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was marvelows and it became the film's iitle. " Although the film didn't do
well in America when first released, it has since emerged as a cult favorite,
a midnight movie staple, and perhaps the first "thinking person's sf film"
since 2001: A Space Odyssey (1968). Left: The images on this poster are
of blade runner Rick Deckard (Harrison Ford) and his replicant lover
Rachael (Sean Young). However, their story may not be as important as the
backgrounds, specifically, the streets, buidings, and atmosphere that
characterize the year 2019. Above: Deckard searches the hazy streets for
a replicant he must kil

ROBERT SILVERBERG 185



Top: A photo of the megastructure in which the Tyrell Corporation is
situated. Buildings such as this dominate the film—in this case, the
building is a model created by Doug Trumbull's Enfertainment Effects
Group. Above: The inhospitable, unhealthy streets of LA in thirty-five
years. Filming was done on the main street of Warner's Burbank lot
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The Way the Future Looks:
THX II38
and Blade Runner

Robert Silverberg

e are in Los Angeles, but it is

not the familiar city of palm trees and perpetual bright sunshine.
Above us loom colossal, sloping high-rise buildings of intricate

and alien design, patterned, perhaps, after Azlec
lemples or Babylonian ziggurats, that turn the
narrow, congested streets into claustrophobic
canyons and hide the dark, poliution-fouled sky.
A cold, bleak, maddening rainstorm goes on
interminably. Great searchlights intended, possi-
bily, to substitute for the absent sun, send intrusive
beams slicing across vast distances from sources
mounted somewhere far overhead.

Down here on surface level we move warily
through a densely packed district. largely Orien-
tal in population and in architecture, a crazy,
hyped-up version of Hong Kong or Tokyo, where
a dizzying multitude of flashing electronic signs
seeks insistently to draw our aftention to games
parlors, massage houses, noodle counters, drug-
vending shops, and a thousand thousand other
commercial establishments. Dull-eyed coolies,
bending under immense burdens, jostle us aside
without apology. Myriads of spaced-out fanatics
in fantastic costumes dance along beside us
down the street, each lost in some private bubble
of self-absorption. High above us, helicopters
moving with reckless velocity buzz like crazed
dragonflies between the skyscrapers: police,
most likely, searching for the deadly fugitive an-
droids that are said to be loose in the city. At any
moment, we think, one of those helicopters may
descend from the sky in lunatic spirals and land in
the middle of the next block, disgorging police-
men who set aboul making arrests with Kafka-
esque implacability.

The mood is oppressive and scary. We are

trapped in one of the ultimate urban nightmares:
a city of a hundred million people, every one of
lhem hostile to everyone else. The look of the
place—dark, menacing, congested, dominated
by those immense ponderous lowers that crouch
like monsters upon the land—is umigue and
uniquely horrifying. Everything manages to glis-
ten with futuristic pizzazz and nevertheless re-
veals ilself simultaneously 12 be tinged with rol
and decay: new and old, light and dark, airy and
ineluctably heavy, both at the same time. The
year is 2019, and this is the world of Ridley Scott's
1982 mation picture, Blade Runner.

Try another world? Well—

We are indoors. Perhaps within some giant
building, perhaps deep underground in a laby-
rinth of tunnels—it makes little difference. The
essential point is that there are no windows and
na doors to the outside, that the sun and the sky
and the stars are no part of this place, and we
inhabit a realm of sterile corridors, bright lights,
white walls, a megalopolis with a hospital’s grim
aseplic dazzle. Here there is neither clutter nor
squalor: The prevailing esthetic here is that of the
surgical operating chamber, not of the crowded

Robert Siverberg is the award-winning author of
Nightwings, Tower of Glass, Dying Inside, Recalled o
Life, A Time of Changes, The Book of Skults, Born With
the Dead, Lord Valentine's Castle, Majipur Chronicles,
Master of Life and Death, The Seed of Earth, Up the
Line, Son of Man, Sundance, and Downward lo the
Earth. Probably the most prolific science fiction writer,
he also has edited numerous anthologes,
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Oriental marketplace. Though the population
densily is high, perhaps as high as in the world of
Blade Runner, there is no sense of overcrowding
because there is no random motion. A bland
lobotomized-looking populace, clad in standard-
ized costumes rather like prison garb, makes its
journeys from place to place in obedient tidy files,
while guards with impassive inhuman faces step
in quickly to see to it that no one gets out of line or
deviales in any other significant way from the flow
of traffic. From gleaming grilles in the walls comes
a constant low incomprehensible electronic static,
an aural wallpaper of blurps and bleeps and soft
crackles, interrupted at frequent intervals by
cryplic instruchons that are instantly accepted
and followed by those to whom they apply. Flick-
enng television screens provide two-way monitor-
ing; computer eyes scan and count and record;
Big Brother's minions, unseen but omnipresent,
oversee the flow of data. The color scheme is a
blinding white-on-white: There is no room for
untidiness here, no space whatever for irregular-
ity. The mood, once again, is oppressive and
scary. We are trapped, once again, in an ultimate
urban nightmare, though of a kind quite different
from the last one. The year is something like 2200
A.D., and this 15 the world of George Lucas's first
film, THX 1138, released in 1971.

These movies, Blade Runner and THX 1138,
sirike me as two of the most valuable science
fiction movies ever made. To me they embody the
highest virtue the science fiction film can offer
They show the way the future looks, and they
show it with such conwviction, such richness of
detail, such density of texture that the visions of
tomaorrow they offer will remain embedded for-
ever in my imagination. They have provided a
kind of time-travel experience, in a sense, and
they have done it so well that | am willing to ignore
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Left: The anliseptically clean
underground corridors in THX 1138
Here is a test-tube world where
signs of dehurnanization are
everywhere. Bald men in dufl, white
uniforms walk alone, their eyes
straight ahead, their mouths shut.
Robot police watch out for

' nonconformity.

Right: In Blade Runner (Harrison
Ford) tracks down a replicant on the
crowded streels of downlown Los
Angeles in 2019, Passersby are s0
used lo streel violence that they
dan't even turn their heads; or
perhaps they look straight ahead so
their eyes won't be bombarded with
the advertising that covers the walls.

entirely the manilest failure of both these movies
in most other aspects of the art of science fiction,

If Biade Runner and THX 1138 were novels,
they would be undistinguished ones. Blade Run-
ner is indeed based on a science hction novel,
and an outstanding one: Do Androids Dream of
Electric Sheep? by the late Philip K. Kick. But—
although Dick reported himself pleased with the
scregnplay thal Hampton Fancher and David
Peoples drew from his novel, and would, | think,
have been pleased by the finished film itsell had
he lived to see it—Blade Runner bears only the
most skeletal resemblance to the book on which it
was based, taking from it nothing but the essen-
tial plot idea of hunting down a group of escaped
androids. As for THX 71738, it began life nol as a
novel but as a fim treatment, produced by the
very young George Lucas while he was still a
student at U.C.L.A, After Lucas and Walter Murch
had expanded it into the full-length script for the
final version of the mowvie, that script was indeed
"novelized” for paperback release by the experi-
enced science fiction writer Ben Bova, but not
even Bova's professionalism could lift the story
beyond the level of the perfunctory. Science fic-
tion is, among other things, a literature of ideas;
and the problem that each of these movies has as
science fiction hterature is its mediocrity on the
leved of idea,

Blade Runner is simply silly, We are asked to
believe thal humanity, just a few decades from
now, has colonized not merely the Solar Systemn
but the stars; that we have populated those stars
with “replicants,” synthetic human beings that
are superior in most ways to ourselves, although
they are designed 1o live only four years; and that
a handful of these replicants, having rebelled at
being assigned 1o slavery in the star-colonies,
have found their way back to Earth and are
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running amok in Los Angeles. Qut of this cluster
of manifest implausibilities is generated a per-
functory plot in which the androids, hoping to find
a way 1o have their lifespans extended, seek 10
enlist the aid of their designer, while a police
afficer follows their trail, taking desperate mea-
sures to destroy them—at the risk of his own life,
even though the androids have only a few weeks
left to live anyway. Since none of these concepls
makes much sense, either taken by itself or in
conjunction with any of the others, it is hard to find
much useful speculative thought of a science-
fictional nature in Blade Runner: It tells us nothing
much that is useful about the human-android
relationship, the colonization of the stars, the use
of genetic engineering 1o produce superbeings,
or anything else that might seem to be contained
in the main premises of the story. If we filter out
the self-cancelling absurdities of the plot, we are
left with only two concepts that a demanding
reader of science fiction might find nourishing,
One is the depiction of the female android Pris
{Daryl Hannah), a mysterious acrobatic creature
in whom the life-force rages so powerfully that
when she dies it is with an astonishing display of
superhuman fury, the outraged death of an ex-
traordinary though limited being; the other is the
guestion of how to distinguish readily between
humans and androids, which was al the core of
Dick's novel and which here is crowded inlo
convenient corners of the scrip!, only occasion-
ally o be confronted directly. The rest is straight
private-eye stuff, dogged pursuit culminating in a
terrifying but conceptually empty roofiop chase.
The ideas around which the story of THX 17138
are built are not at all foolish—merely hopelessly
stale. They go back at least as far as H. G. Wells's

