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This incredible indusirial complex—
known as the “Hades Landscape.” and
dubbed “Ridley's Inferno™ by the
crew—was actually a 13'x18' table-1op
miniature bulll and pholographed at
Douglas Trumbull's EEG effects studio.

i * cities have become decaying hulks,
 all but abandoned by those'who have
: mwd“‘“ndd War Terminus' in
of off-world colonies.

In both the novel and the film, the cities
are literally falling apart as the
technological infrastructure crumbles
away. Dick called the resulting debris
“kibble"; the crew of BLADE
RUNNER called it “retro-trash.”

At press time, it was still oo early to
even guess at BLADE RUNNER's
critical reception. But at the very least,
the film is a visual feast, a wribute 10
Scou, uction designer Lawrence
Pﬂullm effects director Douglas
Trumball, and the talenmed crews who
worked for each of them.

“The film will also serve as a final

“wibute to the late Philip Dick. who died

Jjust weeks before a final print was

completed. It was Dick's dystopian

vision that staried it all, of course.
Saﬂlyitwmavumntheaut}mrm
adﬂmem see recreated on film.
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Above: A color rendering ol “The City,” circa 2019, by designer Syd Mead (insel, posing with a futuristic parking meter). The
ilustration leatures many elements recreated in the flim's sets, including two of his vehicle deslgns, electronic traffic indicators

(tar left), store displays thal overhang the sidewalk, signs lettered In Japanese, and huge “bariey-shaped” columns. The
unusual X-shaped intersection ks based on the huge New York Street sel on the back kol of The Burbank Studios. Right
Although Mead designed the parking meter, the shocking waming label was the work ol llustralor Tom Southwell.

.“ hilip K. Dick’s

novel, o An-
dronds Dream of
Electric Sheept,
was definitely a
child of its times.
First published
in 1968, during
the very height
of the Vietnam
war, it detailed
the adventures of Rick Deckard, a
futuristic bounty hunter tracking
down a cadre of murderous an-
dronds; at a further remove, the
book was an impassioned exami-
nation of moderm mankind's emao-
tional sterilivy. It was writen,”
the late author recalled, “during a
time when [ thought we had
become as bad as the enemy "
Philip K. Dick was born in Chi-
cago in 1928, He lived most of his
life in California, holding down a
variety of odd jobs (including a
classical music disc jockey) while
developing his writing career. Dick
was nothing il not prolific. His
first story, "' Bevond Lies the Wub,”
was published in Planer Stortes in
July 1952, The next vear, 28 stories
appeared with the Dick byline, and
1954 saw him publish an addi-
uonal 28. By 1955, Dick had cut

THE NOVEL
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back on short stones (he alomeaely
wrode 110 of them) to author Selar
Lattery, his hirst novel, which s
still in print and which remains
one of his best selling utles,

Dick was nearly as prolific when
it came o novels—he wrote more
than 40, From 1964 1o 19649, [or
example (a period many experts
consider Dick’s linest literary
stretch), no lewer than 16 of his
hooks were published, wtles which
included D, Bloodmaoney: Cr How
We Gat Along After The Bomb,
Cralactic Pot Healer, Clans of the
Alphane Moon, and, of course, Do
Andronds Dream of Electric Sheep?

Despite his productvity, Dick’s
outpul was far [rom hackwork.
The Man in the High Castle, astory
ol an alternate universe where the
Japanese and Germans won World
War Il and split America down the
middle as booty, won the Hugo
award in 1972, Flow My Tears, The
Policeman Savd garnered the John
W. Campbell Memorial Award for
besst movel of 1974

Mo one wrote quite like Philip k.
Dick. Although most of his stones
were set e a o world recognizably
our own, his viewpoint was so
skewed by existennal observanion
and idiosyncratic insight that
anvone sampling his work owver
any period of ume found their per-

ceptions of reality irrevocahly
altered. Not only was he devasiat-
ingly unigue, he jogeed his reader-
ship's gray cells as well,

Dick achieved has Dirst great cross-
over success [from the science fic-
ton gheto mto the lierary main-
stream i the 1960s, with the coun-
wr-culture’s enthusiastic embracing
of such works as Faith of Our
Fathers (in which Gexd 15 not dead,
just insane), Uik and The Three
Strgmata of Palmer Eldritch
{thought by manv 1o be the LSD
novel)

But the drugs that were so much
a part of the counter-culiure move-
ment had made inroads inwe Dick's
habats, Although he had been virtu-
allv drug [ree in recent vears, his
earlier experiments with LSD and
reliance on large doses of amphet-
amines uliumately may have helped
destroy his health and led o has
unumely death, 1 wok so much
speed,” Dick admuted, “because 1
had 1o support mysell by writing
fiction. The only way 1 could do
thaat waas teor wrate a lot of i

Dick, however, lived long enough
to enjoy a measure of his success
Lauded in Europe, and the subject
of numerous articles here i has
own country (including a reveal-
ing, highly recommended Rollimg
Stone cover story a lew yvears ago),

the handiul of

Dick was one ol
American science [iction writers (o
b highly praised by mainstream
critics for his liwerary abiliges. And
one of the highest points of his
career was Do Andronds Dveam of
Electric Sheep?

“It's one of my favonte novels,
Dick sud. “Although it's essen-
tally a deamatic novel, the moral
and philosophical ambiguites 1
dealt wath are really very profound,
The book stemmed from my basic
interest in the problem of differen-
tiating the authentic human beimg
[rom the reflexive machine, which
I called an android. In my mind,
‘androad” 15 a II11"I.IJ:||'II:lr T peaple
who are physiologically human,



but who behave i a non-human
Wil

Dick first became intereseed in
this rrrlrhie m while doing research
lor The Man in the High Castle.
Caven aceess 1o onginal Gestapo
documents at the closed stacks of
the University of Califorma a
Berkeley, ek dhisoowvered diaries bn
585 men stationed i Poland, One
sentence in particular had a pro-
loand alfect on the author

Ihe sentence read, “We are kep
awake at mght by the cries of stan
ing children,” Dick explained

There was obviously something
wrong with the man who wron
thae. I Later realized that, with the
Nazis, essentially
dealing with was a defective group
mand, oo mind soemotonally defec-
tive that the word frorman could nen
b applied w them.

"Waorse,” Dick comtinued, 1 feli
that this was not necessarily a
solely Ceerman traie. Thas defic (TR ITR"
hisel b exported o the world
alter World War 11 and could b
picked up by people anywhere
any e, 1 owrote Do Androsds
Iheam of Electric Sheep? during
the Vietnam war. At the time, | was
revolutionary and existential
enough o believe that these an
drond personalites were so lethal,

what we were

s dlangerous 0 human beings
that it wliimately might  becoma
necessary o fight them. The prob-
lem in killing them would then be:
Would we not become like the an-
droids in OUF very ellorn to -.-.iF:u'
thiemm owr?

Enter Hollvwoosd

I 1964, struck by the novel's vis-
wal and moral ].l!lliﬁ.l..l!n' directon
Martin Scorsese and critic Jay
Cocks showed inerest in trmns
lorming the book o cellulod,
although the book was never fon
mally optioned. In 1974, however,
ek was approached by the man
whios, stx vears Later, wosilid bescome
the prime mover andshaker behind
the hook's eventual film .|l.|.1|r|.|-
tion— Hampron Fancher

Bornn i 1938, ex-husband ol
actress Spe Lyon (LOLITA) and a
former actor himsell with 10 fs-
ture films and over o hundred TV
credits (incloding “The Burning
Carl” om ONE STEP BEYOND),
Fancher had been writing scripis
sinoe he was a teenager, He hadalso
meacke a series of Bmm o and 1Hmm
films, culminating in a prize-win-
ning 35mm short, BEACH PARK
ING. But Francher was not a bag
science [iction bufl, In fact, he had
only read two novels in the genre;
Alrved Besier's The Stars My Desti-
nation and Dick’s Do
Diream of Electn Sheep?

"When 1 read Dick’s nowvel,
STAR WARS wasn't even a gleam
in Geeorge Luocas’ eve,” Francher
saiel. " Bun ar the same nme there
was the smell of science hiction in
Hollvwood., Afwer 1'd finished
Phil's book I realieed thar il there
was ever going o be a senious fillm
in this wend, [ had just read the

4 rnedroeds

N =g | become necessary to fight them. UL
| AUTHOR PHILIP K. DICK

be 8/ was revolutionary and existential
enough to believe that these ‘android’
personalities were so lethal, so dangerous to
human beings, that it ultimately might

source material, Sa with the few
tlollars T hadd left in my pocketar the
tme, 1 ook a stab at opuoning the
beosak,

However, Fancher couldn'i
seein 10 locate ek, Mo oo =1yl
even Dick’s literary
seemed 10 know where o locate
him. Forwunately, a chance en
counter with Ray Bradbury (who
happened wo be carrving an address
haosok with Dick '\.]Jlil e niamber in
it} broughe Fancher and the authon
togEether

Ihear first meeung was amiable,
as were subsequent encounters, Ye
in the process, Fancher reiliped
thatt his dream of optioning Dick's
el had stdetracked
‘Although we got along very well,
I had the feehng that Phal thought |
wWas sort of Hollvwood
hustler,” Fancher explamed. Tgo
the impression thar Dick was not
onlv reluctant w ger imvolved, b
also increasingly reluctant w have
thar partucular book done as
film,"”

“1don't think Hampron realised
I was as naive about Flollywoud as
he was,'” Dick Later recalled. 1
don’t think he ever understood than
when it came o Hollvweood, |
cringed. I had an autermatie flinch
reaciion. Puting i oon an anthro-
prological basis, [represent the irily
of novelists and short seory writers
while Hollvwood represents the
tribwe that makes movies, [ looked at
thetr tribe, and their customs com
pletely halfled me. I'm sure thes
looked on me with the same
conlusion.””

AEFenis—
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SOMIMIE

Discouraged, Fancher deaded 1o
abandon the project. What the ex-
actor had not known was thag the
ok had already been opuoned, by
Herb Jafle Associanes, Robent Jalle
wiosttled, 1n Lact, be the first person to
actully write a sereenplay of the
newel—a seenario than Tick loathexd

He took the novel and turmed o
into a comedy spoof, something
along the lines of GET SMART,
Dick sand. “He even wrowe i under
a pen name, [t wassoternblvdonel
couldn’t believe it was a shooting
seript,” Perhaps realinng their
Approa b weis hardly APproprate,
Jalle Associates let the book's
option drop an 1977

I'he prospect of turming Dick's
nowee ] 1R motion ||i| e seemead
doomed. Then, suddenly, in 1978,
Fancher lound himsell back in the
pcture. T was about o go on a
lomg g, when | ran into an acorn
friend of mine, Bnan Kellv, who
had ambanons of becoming a pro-
ducer. Remembering my expe
rience with Dick, I oold ham, "Why
don’t you try opuoning this Philip

k. Dick book* "

Encouraged, Kelly procecded 1o
tho qust than, He birse took the novel
to producer Michael Deeley, a man
who had cur his cinematic teeth
editing the old Britsh-made
ROBIN HOKMDY television series,
betore moving on o become head
of EMIand the Oscar-winning pro-
ducer of such lilms a THE DEER
HUNTER. The hrst ome Kelly
approached lom, Deeley sad no
thanks, because he felt Dick's com-
plex concepts would not easily
translate o film

However, Fancher and Kelly
tned again. Fancher wrote an
cight-page treatment which so
impressed Deeley than he encour-
aged the two o come up with a
working screenplay. T hadn’t eves
intended 1o wrie the screenplay
myvsell,” Fancher explaimed, “but
my girllirend an the tme convinced
me that thas was the only way to get
the project olf the ground. [t ook
me nearly @ vear to write, but when
I was linished kelly took the script
back o Deeley and he loved 0"

DOWNTOWN L.A. T
in 2018 (below) is a
dirty, crowded mob L e

SCene, B8 CONCep- ..
tualized by director ;
Ridiey Scotl, produc-
tion designer Lawrance
Paull and ilustrator
Syd Mead. IT's also
wel (thanks to the
constant acid-rain),
which accounts lor
the umbrellas. Inset:
Scoll positions two
of the punkish extras.
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EXT. HADES ith Michael

Dreeley on baoxard

are Hﬂ\-l the project was
‘Jeast plni!‘l given a tenta-
zoOmn ., E_ tve peeahead:
};;‘];i sky € Fancher wonld

wriie the script

window i
8 and, along with

sittin
is

PR | kelly, serve s
THE SCRIPT vxvoutive pro-
ducer. As Dev-

ley began shopping the project
(rematively nled THE ANDROID)
around 1w oo nomber of stodios,
Fancher complered several screen:
play drafts, each version dofung
favther and Girther awav From
ks original story

Tn Dhe ks ol sevin 19492, Deck
airdd b5 i bowmey hoonter wath the San
Francisco police lorce, tracking
down |4'|||,';.:,||.|1' androneds I|.|r'g‘|||'\.
on Earth, Flis poboas complicated by
the newest model, the “Nexus-6",
which Tooks and aces just like areal
prersom, Fight of these wop of the
Tonne rmnocdeds sine o the loose; Dieck-
ard's superior killed pwo before
being seriously wounded by oo
third, Deckard must desinoy the
remaimder, as well as conend wih
has new-lound romanoe feclings
for R haiel, herself an amdrond.

Although the android love-intes -
est and the conceps ol the " Nexus-
67 anedrends were retaned, other
crucial concepts of hek's work
were scrapped by Fancher, includ-
ing the preocoupation with real
animals.

I was never mtended, exceprin
the inst drafr, 1w stay close w ihe
movel" explained Fancher, " The
beeok was really only a jumping ol
pronmat, aned the warions drabes of my
seripats eventually ok on lives of
their own. Besides, the whole point
of my mterpretation of the hook
wias of a man who had discovered
Tis conscienoe in the course of his
search for these androids, 1 also
thowught of 1 wrms of a love
spory, the growing hond berween
Devkiard amd Rachael. In the final
amalysis, there was very liule of
ek’s ook inomy screenplay.”

By the vme Fancher had come-

pleted bus sereenplay, Diek’s philo-
saphical meatise hid evolved i
what directnr Rudley Scon Ler
dubbed “a dark mysiers.” The
story s set B vearsinche bature, bt
ife oo the vear 2009 s sull much
like onar oman e viod =zl henn somne-
what dirtrer, more croseded
much more dangerons {}"-]Jl.llll.'l
colomigition 1s encouraged, ol
eeneic engineerng s advanced
o the paoint where actual 7 peaple”
toommpelere with smplanted, anifi-
cial memaories are capable of being
rracir e feae e reed biv oo [HarE s,

Fhese artficial homans aren't
rosleots i the tnudinonal sense, buat
genetic construdts whose sole dil-
ference from homans s verifable
oy through a series of pave holog:
wal tests coploving a polvgrapsh-
pvpr deviee ealled the Voaght-
Fampll machime, The only othe
difference 15 a “Ewctory-amstalled ™
dhisezise thae kills the andronds after
a lour-vemn life span,

I'he amddronds are psed for huigh-
risk poles onn planetiry coloniesoras
furturistie soldiers. Although
copuipped with heighiened plivse-
cal anel mental capabalines, thes
are the seeomd-c Liss cidgens of thei
times, and they occasionally -
tempt b escape their servitude and
Blend im0 winh humsoury, When
they da, spaes Lally traimned Copps—
like Rack Devkard —are relped om o
Upetire’ the “skin-pols

Fancher's sonp dernls Deck-
ard's search lor the renegades, o
quest on which he encounters
Pyrell (whose massive corporition
presducedd the arnlicial humans),
Sebastian (an cooenine genius
wh, signaficamly, is afflowd wirh
a e d aging disesse ), and withoa
nest=ser=lsstile andrond, Rachael,
whio becomes hus mistress,

Uloimanels, Devckand uncosers
the mvstery aned  termmimetes  the
anlronds, but not belore his meral
conscienoes has been stmed by the
quandry of his profession, Bt
whant abenat the giel? In Fancher's
wverston of the \:11'|'It|1|.|'|.. shee kills
hersell rather than Bice her inevata-
ble four-vear death senence. It
wertihed b canve of muany sty peoines
that would change belore lihming

When six replicants are discovered loose in Los Angeles, Gall (Edward James
Olmos) and an unidentified uniformed officer recruit the services of retired “blade-
runner” Aick Deckard (Harrison Ford), who'd much rather sat his bowl ol noodies.

wits commplened.

