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FUREWURD

Bespectis the word we had front of mind as our team embarked on our part of the
concept design for the live-action Ghost in the Shell feature film. The film depicts
tional world that has been explored and enjoyed by an international audience
bering many millions over the past twenty-five years. When creating that world
ilm, it was hugely important to the team that everything be approached in a way
that was highly respectful of this rich heritage.

At Weta Workshop, it is fundamental that all our work comes from a place of
deep understanding of the source material, in some cases bordering on reverence
case of this project, our team needed to love the world of Ghost in the

ABOVE Richerd Taylor at Weta Workshop crafting some
of the robot geisha masks that ere an essential part of
the lock of Ghost In the Shell.

PAGE 1 Concept art establishes the vibrant visusl d
of the futuristic city in wi

place. [Ash Tharp]

It was, therefore, fortunate that many of our concept designers had spent much
of their adult lives utterly enamored with the Ghost in the Shell saga. They provided
director Rupert Sanders with their very genuine connection to the source material
and were able to direct our wider concept design team in a considered way.

In 1989 Masamune Shirow brought Ghost in the Shell to life through his manga,
which explored identity, consciousness, ethics, politics, and privacy at the point when
mankind and information technology begin to merge. Mamoru Oshii and his team
of talented filmmakers created the anime version six years later. It was an instant
classic that influenced an entire generation of creatives.

When Rupert Sanders came to us in 2014 with plans to make a Ghost in the Shell
live-action film, we were excited that our early conversations centered around making
something meaningful; a film with heart that respected what the original creators
were trying to communicate about what it means to be human.

The character of the Major is “born,” quite literally, in the opening moments of
Rupert’s film. We see her brain being fused with her cybernetic body. She is presented
as the embodiment of the human-technological pursuit and yet she finds herself
asking eternal human guestions: “Who am 12 “Do | exist?”

It's through projects like this one—where big questions are asked—that Weta
Workshop really enjoys the conceptual challenges that best support these unique
and complex ideas. We didn't get into the film industry for the “industry” part. Being
located in Wellington, New Zealand, we're far remaved from this world. We got into
film to explore the unknown, to push past the mundane and find greater meaning in
the subject matter. We were ready to go on this journey with the Major and to put our
collective faith in Rupert. We wanted to embrace the creation of this new chapter of
Ghostin the Shell lore. It was our earnest and heartfelt attempt at something worthy
of what had come before.

For our crew, getting to work on the concept design and practical effects for this
film has been a very special thing indeed, made all the more special by the decision to
film it, principally, at Stone Street Studios in Wellington, New Zealand.

Our heartfelt thanks go out to director Rupert Sanders, executive producers Avi
and Ari Arad, and producers Jeff Silver, Michael Costigan, and Barrie Osbourne for
bringing together an international and local team of incredible artists and technicians
in our windswept hometown of Wellington.

What unfolded was a technically challenging process that required intense
collaboration. Jan Roelfs from Holland joined as production designer. Richard Johnson
from Los Angeles came on as art director. Kurt and Bart from New York took on
the exciting task of realizing the costume design. Jane 0'Kane and Sarah Rubano
collaborated closely with our team on the film's prosthetic elements. During early
preproduction in L.A., Rupert turned to the creative brilliance of conceptual designers
Maciej Kuciara, Ash Thorp, and Vitaly Bulgarov; their visionary first steps and ongoing
design work were fundamental.

The movie was ultimately shat over many months here in Wellington and on
location in Hong Kong. A terrific, eclectic, international cast and a talented crew
embraced the challenges and technical demands of the production, of which there
were many—as is so often the case when you're straining the boundaries of what can
be achieved in-camera and in preparation for a significant postproduction process.

It was incredibly rewarding to have the chance to offer Weta Workshop's cre-
ativity and manufacturing craft, alongside the great talents of our local industry, to
Rupert’s vision for this hallowed property.

Richard Taylor
Design and Effects Supervisor
Weta Workshop
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For more than thirty years, Ghost in the Shell has transfixed audiences. Focusing
on a hard-beiled cyborg detective known as the Major, and Section 9, the elite
anti-cyberterrorism force she leads, the saga has become one of the most influential
in science fiction histary.