\ n

When The Sleeper Wakes of 1899 and E. M.
Forster's “The Machine Stops” of 1909, with
touches borrowed from such later bul hardly
recent works as Zamyatin's We, Huxley's Brave
New World, and Orwell's Nineteen Eighty-Four,
That is, we are ushered once more into the com:-
plete totalitarian state, where computers make all
decisions and the populace is drugged into com-
plaizance, Unitormity of thought, costume, and
behavior is imposed by law and enforced by
automatonlike humanoid police; unseen monilors
keep walch on everything and everyone; any
sign of individuality is relentlessly suppressed.
The protagonists are those familiar characlers,
the rebels against the conformity of it all: THX
1138 (Robert Duvall) and his female roommale,
LUH 3417 (Maggie McOmie), who surreptitiously
cut down on the dosage of the drug they are
compelled to take to reduce their sexual im-
pulses, and, after restoring their libido, set about
conceiving a child, which is forbidden by the
regulatory powers. They are apprehended; LUH
3147 is destroyed, but THX 1138 manages to
escape the hivelike city into an outer realm where
other rebels and nonconformists have taken lodg-
ing. A pair of implacable robots pursue him; and
the film, which until this point has been pure if
overfamiliar science fiction, devolves in its final
third inlo a mere chase story, an endliess se-
quence of frantic zoomings through subterranean
tunnels, until THX 1138 at last eludes the police
and escapes into the open-air world beyond.
But—ewven though one of these flilms is cobbled
together from nonsensical premises and the other
is manutactured from clichés—it is, | think, beside
the point to pay much attention to those failings.
These are not novels, with a novel's scope for

ROBERT SILVERBERG 189



&

explication and analysis. They are mowvies, that is,
visual events, pictorial compositions extended
along a narrative axis by complex technological
means. It is possible to wish that Blade Runner
had relied more on the intricacies of Philip K.
Dick's novel and less on the formulas of detective
fiction, or that THX 1138 had given us more of a
look at the assumptions on which its totalitanan
society was founded and less of a mad chase in
those tunnels, bul to express such wishes is to
ignore an ugly reality, the Catch-22 of science
fiction moviemaking: Science fiction films require
special effects, special effects are costly, costly
films need to pull in big audiences in order 1o
break even, and big audiences are snared only
by reliance on familiar plot mechanisms. (As it 15,
Blade Runner, which cost something like
$30,000,000 to produce, was a commercial fail-
urg. THX 7138 was the relalively inexpensive
work of a novice filmmaker, and in its way was an
uncompromising and difficult movie, revealing its
plot in an oblique and demanding way, but with-
out its harrowing it meaningless chase finale i
might have drawn no audience at all, with conse-
guent difficulties for George Lucas's further ca-
reer.) It is precisely in those special eflects that the
merits of the two movies lie; indeed, Blade Run-
ner and THX 1138 provide startling evidence that
an important science fiction movie can be assem-
tled out of unimportant science fiction material. If
their failings as fiction had not been as great, they
would have been finer movies yel, bul perhaps
that is asking 100 much.

They are visionary movies in the most literal
sense of thal word. They show us futures, and
they do il, not as a novelist might, with a few deftly
chosen adjectives cunningly disposed on the
page, but with nuts-and-bolts reality. In Do An-
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" Left: Deckard suspects
that this mannequin is one
of the replicants he musl
kill. He's correct: Pris (Daryl
. Hannah) is about fo spring
on him.

Right: A minimal set that
seems suitable for an
absurdist play. In THX
1138 such empty rooms
with white floors and walls
become prisons for
dissidents. Here robot
secunly guards harass
THX 1138 (Robert Duvall),
who almost blends info the
emvironment.

droids Dream of Electric Sheep? Philip K. Dick
creates his almosphere of gritty, dismaying urban
decay with quick littte touches ("'the tattered gray
wall-to-wall carpeting. ... The broken and semi-
broken appliances in the kitchen, the dead ma-
chines. . .. Tufts of dried-out bonelike weeds pok-
ing slantedly into a dim and sunless sky ™). Ridley
Scoft, at an expenditure of millions of real dollars,
builds an entire gigantic city of enormous
pseudo-Aztec temples and flashing pseudo-neon
signs, fills it with weird little shops where com-
modities as yet uninvented are sold, and whisks
his camera swiftly through it, giving us tantaliz-
ingly elliptical glances at a future world that he
has in fact realized in immense detail. | have seen
it argued that it is somehow a higher achievement
for a novelist to create the texture of a world by
quick descriptive louches than it is for 8 movie
producer 1o turn loose a battalion of carpenters
and eleciricians, but—despile my own novelist’s
bias—I'm not so sure of that; the effects that Scotl
creates by building sets and letting us have mere
glimpses of them are at least as elegant and
cunning as any instance of the science ficlion
writer's descriptive art. The Los Angeles of Blade
Runner is a unigue invention, actually owing rela-
tively little to the Dick novel; however preposter-
ous the adventures of Rick Deckard (Harrison
Ford) may be as he stalks his way through that
somber, ominous city in search of the crazed
rephicant Roy Batty (Rulger Hauer), the cily itself
remains the essential imaginative achievement,
and it does the essential science-fictional thing of
displaying and illuminating a landscape not other-
wise accessible to the eye. It mattered very little to
me whether Deckard pushed Batty over the edge
of the roof or Batty pushed Deckard over; whal
cid matter, and a greal deal, was the hypnotic



power of Scott's camera as it panned down the
face of one of those overwhelming buildings, and
showed me the architecture of an era yet lo
come, .

So too with THX 1138. “Imagine, if you can, a
small room, hexagonal in shape, like the cell of a
bee,” wrote E. M. Forster in 1909. "It is lighted
neither by window nor by lamp, yet it is filled with
a soft radiance, There are no apertures for venti-
lation, yet the air is fresh.” And we are launched
into the stifingly circumscribed world of "The
Machine Stops.” Or we turn to Zamyatin's We, on
which, | suspect. THX 1138 was founded, and we
read, "As always, the Music Plant played the
‘March of the One State' with all its trumpets. The
numbers walked in even ranks, four abreast,
ecstatically stepping in time to the music—
hundreds, thousands of numbers, in pale blue
unifs, with golden badges on their breasts. bear-
ing the State Number of each man and woman."
But Lucas makes us see il. He makes us hear il.
The faces, the eyes, the shaven scalps, the white-
on-white corridors, the electronic buzzes and
murmurs, the flow of computerized commands so
baffling to the twentieth-century eavesdropper—
the movie is an aslonishing experience, an all-out
immersion in a world of the future, without expla-
nation, without apology. If Lucas is using other
writers” material, he is making it altogether his
own by the vivid way he realizes it and by the
sheer uncompromising strangeness of the place
into which he thrusts the viewer. (Scott does that
to0. Though he uses a crude voice-over tech-
nique 1o explain details of the plot, he offers the
startling urban landscape largely as a given, with-
out footnotes ar commentary, thereby greally en-
hancing the power of its strangeness.)

The task of the science fiction novelist, ideally

stated, is 10 discover a unique speculative con-
cept, develop its implications through a rigorous
intellectual process, and make it accessible as
fiction through an appropriate choice of charac-
ters, plot, and narrative style. Since science fiction
usually involves the depiction of an unfamiliar
landscape, the novelist's craft requires the mas-
lery of descriptive technigues that will convey that
landscape to the reader with maximum visual
impact (a craft that entails more than a little collab-
oration on the part of the reader, but is a collabo-
ration that the skilled novedist knows how to elicit).
The task of the science fiction moviemaker, ide-
ally staled, should be the same, and perhaps
some day it will be, although, as | have sug-
gested, commercial considerations at present
seem to demand certain oversimplifications of
concept and plot and character, and, in any case,
even the most uncompromising of films are nec-
essarily unable to achieve some of the things a
navel can manage.

So far, | suppose maost and perhaps all of the
science fiction movies that have been made have
failed the highest tests of science fiction excel-
lence; but in the domain of depiction of an unia-
miliar landscape, that is, in the domain of special
effects, there have been notable successes: Alien
(1979), 2007 (1968). Star Wars (1977), Forbidden
Planet (1956), and many more. | think it is no
trivial achievement to make fuluristic visions con-
crete in that way; as | have said, | am not among
those who would claim that building a movie set is
somehow a less worthy artistic accomplishment
than composing a paragraph of vivid descriptive
prose. What those films managed in the way of
putting the look of the fulure on the screen was far
from trivial. But | can think of no others in which
the special effects are dedicated so poweriully to
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Right: Following a fong,
suspenseful chase, THX
1138 escapes the
oppressive underground
world. In director George
Lucas's student short THX
2238 4EB, on which he
based his fealure version,
the chase took up the
entire twenty minutes.
{Moreover, the lead
character had hair.)