In Marc b 1980, on the strength ol
Fancher's screenplay, Deeley was
able 1o entice Ridley Soon rnjtllll
the progect (now titled DANGER-
OIS TYAYS) as s dhiector. Wath
scoi’s ek record (ALIEN re-
turned aleout ST pallicn 1 ren-
tlsy, Deelew was able o negotiae
55 millwon weorth of backing from
Filsmways Protures, Unforunately,
no oawe thought o give the good
news 1o the book™s awthon

T o o call from Robert Jalle
ome . recalled Philip Dick
ined the Fiest thimgg Be told e wis
Congratulations!” 1 sawd, "Fowr
what®' In turned our than Jafle had
resnd about i i che wades, ot no
wrrne Lo thie F:lll:nlul. RTNIL] COMTLpnANY
haned ik ehe tresaale vo i oren e
ool the Bt

“A bt Baver 1 was having dinner
with Rav Bradbury=—it's Tunny
haow Bav kepst poppang wups m anlel
prhavees dumring the begionmig of this
thiang —anmed T enesvtionsed bt somme-
orve wis kg aomenyie o ol iy
Dk, Bavgr 1l Busardd o messes only
I resicdinge abeown 10 e the tades
Foav startedd shomnmg anmd waving
Tus anms—he thoaghe tha thas was
bl v unaecepaable belavior, |
juist s led anved fioashed my dnnk
Bt as toome wennton, thae, and other
s, bewan o @rw on e

Ihs arnatiald sovab wis o be onldy
the Foest i a0 serees of conllics
bBetween Dick amd the BLADE
RUNNER commprany, an on-goang
lend—that soon became public—
whoh cnded only a0 short e
Delore the writer’s death

For ome thimg, Dick was upsel
with the callous way he el the
P tion compEiny wis eating
o, ™ They haven't valked teome at
Al hecomplained during prepsro-
ducron. “On the oaber hand, 1
haven’t eraed to get i touch wath
them ether!™ As for Fancher, Dick
el paaan spacrken with hien since the
first antempt 1w option the ook,
Booor Dk daaed Dol by vesud Fana baer's
serapt. And he wasn't lagagn

1 opesuld vweor dreabis of Fancher's
sereenplay, and i owas errible—
corny and extremely maladron
throughout,” Dick sand, " Thes
were on the level ol PHITLIP MAR-
LOWE MEETS THESTEPFORD
WIVES. | dicd ot approve of wht
it arieed o ddes, sined 1 don®t thank
accomplishied what i ered woado, In
other wonds, they aimed o and
Eoualed ann wehane they aimed

“Fancher had concentrated ona
Turid collisien bevween hoaman and
androsdd, 1 wasn't angered by whan
b beem oot froan i nosel, be-
cavse T Know vou can'e oo tnans-
fer evervilving o the soreen. Whe
was bad was the execution of the
seript. Fancher had over-reliod on
the chiche-ridden Chandleresgue
fngure, and s sonpnopencid with a
hewary vince-over, like: Ttwasadirty
teswerrt, B8 s o elivey peals, Serrmebosdy
Foened teo cles gt Faeraas theat soorree by, My
rearree s Deckard.” T mean, My God?

“The ending had that awlul
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What the best dressed folks will wearin 2019

Charles Knode and Michael Kapfan avoid the old cliche of of
streamlined jump suits, and recall the flavor of the 19405.

Since tastes in fashions are so
cyclical, Ridley Scott didn’t want the
residents of Ridleyville to be wearing
anything oo axofic or obviously
“sci=-h." Instead. costuma designers
Charles Knode and Michael Kapian
wanl after a nostalgic mood, with just
enough unusual design alaments to
supgest the near-future

Tha most obvious "40s touches in
BLADE RUMNMNER are Harrison Ford's
Bogart-esque trenchooal and Sean
Young's broad-shouldered businass
sult. Other elemanis woane more
contemporary inongin, including
Autger Hausars bilack leather coat
and Ford's eclectic wardrobe |Ford
quipped thal Deckard dresses like “a
middig-aged ENve Costello™)

The film's costumes give subtie
clues as to the nature of 2018's
society, Knode and Kaplan dressed
many of the Orental extras in tatters
to denate their working-ciass status
while the wall-to-do wore lavish
cutfits of fur, or with fur-trim,
an obwious siatus symbol when
there are no wikd animals
left on the planet

But perhaps the most in-
triguing costumes are the
punk/new wave outfits worn
by many of the extras on
hie New York Stroat st
Agcording to Lawrence

skelches for Sebastian (1), a
“streel girl,” and a heavily-
armoned police olficer.

Paull, the DEVO look began with an
art department Christmas party

‘There were presants scatlerad
averywhere,” Paull recalled. “Onea
was a wonderful calendar of stylized
air-brushad portralts of new wave
lashions—heavy rouge, different hair
colors, and everything haavily
accented, Sometime lnter Ridlay
stumbiled across the calender andg It
wasn'l lang bafore he had his head
together with Chartes Knode and tha
punk look bacama the styla for Pria
[Diaryl Hannah] and some of the
lolks on the sireat.’

BLADE RUNMER's
costumes ran the

(Sean Young, lop

lei), lo the up-
fo-the minule
punk look (Daryl
Hannah, right;
two exiras, lop
canler), lo this
very opulent
orienial-style
lur wrap

(top right).
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“ I can't emphasize enough that Ridley
Scott is really the author of BLADE RUNNER.
Orther people had their input, too. Phil Dick
probably didn't understand just how much
of a collaborative art filmmaking is. i

thing where Rachael mercifully, for
evervone's sake, does hersell in, al
which poing Deckard grows in stat-
ure from the experience,” Dick
added, " "Grows in stature’ is justa
sobriguet for the face thar he's
really growen infimieely more ovi-
cal, which is apparently how these
Huollvwaood peogpale matuare.”

In an article published in the
February 15, 1981 tssue of the Los
Angeles Select T Gurde, Dick
lashed out at the deliciencies hesaw
in the BLADE RUNNER script.
He also went ome step farther,
attacking Scon’s ALTEN saving, a4
Monsier s i monster, aspaceshipis
aspaceship, and theonly thing than
saves this is its special effeces.”

It wasn't long belore Dick’s ari-
cle got back o the studios—im facy,
Dick sent it 1o them. “After no
hearing from anvone for all tha
ume,” Dick said, 1 suddenly go
an obnoxious call from them one
ablternoon, wherein they imme-
distely said that they were angry
that I had a copy of the scripn and
demanded v know justwhere Dhad
got it! They were so hostile than ©
was tempted o el them thar 1'd
flesuted over the studie m a heliom
halloon. bored through the cetling,
lowered o string and o picce ol
chewing gum and Tifved the seripe
ol [ the nearest desk.”’

Of course, Dick received the
script through nonmal channels,
from producer Michael Deelev's
Eiwyers. Jesus Chrast! 'me the
author of the novel on which this
property is based ! Dick exclaimed.
“Is s sostrange that [ should havea
copy of the scnpt? They also wld
me that 1 shouldn't be using the
word “androwd.” thae this was dan-
gerous talk [Ridley Scon dewesied
the term because he felt it was oo
cliched]. Ar thar poing [ wondered
whether was ialking woa studio o
the Malia, 50 1 wld them, “Shucks
feel s, 1o s sorry 1 oinded iy ook
1}y Androids Dream of Electric
Sheep? Bur vou know, gosh ...
mow 1'm sort of conmmieied pooe” ™

ek s brommal assandon BLADE
RUNNER had come shortly afer
the prodluction had shified from
Filmways to Uhe Ladd Company,
Fo ek sveliel, thechange i man-
agerment was accompanicd with o
pleasant change in the way he was
tresated, due in pare o the arrival of
a second screenwriter, David
Peaples.

Peaples had co-writen and co-
cdued the Oscar-winming  docu-
mentary THE DAY AFTER TRIN-
Ty, and had wrinen e Oscar-

26

mominated shonn AR THUR AND
LILLY. He was also involved ina
rewrite of REVENGE OF THE
JEDI when he was tapped o
rewrite Fancher's screenplay. The
riving mighe indicare than Peoples
was brought o w sanisfy Dick,
Mower likely, Fancher was dumpsed
because of confllicts with direeun
Ridley Sconr.

“Sommew here along the way, Rid-
ley seemmid o forgen that [ was miot
stmply a hired writer on the jrog-
cot,” Fancher saie, “bur tha [ was
also g producer and pant owner of
the Filon. We had Linally come i the
proint where we just weren 't geting
anywhere, Scon had some points
that he wanted imcorporated into
the soript, ideas than D actively resis-
el I was only adding these things
that 1 felt were worthwhile,

“Fimally, in November of 1980,
David Peoples was brought in,”
Funcher continued, “Surprisingly,
the thangs 1 Eel thar couldon's be g
inta the script=—the things Scon
had wanted—were incorporated by

Direclor Ridley Scoll, a graduate of an

all

CO-5CREENWRITER DAVID PEOPLES

Peoples m o ught, ongimal, admina-
Eles v, el Dikedd whan be did
with my seript. T had linde o dao
with itafter Peoples came on, just a
quick touch-up 1o two mino
seenes.”

Proples” changes w0 Fancher's
seemario alsa mer with Dick's
enthusiastic approval. " Peoples
did o first-class prece of work,”
Dick said. “He smoothed out the
dialogoe and reworked certain
scenes. And the whole idea of the
replicants being infusced with
Y TORETEN, OF [TCITRUre Aping, wis
a new twist, By inserting thisangle,
by dropping Rachael's suicide, by
rethinking the linal conlrongition
as i wonderful moving sequence,
and by oany other number of
tonches, Peoples oansformed the
screenplay ino @ beautilul, sym-
metrical retpforcement ol my origi-
matl work,”

Peoples insisted than his conri-
bution was overstated by the
author, 1 can't emphasiae enough
that Ridley Scott is really the

English arl school, influenced the look of

the fiim with hundreds of tiny thumbnaill sketches, as well as saveral larger line
drawings (below). It's no colncidence that Scotl's style is somewhat reminiscent of
Jean “Moebius” Giraud—Scot! is a big fan of the noted French lantasy lllustrator.
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author of BLADE RUNNER,” he
santel, “Seonts idens andd throst were
the motive force of the (ilm, For
instanee, he alwavs felt strongly
ek’™s ortgimal anomal
themae, thar o Bodocaust had wiped
st of the real smimuds oo andd
e gn was s ineredibBle stnus syim-
sl pos Baave onve, Bun we just never
Brekesd ehuat, esther them imserting the
shorn Annmnesiel Bow soenwe, s the
bt abosat the ool i Tyvrells ol liee.

“Onher people bl their inga
nnten thie pevised scripat oo, Peoples
added, Dick probably didn’
understand qust how much of a
collaborive art [lmmaking is, Foo
example, Harrison Ford and Rut-
waur Haower contributed some very
nice ddeas concerming their dia-
logue. As lor Fancher—well, 1
think he's been unfury depicied as
the hesovy, Dot Koow which ver-
sionn of the soripn Dick Lirst saw, b
the one ©read was qust ternilic,

1 ogather from Dick's reaction
thant he fele ooy work had vurmed the
soripst bk ionwanids hiisnovel,” Poo-
ples said, “Well, thae's really just
the foree of the original ideas in has
Bk turming everybody back, Aoad
let's Lace it=—soripts are alwis
changing., But even that deafe houd
changed by the final dayvs ol
shosoting. "

Although he endorsed the new
soripat, Dack seall baed conses to barele
the BLADE RUNNER brass. 1
wats offered o great deal of money,
anel @ et in the merchandising
righns, if Twould doga newvelization
of the scrcenplay, or il T would le
someone like Alan Dean Fosier
corme nand do i, Dick explained.
“My aggent figured thar 1 would
vk bt SAO0,000 ronm the deal.

Bt paart of this preac ke rog uined
the suppression of my orginal
mowel, and 1 sand oo, Dack added
T hey gest tasty agaiin, Fhey Began
toy thresten e withdraw the logo
rights—we wouldn't be able o say
that mv book was the novel on
which BLADE RUNNER wus
baseel, sl we'd be unable o wse
any seills from the film, We
reveanineedd ackomant, though, and
stk o oner guns, and they evenio-
ally caved e I rereleasing the
ormginal novel T only made alsoue
S12.500. Bur 1 kept my antegniny,
Al mow besok.”

he “lewd™ bevween Dick and
the BLADE RUNNER production
wits Dimally settled shonly belore
Christmas ol 1981, A than tme—
beono the author's sunparse—
Soont invitedd Dk cesthe sooddio e
prersonnal meeting, and oosoreening
ool 200 sminstes of the Brilo, “When |
et By —linally =1 ket think-
g ol how 1 hod commumsly
st o ALTEN, As he looked
e s 1 looked an i, 1 ke he
Twed tes I thanking aboant this, |
thonaghe, Ty well be that Soon
weill preaga e camne fon this gl ere.
But e wis very cordial, Daring the
sereening, Scot evens sat lehind me
tey expliin the continuiy of each
seguence he ran on the projector,”™
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Alwr the screeming, Dick and
ot hieed their first Gce wo Gace dis-
1. It was verv frank,”” Dick
ned, Ul expressed certaimn

expl
ideas that 1 hoped would be i the

film, sind then he sind the wilid
e be an the Bl Yetr he was very
i v honest, and very
1 he sand. Even though
old o number
tod cordiliny was

alwivs maintamned
Yocordin i Ihick, the man
sCAFCT ol CONFIRETALRaNEl Was ol I,l.lh“
dhifference 1 what the hook and
il were aill alwo, o me, tha
replicants are deplocable,” Dick
I Ty atnil
heartless, They have noempathy —
which s how the Volghe-Kamgali
test catches them—and don't e
about what happens o other crea

sand are oruel, cold,

I heew oo essenn il Iy fess than
haman

“Scott, o the other luond, sand be
regarded them as supermen who

Liaris

coraldn’t Hy. He sand

LT {11

they were smarter,
stromnzer andd bl East-
er reflexes than hu
muans. Hos st
was guite a diver-
|,:.|'1|.I.|'|'|l|'||1|r|'|.l|'||L:-
il pennt of view,
singce the theme ol
my book is that
Deckard is dehu
manited through
tracking down the
androwds, When |

told ham this, Scon
sited thut he con-

sicberesd ar an el

lectual aden, and
addded tha he sas i inerested
i making an escleric film

Bun I thank than Harmson Ford
relioed the ambiguines of Deck-
ard’s characier,”” Dick added. = 1'm
sure Ford will show just how dis-
tastelul has job s for him, 1 have
Faneh in thae.”