The Major was first introduced in a sprawling philosophical 1989 manga by Masamune
Shirow, which imagined a mid-twenty-first-century world where people routinely have
parts of their brains cyber-enhanced, opening the door for cyber-hacking of the mind. In
Shirow's cyberpunk-flavored story, Major Motoko Kusanagi, herself a full cyborg with a
human mind [or "ghost”], must hunt a particularly dangerous cyber-hacker, the Puppet
Master, who turns out not to be a person, but an artificial intelligence created by
government agencies—agencies against which it subsequently seeks bloody revenge.

Although the popular manga went on to spawn more volumes, it is director Mamoru
Oshii's 1995 anime adaptation that remains the most revered entry in the saga. Oshii’s
masterful film not only gained a global following but also helped build international
interest in anime as an art form. The success of the anime led to a sequel in 2004,
Ghaost in the Shell 2: Innocence, also directed by Oshii, plus a TV series, Ghost in the
Shell: Stand Alone Complex, and another anime film, Ghost in the Shell: Stand Alone
Complex—Salid State Society. However, one medium that never received a Ghost in
the Shell adaptation was live-action cinema, despite the saga's influence on science
fiction moviemaking. Over the years several filmmakers have attempted to adapt the
saga into a live-action film, but none of the projects ultimately came to fruition. That
is, until 2015, when a team led by producers Avi and Ari Arad [the father-son team
behind Iron Man) and director Rupert Sanders finally got a live-action version of the
stary off the ground. Sanders, who'd had a smash hit with his first film, Snow White
ond the Huntsman, had shown he was both a superior visual stylist and able to deliver
a thrilling film driven by a dynamic and multidimensional female character.

If Sanders had the right stuff for a live-action reimagining of the story, there was
also an actress with an incredible filmography that made her a perfect fit for the role
of lead character Major Killian: Scarlett Johansson. As Black Widow in the Marvel
cinematic universe, she'd shone as an action heroine; as Lucy in Luc Besson's sci-fi
action film of the same name, she'd excelled as a vulnerable yet potentially deadly
woman evalving into something beyond human; and as an artificial intelligence in
Her, she'd been charming, enchanting, and yet ultimately nonhuman, and there-
fore unattainable. Johansson had the allure, the intensity, the charisma, and the
acting skills to bring the Major to life.

“There's very few Scarlett Johanssons,” says Sanders with a smile. “Globally, there's
very few actresses who have that kind of edge to them. She’s got a very cyberpunk edge
to her. 8he's tough . . . She showed she could be an action movie star. It's hard tobe a
movie star and it's very hard to be an action movie star. And she had all of those facets.
That to me was the Major.”

With Johansson starring and Sanders at the helm, the Ghost in the Shell saga was
finally set to get the live-action film it deserved. However, before that could happen, every
detail would have to be translated from the existing mythology into a realm of credible
reality. Sanders and his team—including production designer Jan Roelfs, costume
designers Kurt and Bart, and the artists at Weta Workshop—had to determine what to

keep, and what to reinvent. This is the story of how they did it
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Between the Ghost in the Shell manga, the anime films, and the TV series, it was clear to producer
Avi Arad that there was more than enough material for not just a single live-action film, but an entire
cinematic universe.

Arad was no stranger to the idea of expansive movie universes. In fact, he'd helped pioneer the
idea while running Marvel Studios, the company that introduced the Marvel Cinematic Universe with
Iron Monin 2008. "It was a very hard thing to do initially,” he says. "Nobody wanted to make this [kind
of] movie. The studios didn't understand the value. And now it's all they want to make.”

Arad had long been aware of Ghost in the Shell, as his son Ari, who would also come on board as a
producer, had been a fan. Once he parted ways with Marvel Studios, Avi decided to pursue a number of
hot properties: Ghost in the Shell was at the very top of his list. Tetsu Fujimura, founder of Japanese
company Gaga Communications, joined forces with Avi to secure the rights from Japanese publisher
Kodansha. It took three years, and, even after they'd reached an agreement in principle, there was
another year of working out the contract details. When the deal was finally done, Fujimura became
executive producer of the new film.

With Ghost in the Shell now part of Arad’s stable, a chance encounter on a Malibu beach between
the producer and a filmmaking legend helped give the live-action version momentum.