Below: On the ledge
of one of the cily’s
many dilapidated,
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':!"'é;h‘: . the creation of a
coherent imagined environment
that wholly enfolds and houses the story that is
set within it. That the story is foolish in one case
and stereotyped in the other is regrettable but
fundamentally unimportant. What Ridley Scott ac-
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complished in

=% N Blade Runner and George Lucas

did in THX 1138 is notable despite all peripheral
failings: to create a landscape of the mind, vivid
and compeling and complete, that for one
breathless moment of suspension of disbelief
seems 1o be the real thing, the authentic future,
which we can in no other way experience than
through the medium of lens and light and screen.



Designing
the Future

Syd Mead

drew pictures from the time |

was two or three, like all children do. The difference was that |
tended to make more elaborate drawings earlier in the process

and, as | got older, became more and more
proficient at making the scenes | depicted look
real. In a way, it was an escape: | thought that the
worlds | dreamed up were more interesting than
the one | lived in. Indeed, it was because |
enjoyed imagining what the fulure could be like
that, after leaving the army, | was prompted to
study industrial design at the Art Center School in
Los Angeles, and, later, lo choose my particular
career.

| supply ideas—I| call them “additional visual
vocabularies"—to clients in fields as diverse as
boat design, aircraft interiors, mass transil, prod-
uct design, motion pictures, and automotive exte-
rior design. There are innumerable engineers,
materials specialists, techniques, and plant facili-
ties available to make production of objects rela-
tively simple, but the fact that for more than fifteen
years |'ve been hired over and over again by
clients with large production staffs proves to me
that ideas are at a premium. You must have an
idea of something before you can start figuring
out how you can make it.

The term “conceptualist” was invented for me
to use as my screen credit on Blade Runner
{1982). Whereas a "fulurist” predicts general
world trends, on anything—food, housing, the
nature of government evolvement, the economy
—a conceptualist, in regard to design, is some-
one who thinks up how things might look accord-
ing to a very exact client-supplied scenario involy-
ing a specific setling and time frame. If the client
tends to be conservative, he can be his own worst

enemy because conceptualizing is essentially a
freewheeling, radical procedure. | deal with the
look of the fulure in the whole lifestyle spectrum.
This means that | theorize on everything from how
architeclure might look to how people might
dress. Politics and economics don't really fit in,
but | suggest whal forms higher levels of techno-
logical achievement will take and | cover what
might occur in the whole social scene. All of these
things together produce a picture that has that
odd look one would get if one could peer through
a time telescope.

My design company usually works on several
projects at once. Now, for instance, |'m doing two
architectural projects, gearing up for a major
design job in the transportation field, and finishing
up on my involvement on 2010 Odyssey Two
{1984). In the last five years, movie design has
contributed between 20 to 25 percent of our
gross company income. As far as I'm concerned,
doing conceptual art for film companies is just the
same as working for other clients. You work with a
director, who in turn is working with a script, either

Syd Mead has done conceptual art for Star Trek—The
Mation Picture, Tron, Blade Runner, and 2010: Odyssay
Two. Internationally recognized as a leading innovator
in the design of the fulure, he has been engaged as a
consultant andfor designer for many leading
corporations, including Ford, Honda, Chrysler, BMW,
Jeep, Phillips, and General Electric. His book Sentine
conlaing illustrations of fuluristic architecture,
transportation systems, and computerized environ-
menis.

SYD MEAD 199



one that the studio or film company purchased cr
one he wrote himself. It's his picture—'m just
hired to be his eyes and imagination and to
conceive the visual ideas that were suggested in
the scripl. The overview is the director's and what
| hope to accomplish on each film is to design
specific fixtures, props, or a look that will satisfy
him. Working for someone else doesn't atiect my
crealivity—they hire me because | have a record
of being creative.

Being a film designer has nol affected my other
design, but my background as a corporate de-
signer has influenced my film work. Although I'm
not an engineer or necessarily a materials spe-
cialist, | do have an awareness—a heighiened
awareness—of how things have to be built; so |
can think up something that doesn't exist and
indicate a detailed assembly system that will
make it look real. The procedure for salisfying
requirements on a film assignment is exactly as it
is for a corporate design: There is the classic
progression from sketch 1o finished arl. | am an
ilustrator really for my own convenience; it's a
separate facility | use or don't use, depending on
the job. However, because | am an illustrator,
working on films is cunously satisfying. What |
invent is later buill into a piece of hardware of a
prop or an interior set, and the illustration moves.
It's wonderiul to see your idea come o life in a
setting that was laboriously made to look as real
as possible,

The best way to work on a film is to have
personal relationships with the director and art
director and o have day-to-day involvement with
the special elfects people, who do so much to
make an impossible or nonexistent reality seem
real. Fortunately I've had close one-lo-one rela-
lionships with directors Steven Lisberger on Tron
(1982), Ridley Scoit on Blade Runner, and, now,
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Peter Hyams on 2070, | always presented my
ideas directly 1o them (just as | do with corporate
clients}, and we got along well as co-workers and
friends. | also had close discussions with Roberl
Wise, the direclor of Star Trek— The Mation Pic-
ture (1979), my first film project, bul in that in-
stance | worked as consultant to the film's
second-unil. When | came on the film, in fact, the
action had already been shot and only the special
effects postproduction work remained.

Getting involved in film design happened by
purg accident. John Dykstra called about Star
Trek—The Motion Picture. | then contracted as a
consultant for Dykstra's company Apogee, which
was producing the model for the picture’s celes-
tial entity, V'ger. | was given the specific job o
designing V'ger. The movie needed an ending.
and it also needed a spectacular setting for thal
ending. The design for V'ger was a six-sided
geometric extrusion, twisted and modulated
along the length of the entity. The interior was a
kind of outgrowth of thinking, "What would be the
most awesome, awe-inspiring sight a human be-
ing could have?" | went 1o our comman cultural
base, and ook a Gothic cathedral and turned it
on end; imagine walking into the cathedral at
Cologne with the top of the building ahead of you.
The model was forty-seven feel long, and it was
photographed in a zero-visibility facility. | think it
met my visual expectations: It was an awesome,
lovely, frightening sight.

On Tron, | was expected to think up the
computer-generated tank, aircraft carrier, and
Lightcycle. This was done by going back to in-
head audience memary—constructions of what
people visualize when they think "tank™ or “air-
craft carrier” or "motorcycle.” | took actual photo
scraps of all these devices and then synthesized
a rearrangement of the same relative masses and

Left: Syd Mead,
conceptual artist, at

H work.

Right: Mead
conceived the logo
for the computer-
generated opening
title for Tron (1982).



sizes and came up with sleek constructions that
still looked like these vehicles but were floating in
free space. For the aircraft carrier design, | took
two aircraft carriers, placed their flight decks at
90-degree angles to one another, and then
floated the bridge tower (the big mass that sits lo
the edge of the flight deck), having it come out of
the side to float like an enormous ring. And this
produced the same mass relationship in terms of
profile and section thal a contemporary aircraft
carrier has, only it was changed into a free-
floating construction.

The Lightcycle was a much more difficult prob-
lem. According to Steven Lisberger, the drivers
would hold a code wand in their hands; that code
wand was what triggered the energy field to
produce the Lightcycle. This meant the code bars
functioned like handlebars. So | envisioned the
front wheel as a power source that pulled the
cycle along—that's why it ended up as a sphere.
And the res! of light's cycle was formed behind,
under, and between the legs of the drivers as they
stood up. When they put their feet up into the
foot-wells, the vehicles closed around them, and
away they went.

| sort of edged into working in other areas of the
movie. | did some costume constructions—for
instance, the clothing pattern on Tron (Bruce
Boxleitner) was generated from some costume
studies | did. | designed the construction of the
Master Control Program tower. That was visual-
ized, as was V'ger, as some kind of wondersome,
Gothic churchlike cathedral construction, The en-
ergy field around it was conceived as an inter-
locking set of wedge-shaped details, which were
endlessly repeated to form the circle around the
MCP tower. Energy would flow out and into the
MCP through and along these cracks and imagi-
nary surfaces. The computer graphics used

throughout the film were generated by first com-
ing up with a ten-number set {1, 2, 3...0} in a
peculiar geometry style. Lisberger liked that and
asked il I'd like to take a crack at the title graph-
ics. | simply did an alpha (letter) variation on the
numeric design and that became the final title
graphic, TRON.