THE NEW YORK STREET SET on the Wamner Bros. back lol was transiormed
into the busiling metropolis of Ridleyville over a three month period of construction
and sel dressing. Large corrugated pipes, electrical conduits and other signs of
“retrofitling” were attached lo the brick and plaster lacades (above, inset top). In
addition, store displays were added which protruded over the concrete sidewalks.
The set was bullt to feature ditterent “neighborhoods,” including the sordid
nightclub district (center). The Japanese-atyle neon signs were built for the film by
American Neon, based on designs by ilustrator Tom Southwell (above left).
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X E”H Scol

lirst saw the
screenplay for
BLADE RUN-
NER whale on
ALIEN, He haud
1oy prass on the
seripat, bt he al-
e witvs ket it in
DIRECTOR mingd. A veur
aned o bl Laeer,
the seript was sull up for grabs,
Scone griabbed
“1 acoepred the fBillim for two rea-
Scont explained, “Firs, 1
knew Michael Deeley well, and
knew 1 could work with i, The
second reason was the screenplay —
I hanedn " beens able to get i out ol my
head since 1 firest vead i, even
though U'd ininally passed on the
ides. Re-reading o, T decided iewas
an extraordinary prece of work,
and 1 seemed o lend wsell to some
maarvelous design possibilites.”
N Scort saw BLADE RUN-
NER in terms of its design s nol
surprising. As a voung man (he's
now 43), he avended England’s
Roval College of Arns o study
painting and drawing, interesis
which had [ollowed him from
childhood, Scon sull draws, a tal-
ent he feels is invaluable o the Gilm-
making process. A sketch,” Scon
said, “is infinitely more useful than

s0s,

thie besst tweo-hour story conference,”
Whale at Roval College, Scon
found an old 16mm Bolex in oo
s hool cuphaoard, and cinema soon
supplanted  painung s has pr-
mary comcern. Scott’s first film was
BOY ON A BICYCLE, a shon
which he wrote, diveceed and pho-
tographed huimsell on o budger of
{65 (about $125), Afer a soreening
at the Brinsh Film Insutaee, the
BET wars impressed enough o give
Scott another F250 10 “reline’” the
jaragect. Sedl was on his way,
Acsniant ar the BRC follonwed, first
as i designer, anel then s adiveoon
ot such popular English prograoms
as L-CARS. Crossing  over into
advertising, Scott foundesd his own
production company (an ongoing
conoern today), where he person-
ally supervised the directiion ol
mere e 2000 commercials,
THE DUELLISTS, released in
1977, was Scoit's bBirst leature [ilm.
Scont so loaded the Tilm with pic-
towral eftects that he mmedianely
became o “name” 1o reckon with
Crites called the lilm—the story ol
a lomg-running feud between two
French officers during the Najpo-
leonie Wars—""musterful " “a clas-
sic,” and Vstageeringly beautiful.”
Although THE DUELLISTS
went on to wina Special Jury Pree
at the Cannes Film Festival, it was
poorly distributed in this counry,
an oversight which sull pains
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Scett, Uhe Bl was misunder-
stownd,” Seon saul. “Contrary 1o
what many thoughe, and how the
eritics approached i, THE DUEL-
LIS TS wers ret o ant [ilm. While
was shooting 1, 1 thoughe of 1asa
western, Yer i wias booked on the
art-house cirouit anyvway, Conses
cpuenty, i pever rea hed the large-
scatle mudienoe i was imteneed for”

'here were no dowbis that
Scon’s next Hilm reached s aodi-
ence, ALTEN was one of 19749 top-
grossing [lms, a project which has
since broughe inover SHO0 mallion
i rentals, Despate the huge sucoess
ol ALIEN, Scon was once agaim
pruat et by the general eriieal reac-
tiernn tex the el

“1 wanted 1o back off the hand-
core Dlood and gore, and T think we
prvarvageedd o dos than, ™ Soong sand, 1
I woaninesd tea, Leonaded protuably make
a 3500000 hesrror fillin—1 knosw
exactly what 1o do and how 1w
manipulate. And manipulation s
a dangerous word, g vicious word,
Which 1s why T wias so angry tha
somenne wrote that ALTEN was a
mamipulative paece of blood and
gore moviemaking with no re-
deeming fesnures whatsoever, [ was
very angry about than becase [ had
delibermely ser out not v do that.

“"Except for the chest-burster
seqquence, ALIEN 1s almost totally
devoid of bloosd and gore,” Scou
addded. “What these onities come-

THE VID-PHON is Ridleyville's
updated version of the Plcturephone.
Featured prominently in the flim—
Harrison Ford is seen here talking to
Rachael (Sean Young)—the Vid-Phon
evolved from a Syd Mead illustration,
and included “retrofitied” details from
Japanese model kits for extra texture.
Unilike the Spinner's display screens,
whose graphics were added in
postproduction, the VidPhon's video
Iimage was prerecorded and piped onlo
the small screen during principal
pholography. The VidPhon's graphics
were the work of Tom Southwell, who
siso designed Deckard’s VidPhon
credil card, shown actual size below.

R. DECKARD
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pletely missed was the wtal envi-
ronment of the Glm, how aroses
like HLR. Coager aned Raon Colily had
contributed o an environment
which had been very carelully
destgned and thought ou To a
large extent, that coviromment wis
a starement, and, T ehink, o great
privce o art work.”

Fhaowgh Scotr insists ALIEN
was not ananipulanve, e adomins
his background i doecong com-
miere s Gaaght ham hoss 1o hook
am audience. " Commeroial adver-
tsing v hes vou allsores of things
thaat vour don't veally learn aboot
when vou're in school.” Scou
1';l\.|;||;||r'|ﬂ! “Film schools wend to
deal only with very esoteric sube-
e ts, Poogale seemn to lorget than the
vond result hus got tosormehow come-
miricate with the audience,”

With has e kground asanrisg,
Scott believes thar a Lilim's design
can b st as amportant—and in
somne cinses, et hups more so—than
the actual nmarratve, As such, he
tends o closely contral as many of
the visual elements as possible,
preferving e to st ply tarm afilm
over o prodoction designer and
eflects directon,

“T ohink there's a grean endency
fer o director v walk i and never
be involved with his st depan-
ment ar his camera orew,” Scoit
sand. “He's only involved with the
actor and the scripe, bt that's only
Ball ehies pesks, Adver el Dishesd wath
ALIEN. I had o Fuarly thorough
grounding m cervam cllecis areas,
and g naivete about others, Work-
g with Douglas Frombull's EEG
crew has helped me o shade in
some of those previously hlank
areas, his wasanabsolutely neces-
sary educanon for me: the (ilm
director of the "80s anved the 905 will
have to be able o do aeryihung,
and special ellects and computers
are going o become as much of a
powal as the Michell comera,”™

For Scout, control over the [ilm-
making process includes such
seemingly mundane tasks as acu-
ally operating las camera, which
he has done [or his thousands of
commercials, as well as his pre-
vious features. But BLADE RUN-
NER was shot in Hollywood, and
the local camerman’s union doss
not look kindly wdirectons geting
toer involved with the camers crew,

“This s the Best flm Pveshest in
the United States, and overall 1
enjoy Los Angeles very much,”
Scott said, “But I must say thar |
encountered o cettam amount ol
Irustration in dealing with cerain
Hollywood umion regulations,
One of the rules here in Americi—
which has noeguivalent in Britain
—is that an American direcior
cannol operate his own camer,
Even more than being a director, |
am i camera operator. That's how
've always worked, Having my
camera taken away from me s
llogical, hike taking Armold Pal-
mer's goll clubs away [rom him.
It's also imefhiciens.”™




: here are cer-

ain  momenis
in movies where
the background
can be as im-
portant as the
actor,” said di-
rector Ridley
Scott, "The de-
DESIGN sign of a film s
the script.”

For Scou—[irst and always an
artist and graphic designer—de-
termining the look of BLADE
RUNNER was the most important
task he had w0 face. Perhaps no
other director 15 as concerned with
the buckground ol a scene than
Scou, who builds a dense, kaleido-
seopic accretion of detailing within
every set in a process hecalls laver-
ing.” Just as op record producer
Phil Spector created his famous
“Wall of Sound” by overdubbing
countless singers and instrumenis,
Seott takes a set and crams i with
information, adding and adding
props and details wiil the aodi-
ence is overw helmed by the sum of
the: parts,

“Toome,” Scon said, “a film is
liker o T00-laver cake."”

{In ALIEN, Scou’s passion for
detailing extended tostenciling the
words “Weylan Yutani” on the
Sigourney Weaver's underwear.
The mame is alsoseen on a beer can
in the ship's mess hall. The words
were the mame of the corporiion
fer whiach the crew of the Neastramo
worked ),

FEarly in preproduction, Scou
went over the seript with produc-
tion designer Lawrence Paull line
by line, lewing the words and
action suggest visual possibilities,
and letting proposed visuals shape
the screenplay inwarn, “Maost [ilms
depact the future as pristine, austere
and colorless,” Scon said. “We

THE BLIMP that ficats over the city
(above}—bombarding residents with
commercial messsges—was one of the
more unusual features of Ridieyville,

and one of the most ditficult to concep-
tuaillze. Al loast three variations of the

Blimp were scrapped (inciuding
the belge version with a cal-
walk, shown top right), until

wanled. George worked with
modelers Mike McMiliian and
Rick Guitlerrez to creale a

trusions to give the Blimp its
proper scale. Bottom Right:
Mike McMilllan wires up the
Blimp's lighting fixtures, which included
saveral small “blllboards” backilt with
tiny florescent lubes, twinkling fiber
oplics, and tiny bulbs the size of a
pinhead (normally used inside wrist-
watches) at the end of each anlenna.
The commercials that play on the two
large screens were projecied In 35mm
during a second In-camera pass onto
squares of silk placed over the Blimp's
semi-transparent screens. The resull-
ing double exposure makes the Image
appear simaost holographic. The bars of
light which pulse around the screens
were bundled strands ol fiber-optics,

it through a color wheel and shot
during a separate motion-control pass.

were determined 1o avoid shiny
buildings, underpopulated streets
and silver suits with diagonal
appers. This is a angible fuure
ot oo exotic 1o be believed, ™
The emphasis on design is more
than merely decorative—Scon feli
it was essential o the film, and he
demanded logical answers 1o the
problems of wrban design circa
2004, " The nighomare in my mind
was that this ook would merely
become an intelligent speculation
concerning a city 40 vears in the
furure, and nothing more,”™ Scon
said. “Believe me, designing
BLADE RUNNER was more of a
challenge than ALIEN, simply

because it's much easier o create
the environment for a space (ilm
tham a film ehant details lifeon Earth
in the future, In outer space, every-
thing just has to look technical,
And once you get above a certain
level, that becomes relatively easy.
“l insisted thar BLADE RUN-
NER's [inal look be authentic, not
just speculative,” Scot contimued,
“Lake clothes and cars, lor instance,
Il vou could take someone from 40
vears ago and whisk him o Times
Square wday, he wouldn't have
that many shocks in store for him,
especially as far as clothing is con-
cerned, since we're secing some-
thing of a resurgence in “40s

[ashions right now, The only
shock they're going to have will
concern the sleekness of our
automobiles,”

Scott continually walked the
tighrope between elements thar
were oo [utunistic and those that
were oo reminiscent of current
urban environments. “You go
through rather rightening process
everytime you made a design deci-
sion,” Scou said. ““Whether it's a
telephone, abar, ortheshoesachar-
acter will wear, once it's heen
designed it must be lumped inwith
everyvthing else in the [ilm, for bet-
Ler or worse, '

Scout's extremely complex siylis-
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A (Flying) Car Is Born

To build the futuristic autos of
Ridlayville, Ridley Scott lurned 1o car
customizer Gane Winfield, perhaps
best known for bullding the full-sioe
Galileo shuttlacraft for tha STAR
TREK television serias,

With & crew of 35, Winfield created
more than twa dozen lull-size
vohicles. The cars featured fibergiass
bodies and & VW chassis, excepl for
the larger vehicles, which were bullt
on the trame of Dodge vans.

“Originally they suggested that |
use the engine and frame of a
Camaro,” said Winfiedd. “But |
recommanded Volkswagons be-
cauge they re air cooled —you don't
have to warry about & radialor—and
because thay'ra rear-angine. It would
be & fremendous problem geatting tha
Camaro’s large engine within the
nspded body shapes.”

Winlleld's graatest challenge
involved the building of four full-
scale Spinners, including two thai

Auto customizer Gene Winfield builds the first
two dozen vehicles of the 2019 model year.

eould be driven ke regular cars, and
one thiat could 1o appear 1o take
oft. Alinough Winfield's Spinners
didn't realty have to fy, their odd
shapa and mechanical requine-
mants—inciuding hydraulically-
operated doors that lifted up and
Away —required a sizeabla portion
of his $800,000 budgel.

Construction began with
blueprints {top). which had
been prepared lor the miniature
makers, From the plans, a full-scala
WOooden mock-up was assambiled,
from which molds were taken o
create the fiberglass body pieces.

It took about four weeks (o
complately assemble aach car,
including the installation of the
necessary hydraulics. The "street”
Spinners used a standard VW gngine
and rear Suspension, with a custom
tubular steal chassis up front.

The "fiying” Spinnar was built from
scratch over an all-aluminum framea

Right: Len Hokel finishes up
the delailing In the cockpil of 8

with decals, exira hardware
and dirt (see photo, page 35).

to save walght Designed 1o be
picked up by a crane (o simulnie
flight, extra hydraulics were installed
to match the capabilitias of the
miniatures: the front wheels folded
into the car, Naps dropped into place
and movaable body Sections
channaled out jets of steam and
carbon-dioxide

“We also haavily detailed the
bottom with tubes, lines and othar
paraphermalia so il would be inferaes]-
ing to look at,” Winfield sakd

Al of Winfwid's cars were freshly
painted and (except for the fiying
Spinnar) ready to drive when they
left his Canoga Park workshop, They
looked so good, in fact, that the an

department olten had to "difty gown™

the cars, adding denis, grima and
rust o make them appoaar older,
“¥ou hata to sea that sort of thing
happen,” Winfield said, “but | undar-
stood. They just wanted tham 1o look
as realistic as possible.”

i ““m%,m -
tration for the

The Fiylng Spinner featured a cusiom-
made aluminum frame (lop right) and
hydraulic controla, Based

on blueprints originally prepared for
the miniature crow, a full-size wooden
W, mock-up was buill (center right), from
which the finished liberglass pleces
were molded. Body panels wers |
then individually bolted onio the |
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tic sense was influenoed by oo
number aof sources, including
Edlwurd Hopper's haunting pain-
ing Nightfimeks, which depios o
prowp of urban survivers frosen in
stlent imehiation i the suark ligha
o an all-maght diner. 1 was con-
stantly waving a reproduction of
this paining nnder the noses of the
production wsm e i lusoate the
lossk conncd vmnesesed T owears allter,” Scon
sanel.

Further “atmaosphere’” Bilwered
through Scate in the form of “50s
photwgraphs, Hogarth engrayv-
inggs, and, moste importantly, the
hallucinatory, skewed look ol
Heary Metal, “Uve alwavs been a
Famn ool e magaeine, which hink
dhesls with what 1 orerme “hall-fan-
sy, Soon sanld, T parioularly
enjov the work of Mochius | Jean
Ciivard]. You can cortainly see o
Heary Metal il luence throughout
BLADE RUNNER: Chew's cos-
o, o instance, is pure Moehios,
And we originally hadd a segment,
subseouently cut, when Deckard
visits o replicant’s hotel, which is
roant by amv ol i wathehis ineredi-
bl seeriess oof papes running from his
Tumges ey his mowh, This was
stiprpessenl 1o be our version ofaman
with heavy-dury emphysema—a
micely surrealiste fleaoy Metal
ponch, " Ao simabarly -Inzarre imaage—
a goni i an a business s used as
Bouncer i sevily hotel—wis also
stony besarded, bue never Iillmed.

While designing his films, Scon
often relies on o process he dubs
“pictorial relerence,” involving
the assembling of large numbers of
pictures, comics and are books, and
poring through them in a search
for imteresting artists and imagery,
While engaged in such a reference
binge, Scou stumbled across Sen-
fined, a 1979 arn collecuion by indus-
trial designer Svd Mead. The direc-
tor was captivated. A lot ol the an
in Sentinel was a bit wo futuristic
for what 1 had in mind lor BLADE
RUNNER,” Scont saudd, bt 1 had
the feeling Svd would be able wo
prlace has visions within our film's
time period. T owas specilically
impressed with his awmomaotive
designs, and since Fancher's scripa
placed emphasis on cervain luturs-
tie velaeles, Tlelt T might be on o
sommething,

Mo was called in April 1980 by
the film's production manager,
John Rogers, and asked 1o meet
with Scott. The 4%-vear-old art-
ist brought with him a set ol im-
pressive credentials,

Mead began his career at Ford
Muotor Company's Advanced Vehi-
cle Stdio in Dearborm, Michigan,
Twer yesars Dater, Mead was hined by
the Chicago-based  Fansen Come-
pany, designing promotional
booklets for such clients as TS
Steel and Sonv, In 1970, he formed
his own design company, provid-
ing the concept for o Carribean
Cruiseliner, working on mass tran-
sit projects, designing jumba e
interiors and helping w build the

VISUAL CONSULTANT SYD MEAD

R/ invented a social theory for each car—
why it looked and acted the way it did. The
theory rested on the projection that the city

was in bad shape—that the consumer/

exchange system had broken down. By

supersonic Concorde airliner,

Although has chiems were all
barsedd i the present, Mead s pri-
ey comveernns Ly oo futore stuedies.
A (it s BLeTests were aci-
ally why Ford hared one in the lirst
plivce,” Mead explained. “Notonly
could T eome up with advanced
designs than weren't inpossible,
Bt 1 oonled also resject them intoa
complete ITGEIGITY  SCETRITIS, s
appesed e isolaed rendening of
A single car om aowhuite Deard,”

BLADE RUNNER was no
Mead's Lirst brush with Holly-
wosh, Toe 1979, hie b bewens hured tes
concepiualice the mammaoth alien,
ViGier o STAR TREK—THE
MOTION PICTURE, working
with John Dyksira’s Apoger grougs
o the exterions, and with Douaglas
Trumbull's effects twem on the
ViGer inernor. T additon, Mead
contributed designs 1o Disney s
new seience foton lilm, TROX,

Another Mead design=—alben
uncredited —lound 1s way into
THE EMPIRE STRIKES BACK.
The armored Snow Walker, cred-
ited 1o Joe Johnston of TLM, was
based in part, on a 1967 illustra-
tiom Mead prepared for U7, 5. Steel
andd reprinted in Seafieel, 1 came
uprwith what Hhought would have
made an excellent mult-terrain
vehicle for the Armv,” Mead said.
“Laucasfilm Bwer sdmiteed thae the
leet of the Snow Walkers were
based on my designs.”