“Iran into Steven Spielberg,” says Arad. “He had his young daughter with him, and | mentioned
Ghost in the Shell and to my delight [she] did a somersault, she loved the property so much. That

e gl Coc i RO s ol s started the ball rolling.” Spielberg’s company, Amblin, came on board shortly afterwards
Bsjor's sunthetic skin overlays
i asel ey Amblin oversaw the project for several years and developed a script. Along the way, a draft of

o RTPETE Sarelars Erag-ad that script crossed the desk of director Rupert Sanders, who at that time was a successful director of

ough sketches to help commercials. Sanders’s first feature film, Snow White and the Huntsman, was not yet released. "l read
e Ml R PO e o adraft, and | was like, ‘Oh, I'm obsessed with Ghost in the Shell, I'd love to do that,'” he remembers. “I
artists. This image shows a it 3 ; X ; : :

atreat from tha world of. Ghost in gotinto it from seeing the animes. It was so atmospheric and it was so spectacularly cinematic, and it

complete with solograms, took you to such a different world.”
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Following the success of his first feature
film, Sanders was approached by Spielberg about
directing Ghost in the Shell. "They showed me
the script and it was very different from the
original. and [Spielberg] said to me. ‘This is where
we are.” In order to articulate his own vision
for the project Sanders then created his own
graphic novel, a hundred-page comic shawing
which story beats he would want ta hit. "Like a
0J sampling records, | was down in the basement
sampling Ghost in the Shell: Stand Alone Complex,
pulling out pieces and trying to knit them
together,” he says. “| reframed the story in a way
that to me felt more like it was from that world.
And then | showed that to Steven and Avi, and
everyone liked it.” Sanders was soon attached to
direct the film.

While the production had found its director,
there was still the issue of how to update the
story so that it would connect with a broad
modern audience. Sanders’s graphic treatment
wasn't enough to flesh out the entire script, and
there was a screenplay to be rewritten. For that,

GHOST IN THE SHELL &

Sanders and his writers dipped extensively into
the story material of the previous iterations of
Ghost in the Shell, especially Innocence.

“It’s always hard when you take on a
cherished novel, a cherished play. a cherished
remake of a film,” says Sanders. "It's always
that balance of how much do you lift and put
in? How much are you inspired by, and how
much do you reinvent? So you have to be kind
of instinctual.” Sanders and his writers went
through the material, with the director pointing
out concepts he liked and the team filling story
holes as needed. "The original [anime], if you
boil it down, it's very simple,” says Sanders. "So
we had to carry the essence of that into a bigger,
more worldwide medium.”

Certain iconic scenes from the 1995
anime became must-have moments: the
Major sitting contemplatively in front of her
apartment window, with the city visible in the
background; the chase and fight sequence
featuring the man in the “thermoptic” raincoat;
the heroine’s climactic battle with a robot tank.

GHOST IN THE SHELL ()

GHOSTINTHESHELL _Mape \yaka 001

DPPOSITE TOF AND ABOVE Rupert Sanders's
sketches for early scenes in the story,
including the "shelling” sequence and the
Major waking up in front of her window,
Both scenes well known to hard-core fans,
TOF RIGHT Solograms are used to advertise
blg-name brands and are sometimes as
lerge as skyscrepers. [Rupert Sanders]
RIGHT A pege from Rupert Sanders's
perscnal notebook maps out the Major's
atory ere.

BELOW Concept art maps & bustling street
from the world of Ghost in the Shell.

IAsh Thorpl

But in a larger sense, Sanders says, "The film
is very much about the dualism of humanity
and technology, and to me it has two stories:
the straight detective story, and then the "Who
am I?’ [story]. As the Major starts down a path
trying to find who the bad guy is, she finds out
who sheis.”

Sanders sums it up as “a very noir premise,”
noting that “a lot of sci-fi borrows from film
noir and detective stories, because they're very
easy for the viewer to latch onto. Then once
you've latched onto the more simple detective
story...you can start to embellish it.”

As in the ariginal anime, in Sanders’s film
the Major’s investigation leads her to uncaver
the sinister machinations of the government
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agencies that created her. But the true nature of
the hacker she is hunting, his motives, and his
relationship with the Major prove different from
anything we've seen previously in the Ghost in the
Shell saga.