For Blade Runner, | was originally hired to
design the futuristic vehicles. Included was the
police spinner—a car-aerodyne combination. |
theorized that if all the power can be generated
inside the vehicle through the use of turbines (the
bottorn of the car would be vented), the spinner
wouldn’l have to have extendable wings. Be-
cause the spinner doesn't change shape when it
rises and flies, it is more magical.

Creating vehicles was almost like creating char-
acters because they had to have specific charac-
teristics that suited the personalities of the people
who used them. For example, the truck used by
Sebastian (William Sanderson) was a composite
of add-on parts, theoretically found in a junk heap
in the year 2019. The problem was making it look
strangely assembled—kind of like a tinkerer's
automotive dream. | envisioned all these pieces
of what might be discarded technology at that
paint in time.

By the time I'd been working on the vehicles,
the movie was progressing, the screenplay was
being revised, and so forth. And with my weekly
briefings from Ridley Scott, | was getting a feel for
what was wanted in terms of a fook. | started
putting fixtures and ideas behind the vehicles, to
put them in a futuristic setting. | don't like to do a
car on a white background; it looks too isolated
and strange, and the approach is too clinical, So
place my vehicles in a complete environment. As
long as the scene is consistent with itself, with its
own internal detail mechanics, it will look real.
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Ridley liked my drawings very much—to be
fair, | must say that | was the only source for these
kinds of ideas at the time—so he asked me to go
ahead and come up with the concepts for the
picture’s street sets. | also did most of the interiors
because the ideas had to have the same me-
chanical set that the exteriors of the society had.
Doug Trumbwll, who did the film's special effects,
designed the Tyrell (Joe Turkel) office for a very
good reason: It had o look significantly different,
more elegant and cleaner than the jumble of
mechanical fixiures that characterized the lower
echelons of society.

The city of 2019 was gelling progressively
dense. Buildings were over three thousand feet
high, with older buildings of ten to twenty slories
being used as bases for the entire superstruc-
tures. Cables and tubes, delivering air and re-
maoving waste, would climb along the outsides of
old buildings. The sireet level would be a service
glley lo these towering megasiructures. Street-
level fixtures such as fire hydrants, parking me-
ters, and the noodle bar where Deckard (Harrison
Ford) eats, were, again, all conceived using the
social theory of retrofitted utiization. Ridley Scott,
Ivor Powell (the associate producer), Lawrence
G. Paull (the production designer), and | devel-
oped the concepl: Because in 2019 there was so
much energy being devoted to off-world activity,
for which the replicants were made, the con-
sumer base wasn't getting much attention. This
meant that the population was very actively col-
lecling bits and pieces of add-on layers to make
their onginal articles work, Today, in many Third
World countries you'll find older vehicles, some
dating back to the Thirlies and Forties, that have
air conditioners on top, larger batteries and gen-
erators, mud-flaps, and hang-on fixtures. They're
retrofitted machine constructions that bear super-
ficial resemblances to the original articles, but
they've been overlaid by so many add-ons that
they've taken on a style of their own. We labeled
that style, which influenced the look of the film,

Ridley also asked me to conceive the Voight-
Kampff machine, which he said was 1o be an
explic, intimidating kind of lie deteclor used for
exposing replicants. Since the machine would
only be the size of a briefcase, | had to make it
threatening in a different way. | decided that it
should breathe, The maching would draw in air
samples from the immediate area, reacling 1o a
body's chemical changes as the person or repli-
cant becomes nervous or scared because of the
questions he's being asked. As soon as the sub-
ject walks into the room, the maching's arm
swings around and focuses on his eye and the
breathing begins. It's alive in a way, and is very,
vary threatening.

| have seen many films that have depicted
future worlds: | thought A Clockwork Orange
(1971), for instance, was wonderful; for its time
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2001: A Space Odyssey (1968) was an incredi-
ble, startling visual tour-de-force. But I've never
studied motion pictures to see how they invented
the future. I'm hired for my own particular visions.
My vision of the future is much different than that
depicted in many of the potboiler science fiction
movies. For one thing, they have a kind of
shanered-icon fascination with lechnology going
haywire, with sparks flying, things crashing, nu-
clear bombs exploding, and man being helpless.
Setting up a disaster scenario is probably the
least creative and simplest thing to do, and is nol
much more sophisticated than the old Franken-
stein Monster kind of plot—very uninventive and
baring. But the shock value of something going
radically wrong is a kind of catharsis, and people
flock to see these kinds of things.

Star Trek—The Motion Picture actually had a
much more inventive premise than |'ve just de-
scriped. Men are confronted with the unknown
and make the brave decision to investigate what it
is all about—and when nothing goes wrong, they
go a little bit further. This was really a fairly
sophisticated plot structure. It wasn't new, of
course. They'd patched together at least seven
plots from the old television series lo come up
with the overall framework of the story. Blade
Runner was, typically, the original dea-gone-
haywire story. When the replicant Batty (Rutger
Hauer) confronts his designer Tyrell and in frus-
tration (because Tyrell can't prolong Batty's lile)
crushes his head like a watermelon, it's very
much like the angry Frankenstein Monster return-
ing to his creator and demanding a litle more
than it had been given. Tron was much more a
fantasy trip into a fascinating, impossible world.
Everything was expressed in ego confrontation;
and we had the mad, evil computer scienlist
taking over his creation, rather than the other way
around, as is usually the case.

| have a more optimistic oullook than maost
science fiction films because | believe that if we've
lasted this long, there's a very good chance we're
going to last a lot longer. Conceiving a future that
takes place after a nuclear holocaust is a favorite,
much belabored failure-of-nerve scenario, If we
all ingist that a nuclear holocaust will occur, it
probably will. But | believe that the human race
has a very strong survival mentality. The idea of
having a nuclear war is really quite repugnant o
maost of the world's societies. | think this will get us
through. We're now realizing thal the greates!
danger comes not from the large superpowers
but from the so-called “renegade” societies that
have a rising level of technical capability and a
highly educated, paranoid megalomaniac who
has taken over the economic base of his country.
A lot of people will sell weapons to these coun-
tries for immediate profit, and this is worrisome.
But the superpowers are becoming increasingly
aware that we have too much to lose. The test will
be it we can last through the year 2000. Then |



An impressive head-on view of V'ger in space, from Star Trek—the Motion
Picture (1979), Like all images in this color section, V'ger was conceived
by Syd Mead, the most innovative conceplual arlist working in films today.
His futuristic designs on the three films represented here—Star Trek—The
Mation Picture, Tron (1982), and Blade Runner (1982)—paved the way for
his recent assignment on 2010: Odyssey Two (1984).

All photographs on these pages were taken by Enk van der Palen,
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Top: View of ; '
D?":,. ger. of central sphere of V'ger. Above: View down valley loward maw

204 THE CREATORS



Fudels WLULVCRAE THER 5

A CEKHE WALT DESME Y PRODLC TIONS

>

.

i
0
5

5

R,

SRACML IO WALT DISHEY PRODLIC TIONS

Compuler images from Tron. Top: A game arena sketch for a domain wall
pattern; using large numerals 1,2,34. Above: A freeze frame of a
Lightcycie.
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Top: Overall view of Tron terrain. Above: Skeich of a Lightcycle—a side
viaw.
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Top: Cityscape of LA in 2019 in Blade Runner Above! Mead was
originally hired for Blade Runner to design this police spinner and other
vehicles. He was later assigned the look of the whole city.
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Top: Close-up of street facades in Blade Runner. Above: An elevation of a
sireet block.
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Blade Runner. Top, The Burbank studio’s street set before being
fransformed into a futunstic LA streel. Above: A fuluristic street
intersecton
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Blade Runner 0! interior of Intensive Linit. Above: i
Sebastian's
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think we'll be home free. By then we'll have
figured out some of the ways we can balance our
drives and ambitions, and it'll finally start to sink in
thal we're all together on this cosmic speck called
Earth,

My visions of the future don't have any particu-
lar limits. We're all limited by ourselves, our accu-
mulative awareness and knowledge, etc. Bul
there's no particular year in the future where |'d
have difficulty making predictions. Of course, it's
hardest making predictions about the near fulure,
say five years from now, because we don't have
access o corporate marketing plans and other
priority information. But it's comforting to know
that once you pass that magic time, you can say,
"My idea is as good as anyone else's.” Mobody
other than geophysicists can really have an idea
of what the Earth is going to be like in, say, the
year 3000. What we come up with, therefore,
when doing prediction exercises, are possible,
visually and story-wise entertaining visions of par-
ticular futures.

A common mistake is lo automatically make
things in the future bigger, even limilless. If you
build things today that are ten blocks across, in
the future you assume you can build them hun-
dreds of miles across. That's not necessarily true,
excepl in space, where we'll be able to build
anything we want with no particular restraints in
regard to size, other than getling all the matenal
necessary logether in one place.