As for BLADE RUNNER, Mead's
first assignment was designing the
fururistic, but recognizable, auto-
mahles. T first invented a socal
theory for each car 1 designed—
why cach auto looked and acted as
it i, Mead said, “Basically, that
theory rested on the projection that

Right: Chew [James Hong) " 7
works in his lcy genetic
design lab, growing eyes lor
replicants, The sel was bulll in
a huge meal locker, where
temperatures were kept below
rero. Below: Ridley Scott (1)
and producer Michael Deeley
iry lo keep warm on the sel.

¥

thes ciry these cars mowved about in—
aned by inlerence, the ciny’s sociery
s well—was in b shagse.

“The characwer of the ciry in the
[l coome about, i my opanion,
because the consumer exohange
svatemn had Dnoken down,” Mead
contmued. “You wouldn't buy a
new ear, vou'd chop holes an the
dash, add new anti-pollution
devices or anstall highespeed ai
condimoning by modilving o
reprlacing the existing unis, This
illustraates Badley's idvas of retrofo-
ferig, o coneept thin permeates the
filim, Phevelore, most ol the hilm's
cars have an acoumualated, Tompw,
adddeel-om look, ™

Mol s vole gpuie kv exgaanded 1o
e luede tllustranions of streets,
stevelrones and props. 1 picked up
a general leeling of how they were
gonnge toslang the flmoan werms of
soenery, lighting and so forth,”
Mead explained, 1 incorporated
these Teelings w encircle the vehi-
cles, which Ridley liked very much,
Bring able o help design the sees
insured thar my cars would seenin
appropriate surroundings.”

Although Mead's dranwings have
been reprinted extensively, the
[inal waord on the Lilm's design was
still that of Scon and productiion
designer Lawrence Paull, 1 was
imvordved with the director on every
aspect of the project that involved
the look of the [ilm,"” explained
Paull, whose [eatures credis
include BLUE COLLAR, THE
HIRED HAND, and LITTLE
FAUSS AND BIG HALSEY.
“Than's whata production designes
does: coordinate, approve and con-
tribute 1o every set, prop, costume
and color on the film. A lot of peo-
ple were responsible or the final

look of BLADE RUNNER, and
there was a lon of creanve input
frovm all oof them, Ona show of this
scale and scope, no oone person
could have possibly done i all,

“For example, my ssisiant ar
thirector, Stephan Dane, not only
designed three Large trucks and a
b, But also physically picked om
i bewt ool oy retrofon material, which
consisted of cast-ofl mechanical
prants, trash, fosam, and sooon, Dsent
Dane 1w the Monthan Air Force
Base in Tuscon, Arizona and he
rummaged arcund the salvage
vards there, coming back with
truckloads of the stufl.”

(her key members of Paull’s
stall ncluded art divector Dravid
Sovder and ser dresser Linda De-
Scenna, Five setdesigners werealso
hired, Inaddition, Sherman Labhy
and Mentor Huebner were broughe
o s prroducnon illustrnors, serv-
ing up storyboards and concepn
sketches, " Labby worked very
tighitly with Scowon the continuiny
drvwings,” Panll recalled, “Bur i
wats sornew han Irastratng. Scot is
such a good artist—with a beauti-
ful contnuous-line style—that
he's as goad at storyboards as Sher-
man is. In fact, Ridley was respon-
sihle for hundreds of drawings
throughout the (ilm. We ended up
calling these linle 1'%"%3” sketches,
‘Ridlevgrams.” They were visual
telegrams indicanng his ideas and
showing us whant he wanted. By the
end of the show we had a bulging
package full of them.™

Paull frequently mentions the
“wam” approach o0 production
design emploved on BLADE RUN-
NER. When asked if these com-
ments were a veiled reaction 1o the
media spotlight focused on Mead
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Laft: The Pyramid during assembly in an EEG smoke room. Paul Curley reaches over to position one of the towers as Mike
McMillian (rear) and Mark Steton (right) size up the model, Right: The fully-sssembled Pyramid is inspecied by ]

modeimakers Mike McMillian, Tom Field, Kris Gregg, Chris Ross, Bill George and Mark Stetson, and effects supervisors Doug
Trumbull and Richard Yuricich. The model was only enclosed on three sides; note exposed edges in lower lefl comer. insel:
The tiny window lights were the work of Trumbull's sen, John Vidor, who spent days scraping paint off the acrylic wall panels.

=t huey, alter all, was hired as a con-
sultant and not a producton de
signer—Paull |'u|l.|~1'r| Hisr s mmedmeTil

Franklvy, ves,” hie answered, Sy
was intlly brought in o design
cars and hardware, and he did a
good job. But those cars dudn’t
mieically Bloom overmight, Toiook
more than three months o evolve
those designs bifore Ridley and 1
wiere satishied with them,

“I'm mot tryinge to b snade salbsoun
Sy here,"" Paull contmued. My
point 15 thae 1 osed the [uturise in
Mead the same way [ used Moebius
Heary Metal work or Frank Llovd
Wright's archatecture—as the bes
source of research in the world, 1
used all of the textural elements of
this input as an approach (o
BLADE RUNNER"s final design.”’

Pressed further on his feelings
oward the Mead media blite—in
cluding articles in Cmne and sev-
eral mass market Dlm magazines —
Paull admited than he feels he and
his crew have been overlooked in
[avar of Mead, who received has

THE TYRELL PYRAMID was one of the most elaborate miniatures in the film. Standing 2% feet tall on a nine-fool
base, the model was built on a "guesstimated™ scale of 1:1000. and was meant to represent a buliding nearty hall a
mile tall. Although there are two Pyramids in the film, only one model was bullt—optical sielght-ol-hand was
used to sugges! the second lower. The Pyramid was designed by Tom Cranham, who also helped storyboard
the elaborate fly-by thal opens the film. Much of the Pyramids intricate detail was fashioned
from acid-eiched brass plates, which were layered
in extensively, paricularty on the flying buliresses
that rise up on each side of the lower. The core

of tha Pyramid was composed of styrene and
plastic patterns cast in clear polyester, backed
with acrylic sheels cul lo size lo minimize

shrinkage. Internal lighting came from
florescent lubes buill info the

madel, shining through thousands

of holes scraped al random
in the palnied plastic panels
Additional lighting on
thae towers alop the
siruciune were
axialites, tiny
budlbs used in
the dials of
walches.

usual Tee of 81,500 day —somewhal
higher than union scale for set
designers

It made me mad (i aroicles
were written: about Mead imdicai-
inge that, besides the cars and hard
wire, he had also designed all the
sets and sireet scenes,” Paull sad
“He made considerable connbu-
tions inn that area, asdid 1, bun this
wis o groufreffon. You can see that
by mierely comparnng thie freal lisiak
ol the streets 1o Svd's preprodo
ron parntngs of them

‘Besudes, the whole look of the
film 15 ulumately Scott’s,” Paall
added, “"His 15 the umiving eve
behind this progect.”’

Scot wanted a look that was
dark, crowded and [oreboding;
Fritiirastag yved it othe samme pamne
somewha nostalgic for the seedy
wrhan centers of 40years ago, Th
feel of BLADE RUNNER isone ol

vast spaces that, paradoxicilly, are

also clavstrophobic and very
heavy,” Paull explamed. *Th
losake oof the fillm is complex, yeu al

the same tme it's basically an
4'\.IIIi|r|I ol old architectural
stvles co-existing with the new
ones, BLADE RUNNER is film
wpeerr: b anll takes |||.I| eat meht, 5ol
started 1o think of those Tare “i0s,
garly "50s hlms which always
starred o dark, brooding ciey, and
then extended that look HY vears
Jpaast ot e,

“Another concept was that a 1]
ol the environmental necessites of
this city—plumbing, air condi-
pronin g and sororut—are sSEarting o
mallunctiion, 50 how are these
breakdowns handlsd? By “rewoli-
ting, putting huge conduis and
piping on the sides of bunldings
and sidewalks 1o provide the neces
ANy Serviooes. ~'llt'[ll |I=r INEET 8% %=
s weren't luncuoning and the
tme and money weren't available
to rip them ot of the walls, 1

would be casier to merely service

|Ii‘|||ﬂ Irll||'| |!||' ||'|||'|-||||' 1|| ||‘||
bugldinas.,

The terom retrofienimge gotalile
out of hand, really,” Paull admait-

e, “Pve since been guestioned
about retro-decn, retro-trash and
retro-chic, Although most of these
terms were used on-set, they e just
noi that important,  They  were
jokes, really, anaddiive Laver vo the
owverall architecture of the film.'
“The theary behind retrofitung
was basically ‘orgameed cluner,””
Mead noted. “ Another olfshoo of
this was somethimg we humaor.
ously called ‘trash-chic.” Deckard’s
apartment refleces thas, becais
many of the furmishings, although
[airly new, have
stramze, reoveled r||l.I|Ir'. tir thiem
But 1 think ‘retroliting” helped 1o
give the entre [ilm a cohesive
umosphere and siyle, a directiion
that could be used o helps the other

ahviously

designers pattern therr work aley

Ihve lesageer Bosr abhe Dogure smectrogs
olis worked onne by Mead, Paull
anied Secan Tesares hogee sk
Conga ver TOO spornes Gkl sugapsonned on
oot b o boms Dl bles K Lo
aned G0 storees tall, Carrent banld
s wonld exist, v a0 anod il
form, converted it plumbing
and delivery doces, aor-oondion
g el storage arcis, and ser
vice acovsses o the megi-str
tares, Only the pravileged o Lisses
wosntlad Dive alsove these Gieky Tlosot
demanrcation pomots, For those
BLADE RUNNER's iy
gives o lireral vwest 1o the wdes of

lowe-liles

Fset ] oo

Mo hiere wirs Seodl s iscinaton
with “lavering more tapgEihly evy
den than o thie se of thies Toture
megssbopwolis Bl om thie Gannnannas
Sew Yok Sooeen ser o the Winner s
Iklon, Testure was evervwher
ther sireeel evienn semelled lke o sleans
metropelis, with the ever present
aronm of bornt colfee,
aned boaling noodles. Although the

wet trash

loank 15 sormewlcl semanescent ol
Hong khong, New York, Proadilly
Carcus and Tokyva's Gl St
the Gy s clearly the oneinal
elesapn of Meal, Paall ol Scen
lapthlul iy crearesd o ihree dunen
stotts, For Lick ol a bevoer time, th
Ridlesvills

Corestt wert clummps of pagser (retro

e |!IIIIIM|I it

trshi ) bav evervwhere: thick corra
el s statled up from the
stcbewnilks amdd writhaesd Gioross il
throngeh the Gcades ol the Baald
migs, Over e babble o shogied
imstrictons from elecinicians and
Eraps, Seolt's new wave punk

sonie il

xS them carrving
umbrellas with hgheed  hondles
‘-||.|I||||I1|| l".I‘!'I."\-II.II [ RN I'. Were
mesn vy enpEuldbed by the Lirger cromd
ol Oental stand-ins wearnng ol
thiresdbare, qpuanlied graganm: suis—
an anedpcatsenn of then Joswly stitus

A am all, o sevdy, sevikamge anelen

- Y
PROD. DESIGNER LAWRENCE PAULL

Chope ool the Bl 's design elemenins
reflected the extreme overcrowding
precedicted Fosr thoe g, Assiti-clom
prited metropaolis, concetved o b
twor huge cunes which hind grown
tomerether. (A e hud the Mew York
skylione o mimd when designing
thes canyscapses, although the final
[ant wdentilies the iy as Los
Angeles, ) Wil o shomtage of spun
ey of the arcades anmd shops in
Ridlevville extend out ante tha
strect, Ovlimdocal bubbles on tha
second oor of a club called The
Swake Pop exitrade four [eet ot ain
the wir; the buabbles hold mannik
s wesaning kinky 580 leaher o
i, amd overseoed stolfed pythons

Kool w il i wwans snbsin g orpnceaves] 1is

I onee gl sdverorscmment, wirh
Bivegees oorpnamieeri il soreens on the
sides of D ldings, o sorreal Bling
Hhminme owerhead with nomerons
Billbosarids amed twer hoge soreens
Hashing commercrals, and gansh
neon signs crowding the sinee
level, Some signs advertised Ll
nt prroed v s At Jun Beain, T
derr, Michelob and Shakey's; oth-
cis owere for prodocis as vet
vintclreanme of; still enhiers were elale
orwtely letvered an Japsimese, Tl
Lonest meosns Ballbsosand lesinored dlw
gartsh mage of o @il weanng a
cow by buat, swhese leb leg compin-
ously moved in wanon v o

W paroomietend pesarly 540 bats ol
meon Broan virious compginies fo
thies Filenn,"" sividd Pisual]

pramies didn’t actoally donae

1 bvesse oy

AN OVERSIZED SECTION ol the Tyrell Pyramid, shown al right during
pholography in an EEG smoke room, was bulll for the close-ups needed for the
liim's opening fy-by. The pholograph was double exposed 1o show the com-
puter-conirolled camera movemenl, in this case, an upward till. The model
was 4 feal high, 5 feel wide, and included several working elevators, with

3-inch-lall cars, Since the fiy-bys re-
quired the camera o “see” inlo
specific olfices, two tiny rooms
were buill, matched to the full-
scale sels. The miniature
rooms included "~ -1all
human figures, and
tiny ceiling fans.

iy Syd Mead was brought in to design the
cars, and he did a good job. But those cars
didn't magically bloom overnight. It took
more than three months to evolve the designs
before Ridley Scott and I were satisfied. wy |
|

thesm, e were kil eoough egive

wis the ooyt imake dbesn, Al ol
the signs wlhie h we baned spaecidu illy
comstructed lor BLADE RUNNER
were e by Ammerican Neon i
Burbank, which spent neurly six
momnths ldimg them. Actually,
American Neon only contrilaaed
vwothurds of the thones yon see i
the moavie. We inherated the rest ol
orr neon from ONE FROM THE
HEAR T Glier they were finisdied
wiath their Viegas sets, Than kicking
cemvirl: she came dhrectly 1 ns
fronn ONE FROM THE HEAR'T

Seorti’s vistonn o the Tonure alsao
pone Deaddeed oo nesaar - preerpret il dcad raan
vannesetl By thie esat-ol-commrol iodus
wrtalventieny, Losocmvincinely sim
prdantee ehiose gorrental downgsours
an vlaborate sprinkler system wis
e il alsont 200 feet abwove the oue
dewar s, Whereas miost proxdo

LS re Comiennd b s o skl

sprrnnnkler beesied o dvogs s on o heir

strevts, BLADE RUNNER uiliscsd
it least seven I.I1|Ii||\-~|||:|:|||||||_'|
sprinklers o sumulate a heavy
downpour, pecessitatinge  lenethy
set=upe while the mun eflecrs were
svinehromeeed, 1 he constant s -
gz el stopypring of this ran sys-
tern pesalied anoa harmps, perpetual
cludl o e seq

Coermbines] withy the shadows ol
the mizhi, the rumbling sowunds ol
the full-sieed vehicles hissing
tlovwwn the pome-shcked serects, and
the vapors rising from the occasion-
al, discreeely comoulliged simoke
pot, Rudlevaille had been effee
tvely transfonmesd o the wla
ity ey piglwmare, Ooe linal
ol during many ol the i
seofies, Scott o slow cere mnisi
feel throwgh ovirhead lowadsperak
||--I-:-||:J|.-||1-.u'.l.| b canst anvedcrew
withvthe mosady snmosphere he hid
sia puinstakigly constr sl aad
s becarhikingly achievisd

Chris Ross details the
rood al the oversized
Pyramid model. The
miniature included a

highly-detailed
landing bay (shown
balow, while under
consiruction) lor
which a 1" Spinner
modhel was necded.




ac of the

MOSE important
design concepts
Ridley Scot had
to face were
BLADE RUN-
NER's vehicles.
Unlike Fashions
or architecture,
the look of Rid-
leyville's cars
is sure 1o change 40 years from now.