16 THE HEART OF THE STORY
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In the early stages of the production Sander
enlisted a trio of top tech t g :
Vitaly Bulgarav, M B a, and Ash Thorp
All three are famed for their ingenious, beautiful,

hosts ci-fi-sty 2E| X
called Block Pho hich invites artists to
contribute pit stra spects of a
fictional near-future robo company. Thorp* k
includes a project called Lost Boy, which depicts a
character who sports costumes reminiscent of
The Road Warrior and has high-tech bionic limb
Kuciara has created concept art for severa
including Captoin America: Civ
of Future Past, and Jupiter Ascending,
providing evocative ideas for both technology
and environments
“[They] were the key g ho really helped
me articulate the vision,” says Sanders. “Vitaly
s fully articulated robot: Korea
s more of a grap esigner,
good kind of attitude; he's more
of a comic book designer. So the thri
were really good facilitators in doing
facets of the design of the film.”
Kuciara and Bulgarov were alread
cone forvehicle d
moptic suit when the d fon was made to move
the production from Los Angeles to Wellington in
aland. There, Sanders would be working

facility co-founded by Richard Taylor and Tania
Rodger and famous for their work on the Lord of

al effects and mak
come known for, but they would also act
a creative partner, helping to develop and design
the world of the film.
“[It has become] more and more a part of
our job. We find tha end to be world builders
tory doctors,” amember

quite tru
. But to the degree it was [the case]

on this project, | think it's been unprecedented.”

Arriving in Wellington, Sanders found a cadre of

perienced, pass

develop ideas. The Weta Works
familiar with Gh the Shell, not just because
many of the artists were huge fans of the saga, but
because the company had ed on previous
attempts to make the property into a live-action
film, includi pielberg’

None of that earlier art
Sanders on, but the arti
the material did. Ghost in the Shell was a touchstone
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for several of Weta Workshop's s, including
Hawker and Greer.

Greer, in particular, became the in-house
guru on all things Ghost in the Shell, the go-to guy
when his fellow artists needed guidance on the
correct look and feel of the universe. “You couldn't
look for better source material for making a film,
especially visually,” says Greer. “[Shirow] was
obsessed with looking at really interesting tech,
combining it with story and then drawing it on the
page. It's avery worthy subject matter to try to
bring to film.”

“Personally,” says Hawker, “[Ghost in the

I] sort of changed my life, seeing it in the

ma in the mid-"S

“We were very happy Rupert decided to make
afilm using the elements of the manga and the TV
series and of these anime films, but did nat try to
do adeliberate remake,” continues Hawker. "He'd

, ‘Here is the world; here are the pieces; let's tell
a brand new story, because nothing is ever going
toquite match the magic of that first anime film." |
think it held a special enough place in Rupert’s mind
and heart and he could see that it held that placein
the fans’ hearts and minds as well—us included—
that he wouldn't want to tread on that in any way.”

The Weta Workshop Design Studio became a
hub for the design work on Ghost in the Shell, helping

ify the v f Sander.
i the

& world of Ghost In the Shell

uber enhancemar
s commonpla
nl

fitted and

ri Greer

herself. Since she represented a zenith of tech-
nology, herlook would establish a kind of ceiling, a
limit other cybers couldn’t exceed. Her appearance
would also help define that of her main antagonist,
Kuze, as he was a deformed, twisted version of the
Major’s technology. albeit one who would become
more sympathetic as the story unfolded.

The world of Sanders’s Ghost in the Shell would
be harsh, even unpleasant, by general standards. As
in the animated versions, the live-action Ghost in
the Shell anticipates a world where the line between
human and maching is blurring by the day. In this
version, nearly all city dwellers are "cyberized” and
sport some kind of cyber-enhancement implant.
Shoppers browse for enhancements at the cyber
store the way today’s consumers feed their tech

cravings at the Apple Store. Any mental or physical
deficit can get a cyber upgrade. "Live faster, fuller,
better, more,” say the ads. Want to understand
multiple languages without years of schooling?
Want eyesight like an eagle and hearing like a bat?
There's a cyber for that, and the Hanka Corporation,
the world’s leader in cyber-enhancement
technology. is happy to sell it to you. Purveyor of
prestige gadgetry that promises to improve your
life, Hanka boasts RED that is second to none, just
like its ambition; it created the Major’s body, after
all. But there’s a dark side to Hanka, too, as the
Major slowly discovers.

