not a lot going on in L.A.  at
 the time and a crew—hiring the best of the best—would not be too problematic. However,  I
knew right off the bat it was never going to fit in my studio. So, a couple  of problems: One, it
didn’t fit in my shop and two, it was going to be bigger  than anything I’ve ever been involved in.
The upside was I was able to build it  here in L.A., which is something that doesn’t happen a lot
anymore. I’ve been  going to Canada a lot, all over the place. So, to get a job like this that was 
so extensive and to get to do it here, for the most part—the pre-production was  all done here,
shooting was all up in Canada—all the L.A. artists got to live  and sleep at home and come to
work in Burbank. 

    

FANG: What’s the size of the team you need to get something  like this underway?

    

ANDERSON: Well, it was a bunch of teams. The pre-production  team that got going here in
L.A., the size of the crew skyrocketed. I have to  pull out a bunch of notes here, because I’ve
never done an interview this many  years after the project, so a lot of it I’ve forgotten. I’m going
through this  all and I was overwhelmed by the amount of people that were involved and the 
amount of monsters that we made. It was just incredible. There were probably  roughly eighty
people involved in the build here in L.A., whether it was  sculptors, or mold makers, or painters,
or hair people; just a little bit of  everything. 

    

So, what we did was started with just the design phase, here  in my studio, AFX in Anaheim,
and then all the while looked for another place  to go to. We just got really lucky. One of the
mold makers knew that there was  a place called the Bat Shop that Warner Brothers had built
for Batman, and it’s  over by Burbank Airport. We went over there one afternoon and discovered
that  it’s this huge facility that was empty and rentable, and I took it. The next  day, when
everyone showed up here at my shop, I said, “Good Morning everybody,  grab your stuff and
grab a handful of something else, and put it in your car,  and here’s the new address.” We got to
this new shop, and I think I showed up  and there were about fifteen guys, at the time, and we
went from our 1700  square feet studio to something closer to seven or eight thousand square
feet,  and it was wonderful. It was exactly what we needed. There were probably, at  any given
time, sixty people in the shop, and plenty of room for everybody. We  got lucky there. One of the
truly greatest things, personally, with putting  together a crew like this was the fact that I got to
work with a bunch of  people that I probably won’t get to work with again. For the most part,
they’re  committed to other shops and they work other places; a lot of legends in the  industry.
And because there was really not a lot going on, I was able to get  all of these people under one
roof. And it was great for a lot of other people  who admired these other artists, but knew they
were never going to get to work  with them. So, we had a lot of people from a lot of different
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shops under one  roof and that was fantastic; a lot of really incredible artists.

    

FANG:  When it came to  the Nightmare Gallery on the second half of the film, was that a joint
effort  between you and Drew and Joss coming up with things to fill it?

    

ANDERSON: Most definitely. Actually, I’ll back up. The  relationship I have with Drew was
intense. He was very, very involved in all of  the design aspects. In fact, I’d go so far as to say I
didn’t make anything  that wasn’t in Drew’s head. We would have these intense conversations.
We had a  meeting every day at the end of the day, when he’d finally get to his computer  and
see all of the images that were worked on that day. We’d go through all of  the designs, whether
they were sculptures, or samples of hair, or teeth. He  saw, and approved and was involved in
every single aspect of design on this. It  was a matter of trying to realize his exact vision, and he
was really  collaborative, but he was very clear in his own mind as to what it was that he 
wanted. It wasn’t a matter of “here’s ten of these things and I’m going to pick  one.” He’d give
me very, very clear descriptions and samples and references,  and then I’d go off and we’d
have one illustrator try it, and if that wasn’t  striking a nerve—we had a few illustrators on
staff–we’d go to the next  illustrator and see if that was going to strike a nerve, and show him
the work  that night. He’d give me very honest feedback and we’d go back and try and do  it
again. Nothing ever happened immediately. Everything was a process of  design. It’s not that
he’s not easy to satisfy; it’s that he knew exactly what  he wanted. I really appreciate working
with directors like that, that don’t  just send you on a goose chase. I never felt like that with him.
I always felt  like each morning I had a mission, and I knew what my orders were. It was a 
matter of trying to be the person between all of these artists in my house,  basically, and the
director, and trying to spread his word and share his vision  with these artists who would keep it
on track. At the end of the day, I’d show  the photos to him and I’d know whether I did a good
job or not, based on  whether we’d get an approval on something and we’d move on. If not,
we’d just  keep working it. 