Archilecture, | think, will continue to become
more exolic and complex, It will become more
natural: We'll have spectacular two-hundred-fool-
high indoor waterfalls, cascading banks of green-
ery, flowers, and movable, adjustable land-
scapes. Cerlainly there will be very large projects,
extensive interconnected indoor environments,
possibly going up to the 3,000-4,000-foot-high
level in high-density urban locations. Cilies are
already in place and they'll pretty much remain
constant in terms of where they are and how
much land they'll cover. Because of economic
considerations, | can't see cities looking much
different except for add-on structures. Bul the
new sell-contained city centers and malls that are
being buill will become so large they will be
equivalent to whole new cities in the future.

| think we're going to clean up the environment
as we find the loose ends of the various loops
we've put in motion. We'll be able to contral the
deterioration of the air quality; and through man-
agement of the earth’s resources in the biosphere
and with space satellites tracking air mavement,
we'll be able to regulate and predict rainfall 1o
improve crop conditions. We should get an excel-
lent handle on preserving our natural environ-
ment.

Entertainment will become much more partici-
patory. Even now with videodiscs and elaborate
computer games, you can design your own fan-
tasy. Once we can get into our own heads on a

preprogrammed basis, we can aclivale, guite
possibly, our dream centers. Then we can go
back and visit people in history, be places we've
always wanted to go, relive our most enjoyable
experiences, and create new ones.

I'm not a fashion designer particularly, but |
believe clothes will continue to be kind of a play-
thing. There will be new fabrics that can change
colors, and others that can change shapes when
activated by electric currents. And once we solve
the XY-screen kind of technology (flat screen
pixel address with on-board memory), we'll be
able to weave electrified fabrics that can produce
any pattern you want, in whatever combination of
colors you desire.

| think we'll see lloating pleasure islands that
actually will be large machines. They'll be able to
move into a port and either be used there or
they'll sail away on a trip with a few thousand
people aboard, much like an ocean liner but
mare leisurely and less a mode for ranspaortation,
| don’t think there will be many single vehicles
that can travel on land, sea, and in the air, for the
simple reason people won'l need such capabili-
ties from one vehicle.

Land vehicles is a huge subject. In general, |
believe we're going toward about five different
types for the consumer base: Two will be most
common. There will be a small, utility-rolling-
cabinet vehicle, much like the Renault 5 or Ford
Escort. There will also be something that will
replace the normal sedan. | expect it will be a
van-type, one-box profile. as car designers call
them. They'll be very efficient, and be able to haul
the most people and biggest loads on a minimum
ground imprint.

| don’t believe we'll see privately owned aircraft
reach the density of automobiles on the freaway.
The management required to keep a dense aerial
mix of traffic in place and control the mechanical-
tallure percentages is simply too greal. But we'll
certainly have private vehicles in space. We'll
have commercial traffic, bringing matenals to and
taking fimished articles out from the Earth's orhbit.
We'll have traffic to and from wvarious space
worlds. . ..

Advertising is a little bit out of my field. but
thinking aboult the way technology is going now, |
believe that once we achieve high-density com-
puter memory and a flal XY-access picture con-
trol, we can easily have moving adverlising
sticker spots placed on everything. They'd have a
life of, maybe, a couple of days or a week; they
might be sun-powered. There will be an ava-
lanche of advertising access to the individual
once we achieve the cell system—iwo-way com-
mumication areas for phone or other person-to-
person link-ups—all over the country. People will
have their own communications modules. Those
channels in the dead spaces of conversations
might be accessible for advertising that will de-
posit inlo one's local memory device. The biggest
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problem is going to be preserving one's privacy,
because a person will have to give all kinds of
personal information to a computer bank so it can
facilitate his or her communication desires. All of
these technologies might then be perverted lo
favor the needs of advertisers getling their mes-
sages to potential consumers.

As is the case loday, technology will tend to
invent itsell back into invisibility, Solid state cir-
cuitry is getting smaller and smaller; and i we
have success in building bioelectric computers
(the protein compuler, for instance), we can com-
press the entire written and recorded history of
mankind into a cube one centimeter an each
side.

The entertainment world's view of science in
general is terribly apocryphal and naive. As tech-
niques more and more marvelous become availa-
ble to us, science will progressively be a utilitar-
ian, problem-solving series of investigations and
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a monitoring of ideas. The major wave of science
will then have to do, once again, with studying
nature, the workings of the universe, and the
balance of forces we have to confront as we go
into the future. Science might very well become a
vary arcane, abstract study of truly cosmic forces,
rather than a means by which 10 solve the prob-
lems of the next one hundred years.

Artificial life will certainly be generated in many,
many forms—the pure mechanical (robols).
biomechanical-cyborg, cloning. It will be com-
pletely possible to have yourself cloned, and then
move into yourself, into a younger, healthier
duplicate—if that's what you wanl. Cloning wil
certainly have monumental social impact. For
one thing. it will play havoe with inheritance rights
and tax laws—are you copy #1 or copy #507 The
concepl of replicants thal was ceniral fo Blade
Runner is definitely the most logicial way o go,
rather than trying to build an efaborate mechani-
cal or even biochemical construction. Duplicating
a human being is the least of the interesting goals
for robot technology. It's more of a trick, harking
back to the original fascination with anthropomaor-
phic constructions. As a race we have long tried
to figure out who we are and why we are. and
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Preliminary artwork for Tron: Left, a sketch for
a costume for a male figure; right, a sketch
emphasizing the body proportions of a male
figure.



now we're beginning to find out what we are. In
the future, we'll be able to decide who we are
going to be. We'll literally be able to remake
ourselves in any particular shape, form, direction,
or level of organization that we wish 1o achieve. In
the future, we could ship whole colonies of peo-
ple off to somewhere on a little frozen speck of
protoplasm securely transported in a vacuum
wial.

Earth is such a tiny bit of stuff, that logically, it
will not be able to supply the human race with ils
needs forever, That's why space will become
such an active place. There will be resources o
develop and room to move and places to go in
space. Here we are, coating this little speck with
all our activities, all of it amounting to about the
same thickness in scale as a smear of butter on a
cue-ball. We have much more ambitious dreams
than that, and space is where we'll make them
come frue

Policeman Gaff (Edward James Olmos) and
detective Deckard (Harrison Ford) take a ride
in a pofice spinner that was designed by
Mead for Blade Runner (1982}

In the future, the United States will become just
a member of the world community and, along
with everybody else, will concentrate on boosting
its people off this planet. By the year 3000 there
will be many, many more people living off this
planet than will be left here. There will be estates
and colonies in space, and eventually. in the far
future, we'll generate all of cur power 1o run our
Earth society off-world. Then we'll turn the Earth
back into a beautiful garden, and work to pre-
serve our historic civilization sites. Earth will be-
come the place to go back to, visit, and to trace
our cultural heritage, much in the way some
people born in America go to Europe, land of
their ancestors
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Directing
Alien and
Blade Runner

An Interview
with

Ridley Scott

by Danny Peary

Danny Peary: Prior to directing Alien [1979),
had you a strong interest in science fiction?
Ridley Scott: | had virtually no interes! in sci-
ence fiction until | saw Star Wars in 1977, other
than having been tremendously impressed by
2007 [1968]. Fantasies don't work unless they
quickly take on a reality of their own, and the
sci-fi films I'd seen always contained silly, uto-
pian ideas or tended 1o lake the more extraordi-
nary dilemmas of the day and assume they'd
develop in nonlogical, unbelievable ways. The
people who made sci-fi films didn't understand
what they were daing

After the completion of my first film, The Duel-
hists [1977]. | prepared o do another period
piece, "Tristan and Iseult.” While this was in
progress, | was in the United States and saw the
opening of Star Wars It impressed me so much!
It was innovative, sensitive, courageous—| saw il
on three conseculive days and it didn’t dirmmsh
at all. | consider it to be a milestone fim—one of
the ten best I've ever seen. | was most struck by
how Lucas look what i1s essentially a fairy lale
and made it seemn olally real. The combination
of 2007 —a threshold film that presented science
liction as | thought it should—and Star Wars

convinced me that there was a greal future in
science fiction films (which may sound naive in
hindsight}. So | decided to terminate my devel-
apment of “Tristan and |seult "