The sight of cyber enhancements might seem
grotesque to the audience, yet in this world, cyber
enhancements are a new form of conspicuous
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he Major?’ is a good question,” says
Scarlett Johansson. “This film is really about the
Major’s journey of self-discovery.” Thatis literally
trup. The Major has a human ghost in her robot

shell, and appoars human, but her appearance
is mostly for the convenience of others. She
riment at night, but it's
to recharge. not to sleep. She may see a doctor
when she “glitches,” but the doct
an engineer, not a physi
begins, the Major dc

may retire to

is Or. Duelet,
n the action

lan, Whi

s not know whao she is, or

even that she should be wondering abo
is. She's too focw
which she believes is the greatest threat facing

vho she
d on fighting cyberterrorism,

mankind. She hasno reason to suspect that
history will p

her owr

Ve as important as her
mission

When it con 0 the motivation that will
drive the Major’s quest, the live-action version
of Ghost in the Shell parallels the 1995 anime

Mamoru

ho directed the anime, says of
eelings and her body are not

in sync. She has a fierce, combative side, but
inside she has a strong sense of insecurity, which
agitates her. She tries her bast to hide those

anxi Waorse, says Oshil, she is a cyborg

an, but not a robot either: “That's why
she has this conflict between hor mind and bady.
That's the complexity of this character.”

That t ion between her mind and body
was an acting ehallenge for Johansson. “[There's]
adistance between her brain and her body.” s
Johansson. "She's not quite in hersell.” Whern
the connection of a human mind and body
the Major
1gction. "It's boen challenging to kind of
create that ripple, b

Johansson was a fan of the Ghost in the
Shell manga and anime, and as she and Sanders
began working together, they saw the oppor
tunity to add touches of humanity to the Major.
Those who watched Johansson's
film d ribe her acting choices with words like
“curiosity” and “intensity.” Yoshiki Sakural, writer

the Major: "Her

not hu

uid,

experiencing a “ripple” in

tit's been interesting.”

irk on the

series, watched her film a scene and was amazed.
“She just walks through the alley. but she walks
like a tigor—gracefully, beautifully,” he says. “But
she doesn’t know she’s graceful, she’s beautiful
And she's trained to be liko that as a cyborg.”
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chael Pitt, who'is playing
the charac nbination of

the Puppet M er from the original anime, the
Laughing Man fro
Alone Complex
the second season. But those characters.are very
different from one another—an artificial intelll-
genc th ination for the wor By ~
of author J. D. Salinger. and a cyborg. Which ! il ,f,/;ft{‘
villain i 27 And is he really laim at all?
Pitt doesn’t like topin-that label an him.
1 think one-ofthe things that mak the script
really unigu he fact that he lawec the
villain in the first half of the movie and maybe

s been wranged in ways
jor will need to uncover to fulfill her
n—and her destiny.
nde| specific vision for Kuze evolved
during prep, in ult of Pitt" tri-
butions. Sanders pictur meone like David
Bowie in The Man Wha Fell to Earth, a withdrawn
figure with orange hair. The K hey ultimately
developed isam g figure, atfirst,
but a physically fragile ane. Conceptually, he
that the repaired pie ith its imper
more beautiful than the intact original was, *
went with this concept for Kuze becaus
cyborg, he could be built perfect, but he doesn’t
aspire to be perfect because he aspires to be more
man than robot chard Taylor. "So we used

the idea of broken Ji 8 porcelain becoming

his makeup and prostheti
athered. fatig machines. ©
ort of intellectual proy
2ry fragile, and that fragllity

through | stume and his
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Roelfs’s minimalist concept can be seen in
the Major’s apartment, where she goes to [liter-
ally) recharge. There’s little there, but everything

that appears on-screen is impartant. "She's living

and part of a machine too,” says Sanders, “so she
wanted to feel machines around her. It's almost
like she's ina hard drive and there's hundreds of
other towers of hard drives [outside the window].
So she's very much in the machine.”

Roelfs took his cues for the Major’s home
from the script itself. “If she is lonely, why would
she live in a cluttered room?” he says. “The
Major’s physical needs are few; she doesn’t eat
the way humans do, bathe or sleep, and she
has no old memories, and so no keepsakes or
mementos. It’s better to focus on the shape of
that room. The measurements, the perspective.
It's much stronger.” The resulting design was
made from textured concrete.

“It's literally a bunker.” says supervising
art director Richard Johnson. “It has interesting
textures on the wall, it has a few touches of home
some seating, not much. A lot of people are going

to see this thing and go, "She lives in a prison.’ Well,
that's intentional. But she's never locked in. This
person has enormous power. You can't contain her.”