Creating the necessary cars,
trucks and taxis—and making
them believable—was Syvd Mead's
primary function. Mead designed
five basic wvehicles, including an
armored taxi; the People's Vehicle,
a small, government owned trans-
port; Deckard’s private car; and,
most prominently, the Spinner, a
police vehicle capable of flight.

The vehicles had a thoroughly
worked out history and function.
“Ridley had his own particular
vision lor the cars,”” Mead said. “He
wanted believable mechanical
objects, but @ no tme did he want
these vehicles—or any piece of
machinery in the film, forthatma-
ter—io dominate the proceedings.
He'd always say we weren' tmaking
a “hardware” movie like 2001,
What he wanted were backgrounds
that refllected an everyday, worka-
day level of technology, yet back-
grounds that would stll be suffi-
cently impressive o interest an
audience.”

Mead's designs were attractive,
but they were also based on sound
mechanical and practical con-
cepts. For instance, the taxis were
designed low o the ground o
emphasize their load-carryingabil-
ities. And Mead developed the Peo-
ple's Vehicle as a possible solution
to the mass transit problem. “It's a
little cart-like thing anvone can
rent or lease, but not own,” Mead
explained. “You climb in, inserta
card and pay for the time you actu-
ally use it Then vou simply leaveit
parked on the street when you're
through, and it sits patiently wait-

DECKARD'S CAR (left) was designed lo resemble a decommissioned Spinner, capable of street travel only. Visual
consultant Syd Mead reasoned thal the Spinner's air flaps and air-directional panels would be removed, bul other original
leatures—such as the heavy-duty windshield wipers and oversized bumpers—would remain. The car, like everylhing else in the
city, has been “retrolitted,” with new elecironics and air conditicning equipment lelt on the outside for easier servicing (left).
The car is shown here prior lo final detailing—graphics, grime and a 2019 license plate were added later by the art departiment.

ing for the next customer.”

BLADE RUNNER's “star car'”
15 undoubtedly the Spinner, the
first design concept discussed ar
Mead's meetings with Scow. "The
starting-ofl principle [or my work
in the [ilm was that this futurisuc
society could produce a car thar
could fly,” Mead explained.

Scott had originally conceived of
the Spinner as a fairly compact
coupe, Instead, Mead designed a
larger, “Chevroler scale” maodel
which would lend itself 1o visually
impressive, [ull-scale takeolfs. The
artist also decided against the heli-
copter-blades and folding wings
that had become a cliche, “Instead
of unwieldy folding propellers or
H.G. Wells-like appendages,”
Mead said, I suggested designing
the Spinner as an acrodyne, which
is a heavier than air cralt with an
internal, enclosed lifting system
built into it—something like the
hovering Harrier planes the Brit-
ish have been using during the
Falkland Island crisis. | insisted on
an ‘enclosed lift system” because the
Spinner had to be believable, Fold-
ing propellers and wings wouldn't
work in a congested urban wraffic
situation,

“The floor boards were built out

In his hunt lor the renegade replicants, Harrison Ford questions a fish dealer
(Kimira Hiroshige) on Anamaild Row, a stretch of sidewalk booths specializing in

mechanical snimals. The set is a clutter of con

ofen-conflicting images, and

is one of the best examples of director Ridiey Scolt's penchant for “layering.”

34

of clear plexiglass,” Mead added,
“so that anvone in the passenger
compartment could look down a
their feer and see the city flying
away beneath them. I thought this
was g nice, simple, and practical
navigational ad, If the instru-
ments conked out yvoucould always
fly by the soles of your feer, so w0
speak. I'm not sure they used that
little detail during shooting,
though.” (her design touches
included heavy-duty windshield
wipers and glass cleaning systems
to deal with the highly-pollutedair
of 2019,

In addition o incorporating
hydraulic sections which fold the
the front wheels up inside the cralt
for its conversion o [light, and col-
lapsible headrests built with seli-
contained speaker systems, per-
haps Mead's most unusual Spinner
detail was a hydraulic “twist-
wrist” steering device, The radi-
tonal steering wheel was replaced
with two in-dash holes into which
operators placed each hand, grabhed
a handle set within the hole, and,
by wrning their wrists, effectively
guided the vehicle,

Mead's designs were turned over
todrafismen, who prepared detailed
blueprints, from which both mini-
ature and full-sized vehicles were
built. Along the way, many refline-
menis were made—some for practi-
cal and stuctural reasons, some
ordered by Ridley Scot, who felt
Mead's designs tended 1w be too
futuristic.

“1 set up the design forman for
each vehicle type and then let the
draftsman and builders make
necessary changes as they went
along,” Mead said. “What we
ended up with was a curious
acoumulation of detail, a heuristc
growth of odds and ends thar the
original concepts didn’t include. T
think the cars really do look believ-
able because of this,"”

Although nearly all of Mead's
designs were constructed full size,
miniamres were needed 1o make
the Spinner “flv." Mark Stetson,
who supervised the film's minia-
ture work, began by constructing a

six-foot-long mock-up in his gar-
age o work out, in three dimen-
sions, some of the design difficul-
ties. Stetson made a number ol
changes 10 suit Scot, including
altering the Spinner's rool from a
laser pun 1w a more-conventional
siren and [ashing lighis,

Stetson's crew built detailed
Spinners in varving sizes, [rom a
timy moddel barely an inch long toa
highly-sophistcated four-foom
model with nearly enough buili-in
mechanics o drive out of the EEG
facility on its own (see sidebar,
page 414 In additon, several other
flying vehicles were built o add
more detail o the panoramic fly-
bys. ““Three of these 18" back-
ground vehicles were made by Bill
Geonge ina week and ahall,” noted
Stetson, “Since there was nothing
cructal about them, very linle
design work was done, We simply
repainted them as needed.”

Most of the vehicles in BLADE
RUNNER. however, were real,
built [ull size, and able 1o drive
under their own power through the
short, zig-ragging streets of Ridley-
ville, To tackle the job of translat-
ing Mead's designs to fiberglass,
rubber and steel, Scott chose Gene
Winfield, an old hand at cinematic
GIT CUSIOMIZNE.

Winfield has built a career on
producing vehicles and props lor
television and film companies. In
the 1960s, Winfield joined up with
AMT, a leading model kit com-
pany, building full-scale, func-
tional versions of unusual model
cars to be used for promotional
tours. Winfield was introduced 1o
Hollywood through his AMT con-
nection, designing and  building
Napolean Solo’s §35,000 car from
THE MAN FROM UNCILE.
Another AMT deal enabled Win-
field to design STAR TREK' s [ull-
size shuttle craft, Winfield also pro-
duced custom auwos for GET
SMART, IRONSIDE and T.H.E
CAT, and created eight vehicles for
Woody Allen’s SLEEPER.

Winheld was [irst contaced on
BLADE RUNNER while the pro-
ject was still being shopped around



Hollywood. “Universal Studios
was budgeting the picture o deter-
mine whether they were going 1o
produce it,” Winfield recalled,
“They wanted me to bid onie, They
also wanted me w design the cars at
that point. But then Universal
dropped the whole thing.

“Four months later,” Winlield
continued, “Filmways called. |
won the bid and wemt over o the
BLADE RUNNER production
oflices, The Tirst thing 1 noticed, of
course, was that all of the cars had
already been designed by Syd
Mead.™

Waorking within a budeget thin
wis well under S8O000,° Win-
Lield spent nearly six months pro-
ducing the needed vehicles, haring
it 35 member crew and working out
of three different shops—iwo
rened and his own LGicility in Can-
oz Park. Owiginally, Winfeld was
tr build more than 50 full-scale
vielucles; budger restrictions and
destgn changes loswered the toeal vo
25, among them, eight “sulecome-
pact” People's Vehicles, four taxis
and six sedans, including Deck-
ard's car,

Winlield's cars were given more
devaihing than usual ilm vehicles,
For imstanoe, instead of (L glass
panels i the windshields—the
usuil cost-cutting procedure—
windsereens were [ined with
curved plastc. However, the extra
detnling occasionally meant dead-
line problems, and many of thecars
were delivered strmight from Win-

CAR CUSTOMIZER GENE WINFIELD

R 1o warned them that the hvdraulic,
twist-wrist steering would be difficult to
operate. The steering systems were so critical
and hard to drive that the first Spinner we
delivered was immediately cracked up. wy

field’s shops wo the set. Screenplay
changes also meamt the reworking
ol several designs, adding (o Win-
field s work Lo,

AL one pornt i the scrapa, Seb-
astian's v motor home was fea-
tured much more prominently
than it o1 pnow,” Winfweld s,
“Well, that chamged, bur the van
had been buile by then and they
likesd ar 5o much thean we wound up
making three of them. One was for
Sebastian, of course, one was made
over o converted Dre oruck, and
one looked like an ambulance, All
of these were constructed from work-
ed-over Diodge vans with an exira
axle added, so that, in the end,
thev'd look like anyvihing but o
Dosdlize van.™

Winfield also built four differem
full-scale Spanners (see sulebar,
paage S0—two fully sueet-operi-
tiomal, one built ow of lhight-
wetght aluminum and designed (o
b “Mown™ by crane (or oneset
Urake-olfs" and one mode] dubbed
the “breakaway” Spinner, built in
three sections o factlitae filming

interiors on an EEG effects stage.
“Doug Trumbull was keeping tahbs
oy our work all of the ume” Win-
field noted, “He'd occasionally
drap by our shop o make sure we
were doing things thar would
match up with the miniature
Spinners his crew were con-
structing,”™

Al of the Spinners were buili to
conform with Mead's paintings,
right down o the “twist-wrist”
driving system. Although innova-
tive, the engineerning detatl proved
ey impractical. “We warned the
production eam  that the wist-
wirist steerimg—a very complicated
hyidraubic system—would be hard
for an ordinary person 1o drive,”
Winfield explamed. “We kepi say-
ing thatthey should send some: peo-
pleover tothe shop sothan we could
trann them on driving these things,

“Whant we feared would happen,
did,” Winfield added, “The steer-
ing svstems were so oritical anmd
harrd tes drive than the first Spinnes
we delivered was immediately
cracked up. Aler thar, they decided

THE SPINNMNER at rest on the rain-
soaked neon-iit sireets of Ridieyville
{below) and in flight over the city (left).
Scenes in the Spinner's cockplt were
filmed on an EEG stage early in
production; the video Imagery and the
backgrounds were both matted in later.
This particular shot through the
Spinner's windshield was one of the
mast complex in the film, requirng 35
separale elements to complete.

they didn’t have the time o wach
preaple the proper way of handling
these things. They had the hydrau-
lics and ewist-wrists pulled owand
a regulation svstem installed,
[hat's how these small chan-link
steering wheels ended up on the
cars, They were the smallest, cheap-
est things you could buy, and they
hespaed therr siee would enable them
to [ilm around them, so they
wiouldn't be visible. 1 sure fope
they never show on camera!™

Although Windheld's contribu-
viony was crucial, he did nogbuillvall
of the [ilm’s cars, In keeping with
the retrofittiing theme, modern day
velineles were altered for use i the
bac kground of street soenes, * These
weren’t custom jobs inany sense ol
the word,” Windoeld saud, “but old
cars [rom the "Gls—Plymouths,
Cadillacs and the like—that had
been crunched up with anks and
tuhees and stnless steel gunmicks,
Ihey're mixed in with my carsdur-
ing the g wallic jam, I'm fairly
sure that they were the handiwork
ol the production guys, although
there may have been some input
from Dean Jelleries, another Hilm
car designer,”

Although most of Winlield's
previous custom cars have been
prominently featared in promo-
tional wours, only live of Winlield's
25 vehacles remann intact, the rest
were destroved by Mother Natre
and Warner Bros,

O the mighe of May 14, 1981, @
around 11 o'clock, alire started two
doors over [rom me and spread 1o
our shop,” Winfield recalled, I
totally consumed our building,
destroyed all our tools and equip-
ment, and burmed two of the
BLADE RUNNER vehicles down
1o the ground. And we were work-
ing in there at the tme! That hire
really put me in a stae of shock,
because 1 wasn't insured for i, We
were working hierally around the
clock, and the [ire insurance had
simply, totally, slipped my mind. 1
finally absorbed the cosis, but it
was touch and go for awhale,”

Ihe rest of Winfield's cars were
destroyed—imentionallv—afier the
shoot had wrapped, “They were
destroved so they wouldn't show
up in any other movies or TV
shows belore BLADE RUNNER
opened,” Winfield said. *“They did
keep two Spinners, two of Deck-
ard’s sedans and one police sedan,
though. If I'm lucky, I'll get the
contract to restore the Spinnersand
we'll take them o Europe for a
promotional our!”
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RIDLEYS INFERNO was the name given by the
crew to the vast industrial complex that surrounded
the city. Although appearing 1o stretch for miles (see
pholos, page 20-21), the forced perspective minlature
was just 13 feet deep and 18 feel wide, made ol edged
brass and sculpted loam over a plexiglass base. The
miniature was designed by Tom Cranham and Chris
Roas lo resembile the massive refineries currently
found in New Jersey and Long Beach, bul on a lar
greater scale, and
included more than 2,000
individual light sources.
Above: Chris Ross (1) and
George Trimmer add
painled detalls lo molded
foam structures in the
foreground of the
miniature. Only the front
of the model was fully
delailed, including several
large brass towers bolted
onto the front of the
lables; the rear was merely rows ol edged brass
sithoueties, positioned by Ross in diminishing scale,
after first checking the perspective with paper cutouls
(inset). Above left Trimmer (1) and Leslle Ekker
delailing one of the three 6'x13’ tablelops used for the
miniature landscape. Assembiing the model in three
pleces made il easler o move lo the shooting slage,
and allowed for greater Rexibility when shooting the
Inlemo as a backdrop 1o other miniatures. Below left:
Ekker and Trimmaer (r) work on an upended labletop,
stringing some of the seven miles of fiber-optics
needed lo light up the sel. Using industrial lacilities in
the nearby San Fernando Valley as reference, effects
supervisor Dave Dryer used dyes to tind the lights
various shades of red, orange and yellow.

able urban envi-

ronnment, circa

2009, producer

Michael Deeley

concentrated on
the environment of Hollywood,
circa 1980-81. A the case with
most major produc , the route
from script to screen was anything
bt smooth.

Even Liguring out what to e
the project was dilficuli, DAN-
GEROUS DAYS was soon dropped,
and in casting about for something
else, BLADE RUNNER (Ford's
code name in the script) was chosen
as a suitable working ttle, It was
not until nearly one year later that
the title was made official.

Shortly after the name was
chosen, it was discovered that there
already existed two books tled
Blade Runner, one by William Bur-
roughs and the other by science
fiction/fanasy writer Alan E.
Nourse (concerning a society
where medical supplies are so
scarce they are supplied by smug-
glers known as “Blade Runners').
But by the time Deeley had licensed
the books for the [ their ||r]r_-s,
Scott & Co. had grown fond o
another tile, GOTHAM CI'] ‘|'.
But Bob Kane, creator ol Batran
{whose adventures ook place in a
city of the same name) objected,
and BLADE RUNNER it was.

Finding the right actor 1o por-
tray Deckard had been one of the
major challenges facing Scott and
Deeley from the start. Alter wisti-
fully musing on the impaossibility
of obtaining a 30-year-old Roher
Mitchum ("W hat he couldn’t have
done with this role!” Scoit ex-
claimed), they bt'{ ame interested in
II wrrison F In addition ter

ord's alby
% as Han '-.-ulu
Indlim.l Jomes have helped rake i in
more than $500 million at the box
oflice—they felt Ford had been
given little opporiunity 1o show-
case his true talent as an actor.

"Ford hasn't been given much of
a chance, particy y since STAR
WARS, o show what he's made
o, Decley sand., “Welelt tha Deck-
ard's cur nixture of emenging
sensitivity and hard-botled buaresig-
erat would be an excellent chance
fesr buirn wes e thiae, ™

Obviously, Ford agreed. "The
story hi lement ol psychologi-
cal drama I've never dealt with
before in oa [ilm,"" sad Ford, who
has also starred i such recent fea-
tares as FORCE 10 FROM NA
RONE, HANOVER STREE
and THE FRISCO KID. “One of
the interesting things about Rick
Deckard 1s that he's highting fear,
Shooting people is not something




Left: Doug Trumbull (kneeling), David Dryer and assistan! Leora Glass b
of the frame of the 85mm motion-control camern. Right: Mark Stetson

lock out a shot in the EEG smoke room. The large metal half-circhs behind Trumbul) is pari
makes a last-minute adjustment to a minlature of the noodie bar al which Deckard s picked

up by police, a mode! bullt by Bill George. The skyscrapers on the far left were undetalied, back-lit lacades, with holes cut in 1o let the light through.