Coincidentally, at that time | received the
script of Alien. In my work on "Tristan and
Iseult,” | had used Heavy Metal magazine as a
reference. While | was absorbing the sorcery
side of that magazine, | also looked with great
interest at its visions of the future. So when |
read the Alien script, not only was | fascinated
by the marvelous, strong, simple narrative, but
also | realized that because of my brief educa-
lion reading Heavy Metal, | knew how 1o do the
film. | accepted Alien aimost immediately
DP: Was it essential for those involved in Alien to
have scientific knowledge or at least insight into
how a believable futuristic film should be made?
RS: When | came onlo the project, there were
already people involved who did have scientific
knowledge. My first in-depth meelings about
how sci-fi should be and how it should look were
with Dan O'Bannon, who'd written the ariginal
screenplay with Ron Shusett. O'Bannan intro-
duced me to Ron Cobb, a brilliant visualizer of
the genre with whom he'd worked on Dark Star
[1975]. Cobb seemed ta have very realistic vi-
sions of both the far and near future, so | quickly
decided that he would lake a very important
part in the making of the film. In fact, | brought
both him and O'Bannon to England during the
making of Afien, and he became a very impor-
tant member of the art department [as a con-
ceplual arlist]. We based a lot of our intenors of
the Mostromo on Cobb's visuals
DP: You were a designer yourself, .,

RS: | was a painter and then a designer in ar
school, which totaled a pernod of seven years'
training. | eventually ended up at the BBC as a
set designer. | was a set designer for a number
of years, so whatever lm | do, | always have
greal inputl into the decision on how the sets and
Ihe aimosphere will be. This also means thal my
selection of a production designer 15 a painstak-

Ridley Scolt s the British drector of Alien, Blade
Runner, The Duetists, and Legend
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Ing process, | consider myself a good designer,
therelore | require an extremely good designer
because | push him all the time. It's fairly easy to
find a production designer who can cope with
contempaorary environmenis or penod pieces for
which there are paintings or pholographs (o use
as visual references, butl production designers
who are “into” visuahzing future environments
are few and far between. | believe | have a good
lake on the future and it's vital for the production
designer | choose—be he Michael Seymaour on
Afien or Lawrence G. Paull on Blade Runner
[1982]—1to be in tolal sympathy with what I'm
doing

DP: In Ahen, everything looks old. uninviting,
bleak, disheveled. What was the look you
wanted lor your major set, the starship Mos-
tfromao?

RS: The look really was meant 1o reflect the
crew members whao, | felt, should be like truck
drivers in space. Their jobs, which took them an
several-year journeys through space, were 10
them a normal state of alfairs. Theremn lies the
tantasy. The reality would not be like this for
maybe a thousand years—but in our longue-in
cheek fanlasy we project a not-too-distant future
in which there are many vehicles tramping
around the universe, on mining expeadilions,
erecting mililary nstallations. or whatever, At the
culmination of many long voyages, each cover-
ing many years, these ships—no doubt part of
armadas owned by private corporations—I|ook
used, beat-up, coverad with graffiti, and uncom
fortable. We certainly didn’t design the Nos-
tromo 1o look like a hotel

DP: The characters in Ahen seem maore spirited
than those in Blade Runner. But there is also a
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strong sense of melancholia, claustrophobia
(which you've been quaoted as saying frightens
you most), and irritation. What personal views on
space travel were you lrying 1o get across?
What about sex among crew members?—|
know you cut out a sex scene involving Ripley
[Sigourney Weaver] and Dallas [Tom Skerriti]
RS: | think the crew members of the Nostromo
seem spinted only because of their argumenta-
live nature, which is due 1o the fact they proba-
bly can no longer stand the sight of each other
It wouldn't matter how it was worked out in the
prevoyage stage, when a computer probably
determined the compatibiity of the unit; ke all
crews in confined spaces, they'd get on one an-
other's nerves and would be culting each oth-
er's throats in six months” tme, | tried 1o glean
as much as | could from the problems that
present-day astronauts go through prepanng for
pralonged perniods in space. | then factored in
ten years in space and tried to envision how a
character would react to going off for that kind
of period. Obwviously it would raise all sorts of
psychological problems, above and beyond
claustrophobia and melancholia. The idea of
spending really prodonged periods in space—
say, of up to three years—is inconcenvable and
al the momeant only exisis in fantasies such as
Ahen

We took oul the scene where Dallas and
Ripley discuss sexual "relie!,”" because afier the
scene in which Kane [John Hurt] is killed when
the alien bursts through im from the inside, it
just seemed out of place. That scene proved
rmuch mare powerlul, and successful, than | ex-
pected, and lor the sex to follow would have
seemed totally gratuitous, The “reliel” scene



Left: On the Nostromo
in Alien (1979): Captain
Dallas (Tom Skerritt).
second-in-command
Ripley (Sigourney
Weaver), and science
officer Ash (lan Holm),
who turns out to be a
robot, According o
Ridley Scoft, if 15
“"because Ash is an
unfeehng scientist, not
that he s Nazivke, " thal
he admires the alen’s
“purity.

Right. Daflas, Kane
(John Hurt), and
Lamber! (Veronica
Cartwright) discover it
was a long-dead space
jockey that had sent the
radio transmissions
Was he lransmilting a
warning?

was 10 be our token attempt 1o answer the ques

tion about sex in space. If you think about it logs-

cally, the anly way thal mixed crews could work
out on long missions is by neutralizing everyone
and forbedding sex entirely, or by having free
open sex’” for whoever wants it. Close refation
ships in tightly closed ships with small crews
would certainly have to be discouraged. The
problems that would resull from some men and
women painng off and leaving other crew mam
bers on ther own s obvious
DP: Alien is the first space film, | balieve, that
leatures working-class characlers rather than a
crew of scients ¥
RS: That's absolutely accurate. Al this point in
time, | beleve everyone in a crew can be a
working-type. The Nostromo is driven by
Mother. a computer, and, as far as running the
ship goes, the crew is secondary. Once on the
ship, their lunction is minimal. They need know
only how to work the ship's basic equipment
That equipment can start itself, repair itsell, think
for itself, and act as its own monitoring system
DP: At this point in time, has the value of hu
mans diminished even further than loday as lar
as the military-industrial complex is concemed?

mnen, ar astronauls
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am struck by the opeming scene in which the
ship’'s computers and machinery "come to life
before the humans are revived from their
suspended-animation state

RS: It's possible that the value of humans could
have diminished. I'm now thinking an the level
of the Big Brother idea of a lifeless megasiruc
ture and its attitude toward human employees.
who are considered expendable. In this in
stance, the machinery, information data, and
cargo are of more importance (o corporalions
than the indmviduals on thair ships. | certainly
think this situation has parallel y. But the
fact that computers can run the ship before the
humans are revived 1s meant 10 be logical and
nol, as you suggest, antihuman—it really has
nothing to do with Big Brother and an unfeeling
company. ships will be run by compulers spec
ically for efficiency reasons

DP: | see the corporation, even more than the
alien, as being the villain of the film. Its top pnor
ity becomes the alien, and it could care less
about the danger that this causas s crew

RS: The indusinal-governmen! complex s ré
sponsible for the attilude that allows such an
alien to be brought on board the Mostromo. In

295



fact, it is already responsible for the paranoia
prevalent on all the ships because of its insis-
tence on placing a company man on each veh
cle. In this case, he takes the form of a robot
Ash [lan Holm)]. This would seem to be the nor-

mal development of a huge corporation trying 1o

protect its interests, In this particular future, it
wolld be very easy for "piraling (

" 10 exist. Cor-
porations will have to find ways to assure that

vehicles carrying minerals or vilal information will

not be hijacked

DP: Was it the intention of the corporation that
owns the 1 back an alien, any
alien? And for what reason?

RS: | think any corporalion thal sends probes
Into unknown lerritory is going 1o think of the
possibility of finding something new. 1'm sure
that the crew members on all its ships would
have been briefed to bring back anything of in
terest. It would be part of one's job 1o bring il
back. An alien would, of course, be of top |
ity. This particular corporation didn’t have a pre
conceved notion that an alien would be found
on this mission, much less the parbcular alien
that is brought onto the ship. The ea of bring-
ing it back alive would not have been on the
minds ol the corporation executives when they
first received the alien transmission. They jusl
had high expectations when they ordered the
Mostromo 1o investigate—it was purely out of cu
nosiy

DP: Yet the film seems lo express a “lopical”
theme: For selfish reasons, our leaders in gov-
ernment and business will side with "'aliens”
who have no regard for humanity, at the ex-
pense of the people who trust them

RS: Although | didn't set oul 1o make such a
statement, the parallels on both a political and
company level are guite obvious

DP: What is the nature of the alien? Is it vulnera-
ble? Does it fear anything? Is il interastad in the
crew members for any reason other than food?
|5 it male or female?

AS: In relation to humans, the alien does seem
o be indestruchble, It does nof fea
fact, it 1s a supreme being, The kind of creature
we came up with emerged rom the ;
it could reproduce iisell and, in fact, what iis de
velopment or Iife cycle would be: Therefore, |
guess, the alier
DP: In the film, Dallas se
stantly, but onginally there was a shot of him
trapped in the alien's cocoon

RS: That was sir

ite cycle, What

" i
MNOStromo i

anytning. in

vier oaf b

rodite

1S 3 nern

o be killed in

separate host each time
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DP: Would the alien have killed Ash?