    

Some characters came to life rather rapidly, and some were a  little more... Some of that had to
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do with our build schedule. The whole thing  was very tight, from beginning to end. We made all
this stuff in about three  months, and the list is ridiculous. I just looked at the typed out list of all 
the things that we made. It goes on and on and on. I haven’t seen the film, I  hope a lot of it
made it. [Ed. Note: FANGORIA spoke to Anderson back in late  winter of 2012] You’ve seen the
film? 

    

FANG:  Oh yes. 

    

ANDERSON: There’s some FX in it? [Laughs]

    

FANG: Oh, there’s a shit load. 

    

ANDERSON: So, you see some monsters in the end, is what  you’re telling me?

    

FANG: We finished it and immediately knew we had to talk to  you.

    

ANDERSON: Excellent. The Buckners, that would have been  enough for anybody for a whole
job, but they were just a tiny piece of the  build list. They’re not even on this list. I’d say in the
first seven or eight  weeks, we were pretty much done drawing and illustrating anything. Then, it
was  just a mad dash to get it all built, so that the final month and a half/two  months, I was
going back and forth up to Canada, to set up the shop up there  and interview on-set artists up
there. So, there was a lot of going back and  forth, and I had never worked in Vancouver so I
didn’t have greater knowledge  of the crew and other talent; who was good at what? It was a bit
of learning  curve meeting everybody, but now that I know everybody up there [la
ughs
], I  can honestly say that there are just some incredibly talented people and I  could have never
done it without the help of this amazing crew that I was lucky  enough to get. There were
probably a dozen people up there, and looking at my  list, about an equal amount from Los
Angeles. Roughly, two dozen people on the  makeup FX crew and about half were LA, and half
of them were Canadian. 

    

All in all, there was actually a lot of continued creation  up in Canada. We made a lot of
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background masks and we dealt with a lot of  different makeups up there. So, at a certain point,
I didn’t come back to LA, I  stayed up there and the final folks in shop down here, the Bat Shop,
finished up  the job and packed up the last bit of blood and guts and put it in crates. I  think, at
that point, six Americans came up and they were mainly puppeteers and  mechanics. 

    

FANG: One of the greatest bits in the movie is the reveal of  the Merman.

    

ANDERSON: That was one of the big ones. It was the Merman,  the Werewolf and the two
goblins, which I don’t know that the Goblins are in it  a lot, but they were just as complicated to
build. The Merman was Richard  Cetrone. He also plays the Werewolf, and he played a couple
of mutants too. So,  we had him in just a whole week of body casting. We did a body cast of him
in a  certain position for the Werewolf, and then for the Merman, he needed to be  laying down
in kind of a Superman, flying position, and so that was all sculpted  here in LA and the pieces
were all foam rubber. That was all shipped up to  Canada and Hiroshi [Katagiri] was the
sculptor, and the painter. And we brought  him up to Canada and he painted it up there. It was a
team of probably four or  five of us that actually glued Rich in on the day, and it was not an easy
thing  to be in for the whole day because he couldn’t walk, or anything. That was a  really rough
day for Rich. The poor guy was in that thing for probably a good  twelve hours, and I’d say eight
hours before we even shot. Once we brought him  to set on a stretcher, he was laying on the
floor there in a fetal position,  sleeping most of the day while the shot was being set up. He was
immobile, he  couldn’t do anything. So, we just got him a nice pillow and there’s actually  some
really funny shots of the Merman all curled up, sleeping in the middle of  the floor [
laughs
]. I just ran into Rich on the movie I’m on right now. He was  amazing. Hiroshi was amazing, that
was his baby. 

    