At EEG, where there’s smoke, there’s miniatures

Emusified oil and computerized cameras created ultra-realistic cityscapes.

To craate the scenic vistas that
BLADE RUNNERs fying cars soar
through involved the closs harmony
between the modeimaker's art and
the science of motion-control
phatography

While dotailed models have boon a
stiple of movie making for genar-
lions. compulenzed mation-conirol
systems—which anables the camers
to repaal movemanis exactly—are a
reatively new innovation. “What
could be calied motion control was
used fairly successfully on 2001
explained Doug Trumbull. =t
consisted of very clumsy motors
linked up 1o gear boxes, which were
taken aff iathe machines, which ware
hooked o iming balts, which were
hooked up to lead schews. The whole
thing was wery clumsy and it only ran
at one speed, Bul nevertheless, il

Below: Etects supervisor Dave
Dryer looks through the lens of

the 65mm motion-control camers
to check a smoke-room sel-up lor

& Spinner fly-by. Although the
bulldings are aimost laying on

heir sides, theyll appear vertical

as the camera splrals down lowand
the Procinct Station (far left). Right:
The complated set-up, it and ready
to film. Note the rounded building
in the lower conler—thal's sctually
the “Millannium Falcon™ on it sdge,
redressed as a futuristic skyscraper,

wotion control
tale-of-the-art has &
quite a bil in the intervening 15
and BLADE RUNNER's flying scenes
wara photographed on Trumbulls
own “lcebox” sysiem, daveloped for
3K and able to control
rection, axposurs II|;]h|!|ru;
of articuialed modals
With nearly 25 separate Spinner
lying shots, the three EEG motion-
antrol systems used in the film—
whose tracks are laser-kaled and
epoxied onto the fioor lor parfect
steadiness —beacame crucial mechan-
ical componenis. “Wa'd rehearse a
maotioh-control move by first
programming i and then repeatediy
loaking at the shot in black and
white,” said effects superisor David
Dryer “When it was smoothed out

and looked ke it was dobng what it
wias supposed todo, wa'd take the
system through a production shot

Most effects houses shoot models
in bright lighting against a biua
screon, Bul EEG shoots thelr models
i “emoka” to give tham texture,
pulling high-contrast mattes in a
saparate, no-Smoka pass

EEG's smoke room is 40 feal wide
and B5 feet deep, and equipped with
Infrared sensors that constanthy
maasure and control 1he density of
the smoke (aciually, emulsified oil
suspanded in aif ). The smoke is
exceptionally irritating. 50 operators
manitor the shots from separate
booths. When “hands-on™ contac) is
naeded, gas masks must be worn by
the crew (right)

When worlking in the smoke room
during a shot, members of the crew
wiear gis masks io prolect them
from ihe oll-saturated air.




Signage Of The Times

Creating Ridleyville’s posters, patches, logos
and decals, and a newsstand full of in-jokes.

Ridley Scott didn’t want the sets of
BLADE RLUINNER to look like sets.
Rathar, he wanted audiences to think
thary wars actually ssong what Loa
Angelas would look like in the year
2018, To help make Rldieyville real,
iNustrator Tom Southwell spant sl
months creating background graph-
ics—a subliminally-parcaved collago
of magazings, posiers, municipal
signage and $100,000 worth of neon

Whila litthe of Southwell's work s
promingnily leatursd on Scréan—
axcapl, of courne,
for tha neon —the
typographic as-
sortment graatly
adds fo the overall

impact of a lived-

in environment

“Lawrence Paull

. turned 8 number
ol graphic illus-
tration tasks over
to me,” explained
Southwell, a 1872
graduate of New
York's Pratt inati-
tute. “1 rapidly
grew into guite an
assignmant. | was
with the film for
six montha doing
this." During this
pariod, Southweall
designed thae
oriental neon signa
{including the
longue-wagging
White Dragon
hovering over Deckard's noodle bar),
warning stickers for the parking
moters (shown paga 221, and the
trafficators’ “Walk/Don't Walk™
symbots (shown above)

Southwell—whose pravious film
exparience included stints as
production llustrator for ANNIE,
RAISE THE TITANIC and THE
MUPPET MOVIE—caniributed to
several departments invoived with
tha film. For the costume designars,
e provided the insignia, patches
and badge worn by police officers.

Signs for WALK/
DONT WALK

Above: Tom Southwell's
designs for (from lop):
Spinner decal; taxicab
logo; restaurant trade-
mark; and symbol lor
u e
Righi: cover of 2018's

leading men’s magazine.

To the craws building the full-scale
Spinners, he designed a licensa
plate, jpgged seripd numbers and
ather dacals, and aiso the three-
dimensional “Spinner” logo, which
wis positionad on the réar of the car
Southwell also assisted Paull and
wrt director David Snydor in detailing
the New York Street sel—designing
everylhing from advertising posters
for drugs and cars 10 signs for the
numerous storefronts. And working
from Syd Mead's original concapt
skatch for the VidPhaon, Southwaetl
prapared the actual phone graphics,

including Deckard’s VidPhon credit
card (shown page 28)

Southwell's most interesting
assignment —oertainly the ond that
gots the most aftanthon—was design-
ing 2019's magazing covers—a last-
minule job thal produced some of
the most humonous axamples of
whal life might be like in 2018, Given
just four days to come up with cowars
suitable for 8 Ridleyville newsstand,
Southwell creatad a number of
startling titles, including Krofch
{going lor $29 a copy): Moni, with &

A last-minute assignmen lo create background detall lor a Ridieyville newsatand resulted In nearly a doren unique
magazine covers (including the three below), and some of the film's wittieal touches. Ilustralor Tom Soulhwell included
names of key personel where possible—note articles bylined by M. Deeloy, R. Scott and L.G. Paull on cover of "MONL"
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cover story on “lllagal Allens” by A
Scott; Kill, whosa moltto is “All the
MNows That's Fitto Kill”; Fash, a
large-farmat fashion magazine
featuring an articla on “Spray-on
Swimwear”, Creattve Evolution; and
Hirn, the skin mag of the future, with
an article on "Hot Lust in Spaca,”

Southwell's original designs were
reproduced with & Xerox color
copher, cut to size and glesd directly
1o the covers of existing magazines
such as Omni and Playboy. Although
thi Xerox process was relativaly
crude, it was the only reproduction
mathod fast enowgh to moeat the
daadiino.

Deliversd to the set. tha 2019
magazines wora mixed in with a
number of contemporary magazines
titlea, including Scotl's favorite,
Heavy Metal, and the punkish Wer-
The Magazing For Gourmet Bathers,

Like most of his othar work, tha
magazine covers can bamely be
glimpsed on camera, bacoming just
another componant in Scott's so-
called "T00-layer cake.”

“I was always awiare that my
dasigns wera a small tile in the
overall mosalc,” Southwell sald, “In
the case of the magazine covers—
which were intentionally raw and
unfinished—Ridley had simply
wanted a fuzzy visual backdrop for
thet newsstand. 1t might have baen
nice (o have gotten 8 closer view of
thosa magazines. though. I'd put the
names of all the top production crew
right thers on the covem.”




he likes todo, Soeven though he'sa
prretny goodd omne, he's o reluctam
detective an best, That ambivalence
s anteresting Gacet of his cluirac-
ter. Hle also gers beat apa b

Picked o the cruenal role of Boy
Batty wos Flolband's Ruoteer e,
perhips best known o American
audiences for his recemt perfon-
mianee as Albert Specr in the TV
minseries INSIDE THE THIRD
REICH. The 38-vear-old actor—
whise well-developed form makes
b prerbect o porray asuper-deve
loped  milivary replicant—has
appearcd in nearly 20 features,
i ludding the Osoar-nomineited
SOLDER OF FORTUNE and
NIGHTHAWRS, in which he
prlarvesd i termonise,

Other cast members inelude
Sean Young (5 TRIPES s Bachael,
Ford's replicimn lover; Edward
James imos e Indiain seeel-
worker im WOLFEN, and “'Fl
Pachueo an AOCYT SUTT pas Gall,
Fomd's jealous sidekick: amd Joe
Purkel (ehe ghostly banender in
FHE SHINING ) as Tvrell,

Late in 1980, while hondreds ol
designers, actors and wechnicians
were nnssing towards the searg of
preanne il plvotegraphy, an abraga
event nearly sank BLADE RUN-
NER: the lilm's Dnancial backers
sudedenily pualled onae of che Gilm,

Ul vomesr wass that Filmways
ilecided o g thedr maoney behind
another project,” sadd o source
close to the production. “Gossip
had v than the other movie wis
BLOWOLT, whichcost alwsnt $16
million. IE that's e,
oenches o b stk

I o torm-ahoan than muost ave
stk Phal Dick as IEER T jll'\[l“'.
Soont anuld Deeles frese hieand alwout
the Filmways disaster by reading
the trade paypers. The stall could
nest have hapapened an o worse time
Preproduction was beginning 1o
wind dowwn, and ianew backer was
e ekl fownd, o mgha prosve
impsessible o reassemble the onew.
Seostt wirs alses set o direct DUNE
next Gan assignment which has
since gonne to David Lvochy) amd af
Filmwavs” pullont delayed pro-
duction, BLADE RUNNER mizlt
b withumnt o divectorn, Waorse, o
Drivecrons Gaaild strike was planned
fow the suemmmer of V950, 1T obe Dl
was delaved oo longe, wobody
wistihd b eiree ting,

Happily, the wrmaround  wis
bl Adver approachimg more than
a doven compuanies, Deeley received
backing—on a ludger now a 522
millienn —from  Dindem Presloe-
teoon executives Jerry Perenchio
andd Bud Yorking additional costs
were absorbed by The Ladd Com-
pany. whose dicector, Alan Liadd
Jr had given the go-abead o
STAR WARS and ALIEN while a
top executve at 200h Century-Fuos,

Adver nearly o vear of preproduc
tion, BLADE RUNNER's pringi-
pal photography gol underway on
March 9, 19581, three morhs Lie
tham first planned. Since most of

REERNS LR NI

SEBASTIAN'S HOME was set in the
histaric Bradbury Bullding, although its
appearance In the film (inset lop)
hardly resembles the Los Angeles
streel on which it actually stands. The
building's Renaissance exterior was
dressed with large barey columns and
a tattered canopy extending out inlo
the street, lo which futuristic traffic
lights, parking meters and video
monitors wene added. A Matt Yuricich
matie painting crealed the towering
cltyscape in the background. The hold-
oul matle (insel boltom) shows the
extent of iha live-action element. This is
a blow-up of a 65mm interpositive, the
low-contrasi siock to which Yuricich
musi malch his colors (see sidebar,
page 47). Above: Sebastian exits his
customized van, designed by Syd Mead
and built by Gene Winfield. Since
Sebastian s a tinkerer, the car is meant
to look homemade, cobbled out of &
variety of old and new components.

the Bl is st ar maghe, that's when
mech ol the \||rn:|i|:Ll‘ tisk I:I;iu-,
towa, Dhait et theo Toaneh was
normally held afver midnigha and
Flming would wrap ar Jor Sinthe
morning. This groeling poace
lerrcee] Scone i anher key person-
el ten survive o s averaee of four
hewars of slevp, as it was usually
onnly aeshors cirme Between the end ol
Inhrng s the soreenang of dailies
the next moming,

Decley bl origmally scoured a
neeernbeer oof sactual wrban locaions,
B o wans soom agreed than the pos-
sibaliey o residens vanclal iz ing the
claborme sels was oo et a risk.
Instesud, the Dlm's exterion were
shot o one of the Trgest—and cer-
tainly most widely seen—standing
set i Hledlvwoond: Warner's New
Yok Streen set, Built maore thae 50
veaes age, the set has been used [oa
sudch diverse fre as ANNIE and the
Dl End Koels Teanares, as well as
the setning for such detective olas-
sies s [HE MALTESE FALCON
anil THE BIG SLEEP.

Ihe dimensions of the New York
SULANC as Ipressive as its history.

he Hleshapsed area is o full cin
Flesck Dovne, thoeh with insvirious
imtersections skl olf-shoots, the
sterrelronus and rownstones would
streteh for several hlocks if “un-
olded. ™ Ad the west end ol the street

intersedtion  dubbed the
Smghtclubares, with hars, restiiu-
vants and depaniment stores. At the
opposite end was an X-shaped
putersedtion, which became a small
version of Times Sequare, “AL one
premine we were goin g o hanga huge
sireen on this Bacade and throw
Iromt-projected  plates of  sumao
wrestlers onoae,” Paull said, bot we
never got around o

I'he basic consuuction of Rid-
lesville ook ten weeks, with an
addinional momh devored o ser
e Iowas i very i selied-
ule,” Paull said. ~In the nighielub
area, for example, wene were liter-
ally limishing up details during the
tlay for that nighn’s shooting.™

T addition tostudiowork, Scon
stagenl several seqquences i and
around several Los Angeles locas-
tions, lavering actual oy streets
with 2009 hardware, and lerting the

Was an

ellvcts orew matte in mega-struc
tures i the distanee, Maost of the
Preciner Station interiors, for
were shot over lour
mightsat Lo ALs Ulniion Station.,

Another actual location was
used lon the home ol |, F, Sebastian
(William Sanderson), a shy genius
who spends his Teisure howrs pro-
ducing astomishingly realistic toys
for the upger strata of 2009°s
sOCIEEY. Ry soenes were staged in
and avound the historic Bradbury
Banleling i downown Los Angeles,
which was commissioned in 1893
b millionaire Lewis Bradbury and
thesigmed by George Wyman,

“1 imagined than this had onee
bwen o marvelous ald hotel, b
brcause of the ofl-world coloniza-
tion push, Sehastian is the only
person living there,” Paull said,
“He chose what used o bethe Presi-
denuial Suite, and had done itup in
asort of neo-classical, French-Vie-
torian design.™ Ironwally, the
building's design had been inspired
by Edward Bellamy's Looking
Backward, an early utopian novel
set an the yvear 2000 thar featured
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R What I've done in RAIDERS OF THE
LOST ARK and BLADE RUNNER is ‘Physical
Acting.” Stunts are falling off a tall building or
crashing a car, something you'e silly enough
to think isn't going to hurt the next day. 95

.;

HARRISON FORD

| A

descriptions of the new buildings.
Sebastian’s seven-room suite
was constructed on the Burbank
lon, with windows and other strue-
tural details keved w the Bradbury
building, But finding the proper
furniture and decoration for the
sprawling set was difficuln. “We
ended up renting, borrowing and
stealing objects from all over
own,"” Paull said, “"T'wo of Sebas-
tan's rooms are actually set up
with units from MY FAIR LADY."
The set was painted with a special
rubber-based compound that peeled
as it dried, creating ansuitably run-
down appe 3
Peeling paint was a subtletouch;
Sehastian’s fascinatng collection
of tovs and auomatons, however,
upstaged such nuances. Dancers,
soldiers and clockwork figures li-
ter the set, many actually ofyets
d'art hundreds of vears old, ob-
tained [rom Lenny Marvin, a ool-
lector of antigue automato
“Onee Ridley saw Marvin's
automatons, he decided 1o use
dwarves as automaton extras,”
Paull said, “II you keep your eyes
apen you'll see them: $'=loot-all
living automatons who greet Seb-
astian when he comes home, Rid-
ley also used suitably made-up
extras to suggest that the oys were
all automatons. For example, there
were some women in body stock-
ings standing up against the alley
walls surrounded by genuine man-
nikins, Your eve doessn’t quite take
them in at first. Then suddenly,
one of those women will ever-so-
slightly maove. Very freaky.”
The Burbank Studios housed a

tonal of 47 sets in addition o Sebas-
apartment. Among the most
impressive was the office of Tyrell,
the head of the firm that produces
the Nexus-6 replicanis,

“The concept of the Tyvrell cor-
poration is a kind of twongue-in-
cheek extrapolation of what might
happen il current experimentation
in DNA developed into a Lirge con-
glomerate,” said Ridley Scou.
“This sort of business certainly
wouldn't content nsell with pro-
ducing bacteria that gobbles up oil
spills. It would branch out into
ETIETLIMMEN ], ACTOSPACE O Ay
other avenue it lound open 1o is
expansion.”’