RS: Probably not. We theorized that the alien
would leel or understand that Ash was a con-
struction of robotics, however complex and
strange. Because Ash wasn't human, he'd have
been no use as a host for i1s eggs. The biologi
cal makeup of humans was useful, however, for
the alien eggs o leed on—a revolting explana
tion!

DP: The alien is obviously intelligent and crafty
Does it sneak into the shuttle at the film's end
becauss i knows the main ship is about to blow
up. because it expects Ripley 1o go there, or
RS: because we needed an end 1o the pic-
lure

DP: Sigourney Weaver told me that she be
lieved the alien looked al Riplay in the fina
scene with curiosity and perh
RS: | never thought about it ¢

ner comment 1s

3 sexual interest
way. | hind that
certainly odd. Perhaps Si-
gournéy has a touch of sympathy for the crea-
she looks at it from the viewpoint
character. Ripley was part crew member
someona who thought in logi
3 al that moment her scienhist
1o study Ihe crea

ind started o get a

Side |emer
Tures |ise
pErsp
Previon

been absolutely r

nay have been thinking

e had
ween the
alien and th r than the wio
ent expenanc

DP: Ripley i
toughest women in scienc
Cartwnight's Lambert characle

smartest

Veronica



‘ 3
Left: One of the .l' ‘i
screen’s scanes! '
moments; Kane (with all i
the forethought of an =0
Inspector Clouseau)
bends over to peer into
a quivering pod he
discovers in the
hatchery on the space
jockey's derefict ship
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“
4

Right: Parker (Yaphet

Kotto) and Lambert ™
hope io flee the
MNostromo in the shuttle.
But the alen will
prevent it

strong and capable. Are these two women such
strong characters because today's audience de
mands such women in scripts or because that's
how you expect women will be in the luture?
RS: My film has strong women simply because |
ke strong women. It's a personal choice. I'm in
no way a male chauvinist, nor do | understand
female chauvinsim—I| just believe in the equalilty
of men and women, It's as simple as that

DP: Because the alien was not killed in Afien,
but was merely blown into space, there may
some day be a sequel, What should it be about?
RS: It certainly should explain what the alien is
and where it comes from. That will be tough be
cause it will require dealing with other planets
worlds Because obviously the alien

3, Chvilizations
aid come from some sort of civilization, The
alien was presented, really, as one of the last
survivors of h’.a-c —a planet nan after the god
The alien may be one of the last descen
a-lost sell-destructed group of

beings
DP: In Alen, vou t
aclers

Wil suspense by hawvir
talking in hushed tones, smoking inces
sanily, dnnking coftea, pacing |‘.|3|-.,.'|}|_;3"5.- sweal
ing In Bladle Aunner, you emphasize
characters’ eyes to create lension, parancia
mystery. Did you learn how to eflecti T
uiate an audience back when you made ¢
mercials?

RS: My training in commercials was really my
him school. It helped builld my awareness of how
o present suspense and—"manipulate” 1s a
bad word—fascinate the audience and hold i in

] Char
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a kind of dramatic suspension. | learned how 10
communicate immediately, 10 use every conceiv-
able visual and aural device 1o work on the
senses and grab the viewer's attention for a par
ficular ime-span

The emphasis | placed on characters’ eyes in
Biade Runner was just my playing games with
the audience. Obviously il every replicant in the
tilm had glowing eyes, then there would have
been no need for the Voight-Kampf machine to
detect them. We went through a little tap-dance
argument as 1o whelher or not | should present
something different about their eves. | decided
to take a middie line on this, to be deliberalely
intriguing and confusing rather than specific. So
I vares throughout
DP: In Blade Runner, the head of an enormous
business conglomerate, Tyrell [Joe Turkel], is
also the man rr;"-.,u ns h|r~ *-"| '1{ rnplmdu Bx
stence. Does h
da you believe Ir- :1 recl SCie r=L,e 5 r.ak.n_L_.
ils becoming part I..| [.-r--;.nn enterprse—is
scary?
RS: Tyrell represents the ultimate in science and
Industry, or scientific-industrial development
Here you see a large corporation that specia
IZes N one area buying up ancther corporation
that does something in an entirely different field
Obwvious Iy two separate sides of the r‘n"l,_JIn:_‘lrr'lD
ale world—perhaps genelic engineering and
biochemistry—will evenlually merge; just as
think industries will develop their own indepen
aeni space programs. It's bound to happen

and, yes, it 1s scary
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DP: How does your vision of the future compare
to what you present in Blade Runner?

RAS: Much of what | envisage for the year 2019
15 reflected in the look of the streets and the atti-
tudes of the people in Blade Runner. The view-
point speaks for dself, | thought about it very
carefully. | presented a fulure world that | believe
would come close to being a 1otalitanan
society—il not quite 1984, then one step from i,
It is 1984, in the sense that the world is con-
frodled by perhaps only four major corporations,
of which the Tyrell Corporation is one, and the
people exist in what is almost a Kalkaesque or
Orwellian environment. To cope with the anar-

chy in the streets there is a sort of a paramilitary-

police group, by which Deckard [Harrison Ford]
is employed as a replican exterminator. It's

a world where the poor gel poorer, and the
wealthy get wealther and think it chic 1o pro-
tect themselves even more than they do in
America today. Even Deckard lives in a condo-
minium with electnc gates. It looks rather like a
lartress and ane only gets access 1o his floor by
undergong a voice-pattarn check-out system in
the elevator—otherwise it won'l move. II's a ime
ol self-protection and of paranoia

DP: In the city of Philip K. Dick's novel Do An-
droids Dream of Electric Sheep?, on which
Blade Runner is based, there are no murders,
no aborbicns

RS: In the city of the film, | imagine everything
would be done, from abortions 1o murders. In a
city where only the weallhy can alford to protect
themselves, and there s chaos on the streets
surely anything goes

DP: The look of the city in Blade Runner is spec
tacular. Discuss your work with Syd Mead, the
film's conceptual designer, specitically on the ar-
chilecture
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In Blade Runner (1982), delective Rick
Deckard chases replicant Zhora through the
crowded. clultered streels of downlfown LA,
in 2019, "l wanted this to be a curious world

where people would have the choice of

staying or leaving. If you went off-Earth you
were rewarded. but obwviously people ke
Deckard didn't want [o feave their familiar
home environment.'—R.S

RS: Blade Runner was a difficult project to con-
ceive because it is set only about thirty-five
years from now, in a "tangible” future rather
than in the obscure future of Alien. It was essen-
tial not to go wrong or everyone would realize i
So it made sense lo ask an industrial designer
who is also a futunst, like Syd Mead, o design
the film's hardware. We worked very closely on
the vehicles and he proved so prolific that | had
him branch out and help us envision what would
happen architecturally 1o existing ciies

I thunk that the mistake a lot of futurstic films
make when they attempt short leaps forward in
time 15 lhat they devastate whole cities and erect
hokey-looking utopias. Things wouldn't work
that way. Look at New York or Chicago. They
have their business centers, middle-class areas,
ghettoes, and central areas of development.
One wouldn't possibly flatten it all, In today’'s cit-
ies there is already the practice of laking existing
architeclure and making applications to the out
side of buildings—for example, because of cost
tactors, it's preferable 1o apply an air
conditioning ar communmication syslem 1o the
outside than to rnip the whole building apart 1o
make it funchion, We took that line of thought fur-
ther: As we move farther and farther into the fu-
ture, the probability is thal the construction of
new buildings will diminish, excepl in cértain ar-



eas of the city, and the constant repainng, shor-
no up. and modernization of older architecture
will begin to take on a rather retrofitted ook

Our vision was really of a clogged world
where you gel the sense ol a cily on overload
where things may stop at any time. Services
may give out—in facl, they already have ceased
in at least some parts of the city. Everything is
old or badly serviced, and the bureaucratic sys-
tem running the city is totally disorganized. One
of the few things in fing order 15 rlising. | ex
pect thal by this time, billboards and electric
signs will be everywhere, There will be an even
bigger media explosion than there is loday
DP: One of the most intriguing features of your
city is the constant rain and haze. | get the leel-
ing thal everything i1s contaminated and every
one will soon die from radialion poisoning. Has
World War Ill occurred? Judging by all the Gy
entals in the streels, o
America?
RS: | think the Caold War is still going on. It there
had been a third world war, the world would not
have been in the state we presenied it—il
wouldn't exist. Again, we were working in the
context of a fantasy, so | don't necessanly be
lieve there will be a future in which the air 1s 50
contaminated—at least | hope thal at some po
we'll aclually do something about the way things
have been going. The idea of a waorld filled with
radiation s abhorrent. |1 was only presented thal
way as a dramatic dewvice. The constant rain
was "dramatic glue,” if you like, It also amused
me to think that it was taking place in Los
Angeles, meaning the whole weather patlern
would have changed by 2019, If L.A. gels all the
rain, then maybe New York would get the sun
shine
DP: You switched the book's setting of San
Francisco to Los Angeles
RS: Originally we were going to begin the him
with a ttle thal read “San Angeles.” Our dea
was that San Francisco and Los Angeles would
become one city and cover the entire weslern
seaboard
DP: What does your city smell like?
AS: Mew York City
DP: |= there religion in This world?
RS: That's something | never really came 1o
terms with, That is dithicull to speculate aboul
Bul it may be stron when it
seams 10 be on the wane in cerlain areas
Maybe the governments will have become the
religions—then you've gone one siep closer 1o
1984
DP: In the novel Rachael and Pris look exactly
alike—they are the same model of rephcant
Why did you have lwo actresses—Sean Young
a brunette, and Daryl Hannah, a blond
the two roles? And why was Rachael's last name
changed from Rosen to Tyrell?
RS: It would have been confusing and nol

jld China have defeated

v

play

wniil the
end, the piclure’s villain—has come to Earth
to see if his brief life span can be increas