Her “bed” got a unique treatment, since she
doesn’t actually sleep an it. Weta Workshop built
a bed made of translucent silicone tubes. "When
she lies onit, it glows,” says Weta Workshop's
Richard Taylor, "and she is able to plug the portsin
the back of her neck into the bed for downloading
information.” To recharge, she gets into a translu-
cent bag-like jumpsuit, and then hangs herself in
a charging station that resembles a shower. "We
built the exact replica mannequin of the actress to
hangin this semi-translucent suit.” says Taylor.

Although Sanders didn't want to be too
slavish to the 1885 anime, the bedroom shot
was one exception where he did try to match the
source material: "We felt if you walk away from
this film and you haven't seen that, it's like if you
go to Star Wors and nobody gets a lightsaber out.
You're going to be very upset.”

All the designers for the live-action Ghost
in the Shell knew that their work had to honor the
designs of the artists who had been involved with
creating the previous entries in the saga. Yet at the
same time they had to ensure that this film had its
own unigue style. That meant using the previous
animes and TV shows as a foundation but not a
t emulate.

anime translate directly to live-action photog-
raphy, but you try to stay faithful to the spirit
of it, and to the art of it, to the interpretation of
it, the intellect, the soul, but still bring it into a
new realm.” The Ghost in the Shell manga and
1895 anime remained the “bible” for many of

the filmmakers—sources they would refer to

if they get stuck. “But we also had to make up
new concepts,” says Asquith. "You'll see that
throughout the Hanka sets and some of the ather
sets there is inspiration from the original film,
but we couldn’t exactly copy it.”

Working under Sanders, Roelfs found
himself collaborating with a director who was as
committed as he was to teasing out the heart of
the story: “He is searching through his cinema-
tographer, he is searching through the costume
designer, he is searching through the production
designer. He is always, always searching. Whichis
an amazing thing.”

When Roelfs watched Oshii‘s original anime,
he analyzed the color palette and camera angles
and teased out some of its symbolism. “The
water element was a big thing,” he observes. “In
the old anime, water was always a metaphor for
the flow of information. That's why it's always
raining and the streets are flowing with water.
So you start analyzing all that stuff and you try.
to fold that back into the overall design.” As a
result of these observations, water became a
visual motif in the live-action film. The opening
“shelling” sequence, where the Major’s human
mind is paired with her robot body, shows her
in liquid, a sort of cyber echo of amniotic fluid.
Later, when she wants peace, she immerses
herself in the depths of the city’s harbor.

Reflective surfaces are another visual motif
in the film’s design and perfectly complement
the water motif described by Roelfs. The Major
confronts her reflection at several key moments
in the film, most notably in the "shelling”™
sequence, where she rises toward her reflection
on the surface of the water. Explains Sanders,
“There's a lot of reflection in Ghost in the
Shell—the character reflecting on herself, and a
lot of dualism. There are a lot of times when she’s
meeting her reflection, which kind of becomes
iconic. The reflection is always moving a little bit,
and it's not quite what you see it to be, so there
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BLOCK SMG INFLUENCE
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rly design and visual development were un /. the production was still searching fora
London was an early choice, but the ac ved unavailable in the time frame
the film needed. Berlin ext in line, but th "t work out either.
says Sander
the biggest piece is you're wrangling a budget, and it's an ambitious film. The budget level y
for the scale of the film we're trying to do. In the end it was a budget call. really. Where can you put the
most on the screen for the money?”
The ington. Wellingt home to Weta Workshop, which was already working
s to the company would be a big plus. "I think
there was a little of ‘Oh, you should come work in our empty stages down in Wellington,™ laughs

Sanders. "Before | k were there.”

e textural layer.” Before the location shoot, production designer Jan Roelfs and his
team carried out visual research on modern-day Hong Keng using online photos, and in the process
discovered that the cil ape depicted in the 1995 anime was rapidly disappearing as older buildings
are demolished to make room for new ones. But there were still parts of the city standing that would
be familiar to fans of the original anime. "Hong Kong for me was key to this movie, extremely key,” says
Roelfs. “We were able to shoot so
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CINEMATOGRAPHY

For his director of photography on Ghost in the Shell, Sanders had chosen an old friend, Jess Hall. They
were students together at Saint Martin's School of Art in London, where Sanders studied graphics

and industrial design while Hall studied film. When Sanders switched plans and focused on directing,
he asked Hall to shoot his first short, a Sony commercial (used to try out ad concepts before a
campaign goes public]. Sanders later became an accomplished director of commercials, moving up

to major studio features with Snow White ond the Huntsmon, while Hall worked mostly in independent
films, shooting character-driven features such as Son of Rambow and The Spectacular Now.