Tyrell's office measured 1,600
sqquare feet and feaored  20-fom
high columns, a black marble (oor
and a huge picture window through
which the surrounding indusorial
complex can be seen (see photos,
page 423 7 Fhe only comparable set
I can remember in this context was
Edward ;. Robinson's office in
LITTLE CAESAR,” said Paull,
“Thescaleol Tyrell'sofficeisinhu-
man. [t dwarfs the people withinis
space,”

Originally, Paull wanied 1o
build the set completely outol mar-
hle, but the budget couldn’t afford
it. His next approach featured raw
concrete and granie. 1 did a Lot of
research in the moderne sivle,”
Paull explained. “1 also wanted
Tyrell's office tosmack of aneo-Gas-
cist or ‘Establishmem Gothic’
look, because that was the charae-
ter of the man—he literally ran his
empire from a tower,”

Another sprawling set was built

Deckard's apariment (below) was a sprawiing, five-room sel furnished with
antiques and high-tech hardware. The sel was done in a Mayan moti, which
echoes the look of the Frank Lioyd Wrighl-designed Ennls-Brown house, which

served as the entryway lo Deckard's huge, cantivelered condominium complex.

for Deckard's aparoment, designed
tev reflect both has bachelorheod
aned the oppressive ammosphere of
his emplovment, Although it was
eqpuipped  with numerous  high-
ted v gadgens, Deckard's aparment
wits given relatively muondane fur-
nishings. “Ridley specifically
asked Tor an unusual color scheme
onall of the applianoes,” nowd Syd
Mewd, It was a baked ivory look
gpuite Lashionable in the 19205,
Scoonn Diked dhe sntigued Teeling ol
the enameling, but when the painm
we wsed for oo gon diny, i really
lesakeed sowluil. Bun that didn’t seop
Roidlev—he wanted wospray finger -
prints andd grease stains all over the
tlosoor oof the Treeser.”

Another non-studio locition
was wsed for Chew's Toe Howse,
where o villued member of Tyrell's
stall { Jimes Hong) s interrupaied
i his micro-surgical genei
design werk by pwo  thoroughly
preved replicans, Two divs were
spent filming i o meat locker in
Vernon, Californii, in wmpera-
tures that elippeed below sero, altera
crew spent nearly a week ing
the dey build up, painstkingly
addimg Lavers of water totheobjects
1 the posenin,

Addivional visual ouches [or the
lee Hewse—and for several ocher
seenes—were supplicd by Modern
Props, an independent ouwlic thar
comributed 1o STAR TREK-Hand
ESCAPE FROM NEW YOREK.
Working with Linda IDeScenna,
the Tilm's set decorator, Modern
Props" major assignment lay in
producing the strange optical
instrument which can be seen bris-
ting in the jechouse (the same
unussual listure also appears inone
Amamoid Bow booth),

“We have a large stock of
modules, hght panels and com-
puter rescdouts,” said the Tirm's
president, John Zibrucky, “In fac,
we huve so muoch material on bhand
that it even threw Ridley a bir, He
had come specilically down 1o our
Gacility 10 ger an idea of what he
winted for Chew's machine, and
before we knew i, he was rommug-
ing around and saving, ‘Tl ke
this, and thae, and this. . 7

Much ol the ilm'saction imvalves
the suspenselul car and mouwse
chase between Batty and Deckard,
Staged primarily on the Burbank
bext, the sequence starts when Bay
bursts inte Sebastian’s apanment
after Deckard has “terminated””
Pris {Dxary] Hanmah).

1 wanted o determine Bany's
physical superiority from the firsi

monmenits of the chase,”” Scott sad,
“In owder to demonstrate his speed,
I posed Harrison in an ambush
prosition near i door of the apant-
ment, Then Rurger Haver entered
another door Larther down the
reworm al @ normal caimers speed,
However, before he could exin the
frame, 1 hind the camera under-
cranked, and he began o physi-
cally slow down, exaggerating his
MOVETNENEs VeTy, Very, fully.
The combinaton of underorank-
ing and slow movement on the part
ol the actor resules ina rather con-
vincing burst of speed.”

Much atenton was given (o
Ford's lirearm. After rejectung one
futuriste Svd Mead design (10 was
eventually tarmed on s side and
usetd as o welephone), Scott senled
on a relatvely conventional-look-
ing weapon., “We all felt than a
bright streak of light coming out of
a barrel had become o horrible
chiche, amd we were sick todeath of
i, Scon said. “We mransformed
somme Coermian [lare guns e Lirge
caliber weapons thun Deckard
could vse to shoot siraight through
people, Then David Dryer came up
with the dea that the pastols dis-
charged a high imensity meaterial
that imploded on contact, drnwing
in so mneh lighe on the way that i
Becammie a black besmm mstead of
light sereak. We dubbed icthe Black
Haole gun.” Although plans called
fesr an amimated effect, Soon e
decided against postproduction
enhancoement.

As usual, Ford did most of his
own stunts. T rerm whan 've done
in RAIDERS and BLADE RUN-
NER “Phyvsical Acting,”” Ford
explaimed, St are Galling off a
tall building or crashing a car,
sumething yvou're silly enough 1o
think isn’t going o hurt the nexi
lay. ™

By any other name, Ford did
most of the punching, runming
climbing, and hanging-on him-
sell. When Ford loses his gripwhile
hanging on a window ledge, the
only thing securing him was a
tether attached w his waist (an air
b wians plaeed 10fect below, justin
case). However, even Ford knows
when s time o arn the trenche-
coat over to someone else: a leap
between two buildings was the
work of a stuntmsan.

Ironically, some of Ford's most
dangerous moments before the
camera were ciused IJ'F the cimera
wsell, "We were using a 65mm
Mitchell camera—#3, the third one
old man Mitchell ever made—
which weighed about 75 pounds,”™
explained Dryer, who supervised
engineer a shot looking straight
down on Ford (see photos, page
A7) With that kind of weight can-
tlevered out over Ford, there was
always arisk that the camera wounld
break a casting and come righi
down on him. So we rigged a spe-
clal plate and support 1o get tha
camera actually looking back
devwn over isell.”




A police Spinner banks smoothly as it flies through the concrele canyons of Los Angeles, &
projecied artwork. The Spinner was a four-fool miniature (shown insel, whth iis inlermal

B ]

composite of miniatures, matte paintings and fronl-
swiiched on), pholographed separaiely in an EEG amoke room.

It flies through the air with the greatest of ease...

A 4-foot miniature stood in for Harrison Ford’s Spinner as it soared through the skies of Ridleyville.

Although operable, full-scale
versions of the flying police vohicles
ware bulll, miniature “spinners” werne
needed lor shots of the car in flight,
and io interract with the various
miniature buildings construcied

Four different sized Spinners werse
bauilt: & 15" version was used lor long
shots in flight; a 4% version was

haads and arms. Bob Johnson was
responsible for the Spinnar's
mechanical effects

Like the other miniatures in tha
fitm, tho Hero Spinner was
photographed in an EEG smoke
room. Generally, two or three passes
wera neaded: ona with the model it
normally; and one or two passes for

the huge Hero Spinner look small on
film. “We only had 72 teet of [motion
control] track to work with,”
axplained affects supenisor David
Dryer. “Even with a 28mm lens—
which is quite wide for B5mm film—
the Hero Spinner was 100 big in the
frame to give the leeling that it was
coming from way off in the distance,”

spinning lights found on most palics
vahicles) had to match the sxact
rotation and pulsation of the full-
scile Spinners

“Wa shot tha model on the EEG
stage with ‘appearance’ lights that we
could menaly tum on and off. This
was our ‘wig,' " Stelson explained.

used to buzz the Precinct Station; a
tiny, 1" model was placed on a modal
of the Tyrell Pyramid roof; and &
Ve-scale model, nearly four feal in
length, was used for the bulk of the
fiying shots

Wighting 65 pounds, and costing
naarty 550,000, the so-called “Haro
Spinner” was sculpted by Tom Pahk and
incorporated a dazziing variety of sophisti-
cated lunctions. “There ware two wing-like
side parels and two articulated rear panals
that openad up ko an insact rubbing its
wings togethar, and two wheel covers that
rotated up or down,” explained Mark
Stetson, who supervised the Tilm's minia-
ture work. “1t also had a dash that lit up just
ik the Tull-size car”

In addition, bwo 18° puppets, repre-
santing Harrison Ford and Edward
James Dimos, were sculpted by Bill

George. and articulated 1o include maving o —

Below: Modelmaker Bill George sculpled this

“effects” lighting. including head-
lighis and the liashing lights on the
raof [shown top leli)

Long shots often required the use
of a 15" model because the EEG
slages weren't big enough to make

The large-scales miniature was
meant o intercut seambasaly with
fuli-scale vehiches under construc-
tion. At times, it was a challenging

wag” lights {those red and blue

assignment. For instance, the “wig-

“Than, using motion controd, wo
raturned the camara and model to
e the start and attached an appliance
with a set of quartz lights mounted in
cylinders with enses (shown Dilow,
latt), which sent out a beam of light
through a hole. The cylinder rotated
50 that it cast this baam around.
‘Whan we did the second shot with
nio other lighting iInvalved, all you saw
wore these rataling beamas of light. That
Was our ‘wag.

"By carefully planning out the rotational
sequance of the real cars (o our modals
beforshand,” explained Stetson, “wo
anded up with a perfect synchronizalion
batwaan the bwo ™

Although the Hero Spinner was indeed
impressive, Stetson reflected the mood of
many of the modeimakers. “We all falt that
the model wasn'l properly used,” he said.
"It never got its due in the final print. You
just river saw enough of it, really.”

Left: The 45°-long Spinner, prior to final
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from the outset
thatr the
would require
mitach i the way
ol sophistuced
spectal effects
However, Rid-
ley Scort wanued
more than just
flashy opucals,
he wanted visuals that would [iin
seamlessly with the griny, ulira-
realistic look than ol clerieed the
rest of the ilm's des
wned 1o one o

fillm

EFFECTS

the ndus
s true “wizards,” Douglas
T'rumbull and his newly-formed
Entertainment Effects Group,
located in Venice, ( TN
lesd wath long-time assocuite
Richard Yuricich, EEG s one ol
the most advanced and
I'!ll“ll!:‘l'l'.l. ellects '-IIIIIZH in the
industry

"We have the largest, most come-
plewe special effects faaliey in the
world, bar none,” boasted Trum-
bualdl, whe cut huis eeth as an elfects
supervisor on 2001, and has gone 1o
1o create the ellects for CESK,
STAR TREK—TMPand SILEN']

INNING, alilm he alsodivected

absorbesd most of Paramount’s
s 14l eflects operation when we
mewved into this acility, and now
h the wwal
ellects CLTLIT: O
ucal printers, our awn Jmm cam-
eras, mulu-plane and motion can-
trol systems—evervihing, 1 think 1
can safely say thar what we have 1s
significantly Larger and more com-
plewe than either ILM or [ John
Dyksira’'s| Apogee.”

Regardless of which ellects lacil-
iy 15 the bigeest, s clear thae
I'rumbull assembled an exXpe-
rienced eam of artsts and engi-
neers for the project: Richand Y-
cich would, with Trumbull, co-di-
rect the enure operation; Tl
Hall would head up the opsticals

well-
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wam {as he had done on CES
Iave Stewart was picked asdirecton
ol effects photography: Greg Jeimn
would steer the maniatures airl=
ment; electuonics and motion con-
irol systems design would be super-
vised by Evan Wetmore; and Mat-
Yuncch would handle the
lilm's mumerous matte pamngs

“Crenerally, my job on BLADE
RUNNER was & supervisory ane,”
Frumbull explained. "Richard
Yurwcich amd T would concerve ol
the technigque, design and general
approach o any ellects !:‘IHIIII'!
and then direct the emuire ore
towirds the end product ol cocating
believable tllusions, This included
supervising highung and perspec-
uve and deciding which photo-
graphic processes would be psed. |
just put it all together,”

Although desigming almose all
of the [ilm's elfects shots, Troum-
bull's stint on the production was
relatively shor-hived. For vears, he
had been avempting 0 launch

thew

anither progect that would  no
only see him orchestratung the
ellects but direcung as well, As
BLADE RUNNER's eflects work
gear up, Trumbuall
received the go-ahead from MOGM
on BRAINSTORM film he
would direct, co-author and oreate
the effects [or, (Navalie Wood's
death near the end of |J:I:.n.illllllrll
has thrown that project o con
trowversy, See story, page 14.)

Wuh Trumbull preoscoupied
with BRAINSTORM, and with
parner Richard Yuncich shifung
his attenuion w that project as w ell,
$9-vear-old David Dryer
brought i o supervise the actual
shootung of the effects, Tall and
leram, and gy ihly well-dressed,
Dirver s a 1% graduate of the
LS.C Film School. For mostof hs
d direcued
television commercials—the same
high-pressure background tha
prodduced Bidley Scon

"When I [lirst came on, Ridley

wils

career, he's designed

TYRELL'S OFFICE was a giant sel
on the Burbank lol, enhanced by a
matie painting by Malthew Yuricich,
Originally, the scens was filmed with a
front-projected plate of the miniature
pyramid thrown behind the aclors, with
yellow-gel arcs hung over the sel o
suggest sunlight sireaming in through
the window (insel lop lelt). The front-
projection plate was needed belore the
miniature pyramid was complelely
finished, so the available pleces were
assembled, pholographed and
retouched by Yuricich. However, the
final resull was deemed unsatistaciory.
“The front projection lumed out to be a
littie softer than Trumbull wanled, so in
| went with my paintbrush,” said
Yuricich, who eventually repainied
most of the view through the windows,
the celling and parts ol the columns.
(Nole extent of hold-back matle, inset
bottom lell.) Yuricich also repainted the
wall on the right side ol the s&l because
it had come oul too dark as originally
photographed by cinemalographer
Jordan Cronenweth. The sun coming
through the huge office window was
cel artwork, animated at EEG under the
supervision ol John Wash and oplically
inserted into the painting.

wasn't al all sure of my credenuals
or capabilites,” Dryer recalled
“He was constantly double-check
ing with Richard or Doug
I can’t say that T blama
Bt as oo went on, Ridley
rstoodd thar [ was delivering
the goods he was expecung from
me."'

Frumbull had been involved
with BLADE RUNNER's minua-
are shooung lor about a month
when Diver was signed tothe prig-
ect in April, 1981 “Doug and |
overlapped cach other lor a week,
Dirver explained. “He had already
shot a [ew straight, non-hack-
ground takes of the Tyrell Pyra-
muach. It then became clear thar has
commitment 0o BRAINSTORM
e luded his dav-to-day inviolve-
el
siomally drop in when he had the
Lhme

“The Fact that 1 was so heavily
mmvolved s cortainly not meant o
downgrade either Trumbull's,

However, he would occa-




Yurnicich’s or Scot’s contribu-
tions,” Drver added. “Therr inpun
and inventon was great, Inciden-
tally, Scout doesn't ever consider
how difficult something s il he
wants it voumade Ridley happy,
then vou'd really done something
10 be proud of.”

Frombull had onginally setupa
preproduction plan calling for 105
effects shots; o budeet cu-back
dropped the number of effects shons
ey 35, Uthe same nomber tha bad
been executed on ALIEN,” Drye
noted, We were given 82 million
to do those 35 effecis, but many
shots went through considerable
alteration when Ridley got deeper
mita the production and saw just
exactly what he wanted todo, Even-
tuelly, the number was increasaed o
A3 shots, Our final budgetalsoesca-
laned, but not by much.

“Ir was with a grear deal of sats-
factnon that we managed tocome in
just under budgen, within §5, 000 of
o estimate,”” Drver added with a
smile, " That's something that vou
don't see happening oo ofien on
an effecis-heavy lilm like this. In
face, it almost never happens.”

Three EEG stages were primar-
ily used: the “smoke’ room; Stage
2, where the smaller moton-con-
rolled Spinner wallic was photo-
graphed on a 72-foon rack: and the
Compsey stage, where the majoriry
of [lat work, multplane clouds and
interior Spinner video imagery was
filmed. The 22,000-square-foo
facility also comained the work-
shops where one of the [ilm's Larg-
et minatures ook shape—the
industrial complex called the
Hades Landscape—and referred 1o
by the cast and crew as Ridley's
Inferno—a 13" x18° forced-perspec-
tive tablelop (see phows page 20-
21, 36).