If not, he il kil his crealor,

Repficant Roy Batty (Rulger Hauer)

Tvrall

worked dramatically 1o have had Rachael and
Pris played by the same actress. The name
change was just a matter of us preferning Tyrell
DOP: Dick died balore the release of the film. Did
you have a chance 10 meet him?

RS: Only once. | showed him the special elfects
I'd just completed with Doug Trumbull's EEG
[Entertainment Effects Group). He was more
than delighted—| think he was stunned by the
look of our environment. He said it was axactly
how he had envisioned the world with which we
were dealing

DP: Except for the fact that he tracks down ren
egade replicants rather than standard criminals
our hero Deckard 15 in many ways like the clas
sic disillusioned, morally ambivalent detective
which 5 fithng considering the other nor gle
ments found in the film, including his
hard-adged narration

RS: When we first meel Deckard, he 15 already
thinking of giving up his job as professional ex
terminator, The job was in fact getling to him. as
t did 1o, say, Philip Marlowe, His attitude toward
his profession had already discolored his wvision
of the world and aftected his attitude 1oward
himsell. As in classic detective stones, his back
ground is not central to the ilm and s sug
gested by nmnuendo rather than fact; but what
wanled to do atl the beqinming was show a man
who wanled 1o change his whole way of life and
was in a way trying to find some kind of absolu
tion or, maybe. a conscience
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Above: Ridley Scott works with Joanna
Cassidy, who plays Zhora, and Harrison
Ford, whose blade runner character is on her
trail, Left: In the scene as filmed, Zhora
proves to have more physical strength than
Deckard.

DP: Deckard's romantic involvernent with a re-
plicant, Rachae!, humanizes him 1o a certain
degree—at least it causes him to release some
of his pent-up "human’ emotions and gives his
personal life meaning. On the other hand, do
you see his line of work, killing replicants, as be-
ing dehumanizing?

RS: | think Deckard is simply doing a job within
his futuristic time slot. Therefore he should be
unemotional about his work, | don’t really be-
lieve that the nature of his job must necessarily
dehumanize him. What he does is act as a gar-
bage disposal—it's rather like getting rid of in-
dustrial waste. Certainly because the replicants
are highly sophisticated machines one starts to
relate to them as human beings. But one must
remember that they are not human beings.

DP: But when Deckard murders replicant Zhora
[Joanna Cassidy], by shooting her in the back,
you certainly intended viewers 1o not only find
his brutal method devastating but also cowardly
and upsetting

RS: The audience reaction to Zhora's death is
how you describe it. Of course, one was meant
to feel sympathy and possible sadness for some
of the replicants. But | must remind you that
Deckard is just doing his job and following



through on what he set oul to do. Zhora could
have come quietly bul she decided she had to
have freedom and she ran. So he did what he
was there lo do. The scene ends with Deckard
looking down at this “woman" he has just killed
and we get one more facet of the reason he

wants to guit his profession. For we're now deal-

ing with a man whao is guilt-ridden
DP: How do you see the relationships between
the replicants? | find them to be a bit schizo-

phrenic. Sometimes they're loyal to one another.
When Batty [Rulger Hauer] kisses the dead Pris,
it indicates he loved her. Yet Rachael kills the re-

plicant Leon [Brion James] in order 1o save
Deckard, a human.

RS: To me, the way replicants relate lo each
other and to humans is one of the points of the
story. Batty kisses Pris with affection and love. It
demonstrates that even replicants can have
those kinds of feelings. If you create a machineg
through genetic engineenng, biochemistry, or
whatever, the very fact that it has been created
by a human being indicates to me that when i
becomes truly sophisticated it will ultimately be
free-thinking. I'm sure that in the near fulure,
computers will start to think for themselves and
develop at least a limited set of emotions, and
make their own decisions, The same goes for
the replicant that is so sophisticated that it's on
par with the human being—in fact, in some
ways it may even be superior. The replicants

.,

Deckard Iracks Baity through an

abandoned building, White pigeons, the only
animals shown in the film, fiy
about—"symbols of peace and life,”
according to direclor Scolt.

that Tyrell designed were the first of his “master
race,” which he planned to unleash o develop
his interests on other planets, but within the con-
text of this film, the replicants are more "human”
than humans or “more equal” than humans.
They are supenor—they make their awn
choices

DP: Aside from Rachael falling in love with
Deckard, how do replicants feel toward human
beings? With pity? With hatred?

RS: Certainly not with pity. The replicants would
regard their human crealors very much as a
slave would a master he despises. Also | think
they'd fear humans. And in some ways they'd
empathize or want to dentify with them

DP: The female rephcants, at least, are capable
of having sex. Do you think they have the capa-
bilites of enjoying sex and actually having or-
gasms?

RS: | never went into this in much detail, either
But | gquess that if Tyrell went to the trouble of
making perfect replicants, then he'd have taken
into account their sexual capabilities. For obwi-
ous reasons. Maybe some female replicants like
Pris were employed in military camps on space
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bases and were constructed for specific sexual
purposes. ... Thatl's a very fascistic viewpoint, a
very sick one, and | don't really like discussing
it.

DP: Deckard finds himself sexually attracted o
Rachael. Was it your intention 1o have male
viewers find themselves aflracted to the three fe-
male replicants in order to further diminish the
distinction between humans and androids?

RS: Mo. | just happened to cast three aclresses
who are rather beautiful. Anyway, if you're going
Io make fermale replicants, why would you want
them to be ugly?

DP: Comment on the climactic scene in which
Batty saves Deckard. Baity's own death (with
slow-motion employed) is quite stirming and dig-
nified.

RS: Batty's death scene is in a way the final
dernonstration of his supernionty over Deckard
and the replicants’ supenority over human be-
ings. He could have taken Deckard’s life
Deckard had just killed Pris—bul decided as a
gift to let him live. The white pigeon that he sats
into the sky is. of course, a symbol of peace and
life.

DP: In the novel, Deckard constantly warries he
will mistakenly kill a human he thinks is a repl-
cant. In lact, he constantly worries that he, him-
sell, is a replicant

RS: Al one stage. we considered having Deck-
ard turn out to be, ronically, a replicant. In fact,
if you look at the film closely, especially the end-
ing, you may get some clues—somea by shght
innuendo—that Deckard 15 indeed a replicant
Al the end there's a kind of confirmation that he
is—al least thal he believes it possible. Within
the context of the overall story, whether it's true
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The dying Batty allows Deckard to five. This is
the ultimate peaceful gesture in sf cinema
between man and machine, It gives us hope
thal we can live in harmany,

or not in the book, having Deckard be a repli-
cant is the only reasonable solution.

DP: | see this film as possibly being about sev-
eral endangered species, namely the human be-
ings who roam the contaminated world, animals
which, except for the pigeons, are no longer
part of this world, and replicants, who have only
a brief life span

RS: | don't see the film as being this senous. |
make films to entertain and this was really meant
o be a "heavy metal” comic stnip about a future
society and a character who just happens to be
a replicant detective. | don't think the film is
about several types of endangered species. it's
a film about some goodies and some baddies
The baddies are presented as replicants who,
we discover eventually, are like all good antihe-
roes in that they have sympathetic streaks. At
this point the balance of the drama changes—
but this film does not have any deep messages
DP: Yet wouldn't you consider Blade Runner to
be cautionary?

RS: It doesn't say “watch out for this!” or
“walch out for that!” It simply presents the kind
of world | see in 2019, However, if you do take il
senously, then there are cautionary notes in re-
gard to future environments and the way people
relate to one another in them, Admittedly, the vi-
sion in Blade Runner isn't very promising, but
unless we do something drastic to change the
flow of things | don't think the world will be a
very pleasant place in the future,