That was kind of the way I did it. We had all these FX, and  basically I created teams and you
were on a team that worked on the Werewolf,  or on the team that worked on the Merman, or
the Goblins, or you were involved  in the zombies. There was one guy who was involved in all
things, silicone and  fabricated, which there were a lot of guts. There was the Blob, the thick
Blob,  and there were quite a few things that needed to be fabricated with minimal  mechanical
aspects to them. That was all done in LA.
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    FANG: The Wolfman looks incredible, and part of the reason  CABIN is so great is that it’s notundercutting horror. It’s a monument to all  that we love about it. So, there was the Werewolf, orFornicus, which resembled  a Cenobite. Were there any of these classic, or iconic, creationsyou were  particularly excited about because it was something you had always wanted to build?                                  ANDERSON: Not really  one any more than the other, because it was so overwhelming for me.It was all  what I wanted to, but the problem for me, personally, was I became a manager of  avery large machine—and I’m finding myself in that position more and more now—but  I’mactually just one of the guys. I sculpt and I paint, and I love to apply  these things, and on thisjob, it just turned into something where I wasn’t  sculpting anything. There was no time to dothat. So, my personal investment in  any of them was very much just supportive. I just put theseamazing teams  together and watched these guys. The way I actually picked these people forthe  teams was, there are certain people who just are fans of particular monsters  and areobsessed with the werewolf or with vampires, or whatever it is, and it  became very clear that itwas going to be easy to put these teams together  based on everybody’s expertise and passion.The people that were working on the  Werewolf, it was Norman Cabrera and Matt Rose, andthey’re legendary in this  industry. He [Rose] just has such a passion about werewolves, thewhole history  of them, so there was no disputing he should be the man in charge of it. It  kind ofhappened like that with most of the characters. It was kind of easy to figure  out who should bedoing what, since everybody had a special thing, or sort of a  soft spot in their hearts for aparticular genre, or type of monster.     So, I was able to break it up like that, but I was left with  nothing myself and I picked one thing. Ipicked the faceless ballerina.     FANG: She was so incredible.     ANDERSON: She was one of the first things that I actually  drew. When I first read the script, Idrew almost everything that I saw in just  a gesture drawing, as I was trying to get a rendering ofeach character. In the  end, I had to kind of forfeit these ideas and designs and then collaboratewith  these fantastic illustrators, and go through the whole process of realizing  what it was thatwas in Drew’s mind. But when it came to the Faceless Ballerina  [aka the Sugarplum Fairy akaBallerina Dentata], I had kind of just taken that  whole concept and my original drawing and putit on the backburner and decided  that for me, once I got up there, it was going to be the onething that I’d go  in and do on weekends so I felt like I was one of the guys, still. Once I got  upthere, they had hired this beautiful little ballerina girl (Phoebe Galvan),  who I think was probablynine years-old maybe. She and her father came in and  they were really sweet. She was a littlebudding dancer, actress. I explained  to her what we were going to do. I don’t think she reallycared too much. Her  dad was a little bit mortified, but she was such a trooper. The lips, around the whole perimeter of her face were foam rubber and the whole insert piece—the  open partwith teeth and that hole going down the throat—was sort of a forced  perspective/Trompe-l’oeileffect and it was all silicone. I designed it so that  she could lift it up like the hood of a trunk andget the positioning and see  where she was going and then, when she dropped it down, therewas a little bite  register on the inside so that she could hold it tight. She’d open her mouth  andthen bite down on it, so it held it really tight to her face. She had two  little pinholes to breathethrough, two tiny little pinholes. So, for the most  part when she dropped it, she was blind. Thewhole dance she does in the movie  is pretty much blind, and set to classical music. Theypumped it in for her  while it was happening.     What a trooper; to do that. The first day, they had so much  blood on the floor, she was slippingall over the place. So, the next day they  cleaned up a little bit of the blood and she did it. It wasone of those  moments when everybody came over—Joss was there that day and he wastaking pictures  with his camera. It was such a photo opportunity, and yet, none of these people could have cameras [laughs]. I felt really happy that I was one of the people  struggling to get apicture, and I was cleared. The set photographer took some  amazing photos and of all theimages from the whole film, it’s my favorite.  There’s one where she’s in this beautiful ballerinapose, and she just looks  horrific. She’s surrounded by all those bodies, and there’s bloodeverywhere.  There’s just so many things wrong with that picture, I just knew we were  creatingsomething that was hopefully going to be iconic and memorable.