“We were actually going to shoot a different film together,” says Hall. "It was also set in the future
and had some similar themes, and that didn’t quite happen. Then he handed me the first Ghost in the
Shell script. | was thrilled because I'd actually been a massive Akira fan growing up, and the idea of
having a chance to shoot Ghast in the Shell was kind of like a dream.” Hall came on board around two

before production started, which meant that he could contribute to visual development, giving
elf and Sanders a leg up. He and Sanders stayed close throughout production, sharing a
in Wellington. "It was almost like a religious retreat where we could discuss nothing but Ghost in
the Shell,” says Sanders. "We really lived and breathed it. It got a bit much after a while. There
escape; we were on this tiny windswept promontory on this island of New Zealand—there was nathing
to do but Ghost in the She/ll*

of the Ghost in the Shell
palette. including the rich reds of the city stree
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y adept and

need to know by name as they were added to the

fight choreography. Norton also taught her to

take the time to spot her target, be it for a shot
or a punch, and to fight with intent. "Since you're
the lead,” he warned her, “they’ll often [film you in
close-up]. If your chin down, and your eyes
narrowed, and you have the confidence of a real
fighter, then that’s gold.”
The proc built up her confidence in

her skills—and in Norton. Eventually she began
referring to him as her "blaj [as in “"baby
blanket”). "l said. 'S e, I 've trained fif
to b tkiller,” recalls Norton
start calling me a blankie in front of the:
that’s the end of it for me!’

ork ethic and commitment
paid off in the film’s fight scene ina yakuza bar,
triggered when the Maj nd Batou go looking
fora back-alley cyber surgeonand getin over

their heads—or so it seems. "It was prabably the
biggest stunt sequence [in the movie]," s
Norris. “[There were around] thirty-five stunt
performers and special-skill people, with dancing
girls behind in glass dancing booths that were
d during the whole fight and shoot-out.”
inds up in a gunfight with a bar full of
ile Major Killian, in the next room,
to fight handcul to a stripper pole. Johan:
did all of her fighting in the pole scene, Richard
Norton “That's fantastic, bec there
n she might do 40 or 50 pi
he adds. The fight lasts more than a minut:
Johansson performing all the stunts herself,
nothing
but training, orris. at's learning the
choreogra k drilling it con ntly.”
Along with the many fights and falls she had
to perform throughout the film, Johansson also
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around! After the initial trial run, though, Binoche was able to focus
on delivering her performance. “Again,” says Norris, “it's all about
designing the action around the characters, so right in the middle
of this crash you cut to her and see what it would feel like from her
perspective. It worked really well." Meanwhile, the visual effects team
shot a 360-degree panorama of the location as it appeared at the
time, then replaced the green screen from the shots filmed with the
rotisserie rig with the location background, so when Ouelet tumbles,
we see the real cityscape out the window, even though the car interior
was shot on a soundstage.

When the Major confronts the Skinny Man during his assassi-
nation attempt on Dr. Quelet, Kuze's puppet activates his thermoptic
raincoat and tries to escape. As the Major gives chase, it becomes a
battle of wits, finishing with a brutal fight between hunter and hunted.
However, the live-action version of this familiar scene from the 1995
anime is far from being a simple retread of this fan-faverite sequence.

Stunt coordinator Tim Wong promises the fight between the Major
and Skinny Man is bigger and better than in the anime. “If you look at
that sequence in [the 1995 anime], the moves are actually quite basic,
and the fight between Major and the Skinny Man ends quite quickly,”
he says. “So we added in a few more blows and a few more beats, and a
bit more wire work, but then, as well, we pay homage by using one or
two of the actual moves that they used in the anime.”

The last part of the Skinny Man sequence involves hand-to-hand
combat between Skinny Man and the Major in a few inches of water.
Within the story, the fight takes place on a warm day, but it was
actually quite cold in Wellington on that shooting day. Supervising
stunt coordinater Guy Nerris says, “Everyone was wet, everyone was
freezing, but if you look at the picture, it looks hot and balmy.”
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