    FANG: Moving briefly off of CABIN and speaking in broader  terms. Earlier, you touched on thefrustration that comes with so much digital  these days, how has that changed your approachwhen designing something that  will ultimately be blended?    ANDERSON: I fought it for a while. Everyone in my industry  fought it, but you have to give in tothe applications of all the new  technology. Let me see, was there in anything in particular inCABIN that we  did design that needed both? I don’t know if the aliens made it in to one of the boxes, the spidery aliens. They were puppets operated by guys in front of a  green screen.That’s not so much collaboration, but on the next film that I  worked on, I’ve found myselfdesigning things you consider the use of visual FX  as a tool in the makeup FX process. So, youtake the makeup as far as you can,  you bring it to set and shoot it, with the intention of thevisual FX taking it  to the next step. I think they probably did a little bit of that with the  Werewolfin CABIN, because it was always Drew’s desire to have the Werewolf  movie really, really fast; alot faster than any actor could ever move, with a  quickness and lightness that you can’t achieveonce you got a guy in a big head  and full suit. So, I imagine once I see the film I’ll knowwhether they sped it  up or made him move a little quicker. Drew definitely wanted it to happenand  Richard, in that suit, did the best he could, but at the end of the day, it’s  still a guy in a suitand there’s no magic involved. It’s a heavy thing. In  that case, I would be pleasantly relieved tosee that they took what we could  deliver and sprinkled some visual FX stuff on it and made itwhat Drew really  wanted.  We did the best we could, but of  all the things that we made, thatwas the one thing that I felt like I had  disappointed Drew on. And it was not in the art, it was notin the realization  of it, it was just in the fact that he couldn’t move like a superhero. He  couldn’tcross the room in two seconds and run parallel to the ground, leaning  forward at theseimpossible angles. So, hopefully what he got was a little bit  of enhancement on that.    FANG:  Now, I hope you  don’t mind, but I wanted to talk a bit about PET SEMATARY, whichmyself and  plenty of genre diehards are huge fans of, especially some of the makeup  scenes.    ANDERSON: Yea! PET SEMATARY was one of my very first jobs  going on location for my dad[Makeup FX veteran, Lance Anderson]. It was  actually the second location job that I did for him.The first was SERPENT AND  THE RAINBOW, which he sent me to Haiti, and the next yearsent me to Maine to  PET SEMATARY. I went with John Blake who was the other makeupartist.     Basically, I still compare everything to that. Those first  two films that I was lucky enough to beinvolved in, were the best experiences  of my career, still; even after a job like CABIN, evenafter the one I’m on  right now that I can’t mention. I was new, and it was all new, the learning curve was in effect. It was pre-visual FX, so everything was practical and  everything was rightout of the kit. I was a huge fan of that book prior to  even getting involved in the project, so I hada keen interest in being  involved in it, and a lot of special things happened on that film. I askedmy  wife [NIGHTMARE ON ELM STREET star, Heather Langenkamp) to marry me and we’ve been married ever since. We got engaged there, while filming it. Heather came  out to Maineand stayed with me in my little cabin, and I went ahead and just  popped the question there.We’ve been together ever since, with two beautiful  kids.     FANG: That’s amazing.    ANDERSON: Yea, I can’t do this without her. She was the  producer for me on CABIN IN THEWOODS, and she’s the producer for the shop here  on this unmentionable film. She’s a hugemember of this creative force here.  She’s the one who makes it all possible. Otherwise, I’d blowall the money. She  tells me when to stop, how much I can spend, who I can hire. It’s actually a really wonderful collaboration. She has really wonderful film knowledge, and is  better withmoney than I am [ laughs].     I don’t think Maine will ever be the same, since we were  there. In fact, there’s somebody writinga book right now about that. He’s been  going and interviewing people in Ellsworth, Maine aboutwhat happened that year  when were there. I guess we made quite an impact [laughs], and therumors are  still flying around. It was really one of those magic experiences. The  location, thesubject matter, the freedom that we had that brought us to be  there and collaborate with Mary[Lambert], the Pascow character that we did on  Brad [Greenquist]. That was very muchcollaboration between Brad, John Blake  and myself. In fact, John did one half of the face and Idid the other half of  the face, and we did Fred Gwynne’s makeup that same way, actually.That’s a  whole interview in itself; all the great stories that go with that. It was a  really, reallymemorable experience, not only because I got engaged, but a lot  of friendships were forged onthat film that are still intact today, and quite  honestly, it’s one of the ones that I can watch overand over again. I never  get tired of it.

    FANG: It’s so, so good. And Zelda, man. What a horrifying  image.    ANDERSON: Isn’t that weird? That was purely my dad’s. That  was a nightmare image from mydad’s head. He designed that thing, and sculpted  it, and flew out there and showed up while wewere already there. It was  something that we did probably halfway through the shoot, and thekid who  played the part [Andrew Hubatsek], it was a young man from New York City. He showed up and my dad showed up and pizza showed up and they did the application  thatnight. It was upsetting to see it in person. It just felt so weird, with  the spine all twisted, and he[Hubatsek] was really into it. He just contorted  his body and it was horrible. Somewhere,somebody’s got a bunch of footage of  that. I’m sure the outtakes are even scarier than the film.You’re not the only  one. Everybody who mentions that movie, mentions Zelda.
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