“It 15 this incredible sor of New
Jersey indusirial wasieland gone
beserk,” Trumbull explained. "l
has thousands of hght sources, the
Fyrell Pyramids, and spouting
flames burning off toxic gases from
owering smokestacks, To obain
these elfects necessitated a rigorous-
ly-controlled combination of mini-
atures, motion control passes and
fromt progection,”™

Front projection, specifically,
was used o produce the sullurous
flames spewing from  the  Land-
scape’s wwers, A small crew under
the direction of Robent Sperluck
shot a number of high-speed $5mm
gasoline explosions, which were
then projected onto white (oam
cards slowed inmo the wp of the
miniature towers during a second
computer-controlled exposure.

“All you'd see on the negative
was the lire,” Dryver explaimed.
"This was later opucally added
with a cover matie, so that vou
wauldn't see too many of the other
light sources through the flames.”

Two Tyrell Pyramids are visible
in the background of the land-
scape, Although major pyramid
scenes were shot separately and

R e had so many in-camera passes and
flashing lights in some shots that we couldn't
feed all the information into the computer.
We actually had guys sitting around with
switches to turn some lights off and on. 5E

matted in, long shots emploved
large transparencies phvsically
mounied onto the miniaure set.
"Since the perspective of an objec
thian bog and that far away s almost
flar anvhow, there's nothing 1o
give away the Bact that they 're really
only stills,”” Diryer said.

The wable-wop was constructed
over a plexiglass foundation and lin
fromm beneath, Inaddinon, miles of
liber optics were threaded inw the
landscape and hooked up w20
small boxes, each equipped with
several small projection bulbs
whose brightness was controlled
by Trumbull's “leebox™ motion
control computer (developed Tor
use on CEIK. and also used for
STAR TREK=TMP). The com-
puter had been programmed 1o not
only suggest steady (llumination,
but a number of Mickering flame
SOLTCES.

“We'd dive evervthing we could
om the ‘Teebox” [named for s bulky
appearance]” Trumbull noted,
“In some shots, though, where we
had so many lights fashing and up
1o L0 in-camera prasses going on, we
simply couldn’t feed all the infor-
mation it the available com-
puter channels. So we actually had
guys siing around with switches
v hit these light sources off and on
al certain cue poings.”

I'he film's miniatre crew, origi-
nally 1o be headed by Greg Jein,
had undergone a change of com-
muand somewhat similar 1o Dryer's
steppang in for Trumbull and
Yurnicich. Jein, whocreated the out-
standing miniatares for CESK and
1941, was involved with Francis
Coppola’s ONE FROM THE
HEART when comtacted i the fall
of 1980, Jein thought he'd be avail-
able in a month or so, and recom-
mended that Trumbull hire Mark
Swetson—who had worked with
Jein on Climt Eastwood's FIRE-
FOX—to facilitate the start-up of
the mexde]l work,

Floswever, by Llate Octaber, it had
become apparent that Jein would
be unable 1o shake his Zoctrope
commitment in tme o switch over
o BLADE RUNNER, leaving
Stetson in charge,

Au the age of 30, Sweson is one of
the most admired modelmakers in
Hollywood, with credits on STAR
IFREK—TMP, CESK: THE SPE-
CIAL EDITION and ESCAPE
FROM NEW YORK. Onece Trum-
bull and Yuricich gave the go-
ahead, he immediately set up shop
in EEGs Glenooe [acility, orginally
leased by Columbia for CE3K.

Stetson "lll]"ﬂ‘l'l-'l\('d a orew that
numbered as many as 20, including
Wavne Smith (miniatures coordi-
matary, Tom Cranham (an illusora-
wr who had worked with Trum-
bull previously), Tom Pahk, Chris
Ross, Bill George and Kristopher
Grege. Their responsihilities
included the aforementoned Hades
Landscape, a detailed model of the
T0story Tyrell Pymamid, minia-
mare verstons of the [lving Police
Spinner, and an assortment of tow-
ering, retrolitted citvscapes.

“BLADE RUNNER generated a
lot of model work,” Stetson sand.
“We were budgeted ar abou
S700,000 and we staved with the
project, butlding mimatres and
props, until Augustof 1981, Tdon’t
think it's unfair to sav that they got
their money's worth,”

One ol the most challenging
assignments was the two huge
Tyrell Pyramids that wower over
the rest of the Hades Landscape,
Actually only one 307-high model
was needed; optical sleight-of-
hand created the illusion of an
additional bmlding., The general
shape was worked out with a rigid
loam mock-up. Tom Cranham
then drew out detailed plans for the
textured surface of the pyramid;
soomie of the detals were executed in
acid-etched brass plates, others
were made it clear plastc wall
panels, which were later painted,
The miniature pyramid, con-

TYRELL'S DEATH was planned as a
gui-wrenching eflect, with a dummy
head buill by Marvin Wesimore (shown
below, with Rulger Hauer and Ridley
Scolt). But Scott wanled something
less graphic, so he rigged aclor Joo
Turkel with thin tubes lo make him
“bleed"” (right). Even this was deemead
too strong, so Scotl simply held the
camera on Hauver and used sound
efects lo create the stunning impact.

structed on an mcredible 11000
scale, also featured moveable eleva-
tors on thie onetside walls, for which
later motion conuol photography
cresnted the illusion of inde pendent
mewernent (see photos page 32-33),

The film opens with a (Iv-by of
the Hades Landscape and Tyrell
Pyramid, concluding with a pull-
i shot focusing on the office
within the pyramid where Holden,
Deckard’s ex-partner, is about 1o
conduct a near-lethal interview
with a renegade replicant (one of
the few incidemis retained [from
Dick's nowvel). Te [ilm thiselement,
a large section of the wp of the
pyramid was buili—4 feer high, 5
feet wide—including two uny
maodel offices actally built ino
the miniatare, with [urmishing:
muatched vo the full-scale sets visible
through the windows,

Perhaps the most complicated of
the film’s miniatures were the fly-
ing Spanners, of which at least four
models of varying sizes and capa-
bilivies were buile: a 15" version was
used for many of the distant (yv-bys
through the city; a 3% version was
used 1o buez the Precinet Station; a
timy, one inch model was placed on
the roof of the large scale pyramid
blow-up: and a lour-foor madel
crammed with electronics and
mechanical controls—dubbed the
“Hero Spinner”—used for maost
{lying shons (see sidebar, page 41).

In addition to the Syd Mead-de-




R we were so frantic to get more buildings
into the cityscape that we grabbed Bill
George'’s model of the “Millennium Falcon,”
bristled it with etched brass and plopped it
into different shots. Instant building. b

“¥.
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EFFECTS SUPERVISOR DAVID DRYER

signed Spinner, Ridley Scon
decided the environment needed
other Nving cars, and ina last-min-
ute request, tuwmed o Stetson's
miniare orew o come up with
something that looked good.
“Three of these background velu-
cles were made, all by Bill George,
i a week and a hall,” noted Stet-
son. Since there was nothing cru-
cial about them, very liunde design
waork was done. They were 187 long
and we simply repainted them as
needed,”

Ridlevville's miniature city-
scaprs—used as a backdrop for
scenes of the Spinner flyving, as well
as certain establishing shots—hye-
gan with a senies of designs by
Wavne Smith, who photographed
existing Los Angeles buildings
that he thought might be interest-
ing visually, vet simple 10 recon-
struct in miniature,

Added by a series of renderings by
production designer Lawrence
Paull and art director David
Snyder, Smith began work, hiring
Jerry Allen o supervise a crew of
six 1 the construction of a dozen
large-scale buildings, some ol
which were eight feer tall.

“When Ridley came down 1o see
the first set-up we'd made of the
imiature buildings,"” Dryver  re-
called, “he didnt like it. Period.
He'd changed his mindon theover-
all concept. Instead of the depths o
the city, which is what he already
had on the New York Street set,

Ridley wanted 10 go into mega-
structures, huge buildings than had
supposcdly been erected on pre-ex-
sting structures. Bidley decided on
this new direction after the oy was
complete, on the stage, and set fora
shot, We were really caught with
our pants down. It was preoy
depressing.”

Actually, one shet was com-
pleted using the large buildings, a
sequence featuring a rear-pro-
jected Svd Mead painting of the
metropolis that continued on o
infinity, But for other aerial vistas,
awhaole new wwn was constructed.

“We had o move very fast,” Stet-
san sand, " We lierally grabbed any
shape, large leftover, or bitalovlin-
drical tubing we could get o
hands on, and wmed it inw a
nlding.” Compared 1o the first
set of buildings, these miniaores
were drastically reduced in size, b
vastly inereased i scale. For exame-
ple, what was supposed 1w be a
S0-story butldimg was, in reality, a
miniature only four feet hagh.
Ihirty of these smaller structures
were constructed, although some
were merely pre-formed grid
patterns backed with paper, with
holes punched through for backln
windiows,

Togetenough buildings guickly
enough, a number ol other shor-
cuts were taken, Stetson armmanged
ey borrow many of the small-scale
skvscrapers built for ESCAPE
FROM NEW YORK, and othey

modelmakers piched in where
thiey could.

“Hill George had bern making a
five-foot tall replica of the Miilen-
miwm Faleom for his own amuse-
ment,” Stetson said, “We were so
framtic 1o get more buildings o
the citvscape that we grabhbed Bill's
shags, bristled it with erched brass
and plopped i imodifferent shots,
Instant butlding. The Millennium
Falcon building is right nexi to the
Precinet Staton when the Spinner
glides down wowards i, and itisina
couple of other, differently angled
shiosts as well”

Another recveled spaceship
feanrned 108 way o one of the ilm's
cflects highlhights, the light over
the Precinet Station, ™ The roof was
bl from a mold 1 had originally
miade lor CESK: THE SPECIAL
EDTTION." Stetson explained. *' T
was made for the savcer-like ceil-
ing of the "ballroom” Neary stands
in, the one that (hes away towards
the tap of the ship, We pushed i lo
of fiber optics through that.” The
Precinet Tower stood double dury
for other buildings as well, pained
different colors and put into the
hackground of dilferent shots,

Another anraction of Ridley-
ville was the strange, surreal blimp
which floats ever the metropolis
and bombands ies inhabitanes with
all manner of arresting advertis.
ing, Composed ol a series of convi-
luted innertube-like shapes, and
detatled with antennas and peeling

Chiel modeimaker Mark Stetson sets up a miniature cityscape on an EEG soundstage. The bulldings shown here represent the
variely of techniques and resources used on the projecl. For example, one ol the orginal, large-scale minlatures bullt for the
film Is in the left foreground, while Stetson Is working on a row of miniatures of greatly-diminished scale, orginally built for
ESCAPE FROM NEW YORK. The view beyond Sletson, showing bulldings hundreds of stories tall, is a rear-projected Syd

Mead painting. The flim's cityscapes were a hodge-podge of varlously-scaled structures, rearranged for each particular shol.

old hillboards (onw which new
billboards have been buily, the
Blimp went through four design
revisions before Diver and Scon
approved 10s contours.

"We wanted o ger a doughy,
inlflated look, and went throogh a
lot ol experimentation,” Stetson
said. “Eventually, we siretched a
surgical rubber sheet over a rack ol
templares and filled iowith a whole
g of plaseer o seretch i o™

Devanled with etched brass, the
four-foot long Blimp was ablage
with light, including two large
commmerouil sereens, several smaller
billboards and dozens of uny run-
ming hghts, necessitating several
I|.ll!|.rlr|'11]1.lllil i];uﬂ'al"!.

Tha Blimps ook a long nme 1o
film,” Dirver said. “we sometimes
spent davs just shooting Blimp
passes, Then we had w gooan and
optically add other things o i
Many of its axial hghis were so
dim, [or imstance, that we had 1o go
back m to make them bright
enough. We pulled long exposures
on that, up w 40 seconds per
[frame.”

The Blimp 15 not the only ciy
artifact to bombard the viewer with
commercial messages; the entire
sides of buldmes were also used 1o
sereen commercials,

“One [utunstie noton 1 am
absolutely sure of, s that every-
where vou look vou'll be assaulied
by media,” Ridley Scotexplained
A visuallyv-appealing offshoot of
this concept was the idea of gigan-
tic advertising screens, something
simmlar o the scoreboards vou see at
most of the major stadiums here
(see wop photo, page 4117

Reprising his long career in TV
commercials, Dryver directed more
than a doken spats, in lengthsof 15
ey 45 seconds, photographed in
$mm at EEG, “We shot a log of
hard sell Oriental-looking  com-
mercials,” Drver sand. “Then we
ook a silver-painted, plasic mold
form matertal thar looked hike o
series of tny nubby light bulbs,
and projecred owr commercials
onto that, We actually painied our
some of these hode nubs w make i
appear as if some of the bulbs had
burned ow.” Ten screens were
manufactured, ranging from 8 <100
1o huge screens six leet high and
four feet wide,

“About six sereens were the most
we used o oany one shot,” Diver
explained, “Our commercials were
all projected with a 35mm inter-
lock projector, In some cases, like
the Hlv-1m over the Precinet Station,
the landscapes were so nght we
couldn’t Lit the projector i to
throw the commercial where a
sereen was supposed o be, S0 owe
ended up bouncing the images
with mirrors and twming the film
backwards in order 1o comect the
visual onentation.

“Like the Blimp,” Drver con-
tinued, i regquired many in-came-
era passes o do the advertsing
screens. We had w0 shoot effects



lighting, (i1l lighting, [urther
eftects lighung for the different ele-
ment intensites, and then do each
projection one frme ata ime until
we haed 100 or 12 puissess in camera,”

Such unusual assignments were

comimon for the EEG crew, Even
whant might appear on scroen as a
simple shot—such as ineriors of
the full-size Spinner with Harmison
Ford and Edwarnd James Olmos—
presented a number of complicaned
elfects problems.

“We were forced by a scheduling
problem o go in anmd shoot the
miock-up interiors with Ford and
Clmaos and then provide the back-
ground views for what was going
om ouside the windows.” Dryer
explained. "It would have been
much easier for us o have shot
those using rear or front projection
while the actors were on stage.”

o solve the problem, the
Spinner wnteriors were filmed with
a BImm Camena, incorporanng
interactive lighting effects coming
through the windows and plaving
on Ford and Olmos, The dash-
board lights were also tumed on,
baurn, Enteresting i was decided
nof o channel m video-imageny 1o
the moniors becanse the cockpit
wits soconfined. Drversimply lock-
ed-oll the shoas and matted in the
tmagery later,

Fhe tyvpical solution to combin-
ing an interior with views of mow-
ing cityscapes below would be o
blue-screen composite—ithe wih-
nigue used in STAR WARS. Bui
event with ILM's stare-of-the-an

hardware, such shots are almos
impassible to perfect, ' Blue screen
—especially when you're dealing
with windshields or other highly
reflective surfaces—is almost 1m-
powsible o deal with because of the
sprdl Trombull noted. “We used
ey Ilues soreen at all,”

Generally, Trombull uses “con-
Trast maattes” o composite Innges,
a techmigue also known as “fromt-
light back-light.”" To create a
matre of a Hyving Spinner, foresam-
ple, the motion-control  move 15
repested  using black and white
film, with a brnghtlv-hit white
screen positioned behind the dark-
ened model. This silboete creaes
an almost perfecn mane,

However, for shots of the Span-
ner's snferior, o somewhan simplen
sellution was devised, “We simply
prositioned a foll-size Spinnes
windshield on stage. in front of a
ey LT nesir Projeciion sereen on
which we ran the compsosite opti-
cals of the ight through the ciry.
Ihe camera simply shot through
the windshield.

“For lurther verisimilioude, |
trieil 1o time the miniatare search-
lighis onn the screen with the iner-
active hghting we'd done during
the live shoon,” Diever added, = We
also used air-guns to splater water
on the windshield o suggest the
ever-present acid rain, We also
added glveerine 1o the water o
heavy it up, We'd done some tme
and motion studies o see how L
water would crawl across the gliss
il the Spinner was going ar 100

MINIATURE CITYSCAPES were
needed as a backdrop for shots of the
Spinner in flight over and through the
city. A team under the direction of
Wayne Smith built a number of highly-
delailed, large-scale bulldings—1" 1o
the loot—laking advantage of ready-
made detalling used in the doll house
trade, Above: Jerry Allen (I} and Suzy
Schnelder at work. However, after the
bulldings were compleied and ready lo
film, direclor Ridley Scott allered the
scope of the shots to include lowering
mega-struciures. Almast ovemnight,
Mark Stetson's miniature crew began
turning out buildings that were shorl on
detail, bul vastly increased in scale,
Ultimately, everything thal was bullt
was used, in an often kaleidoscopic
blend of perspective and scabe. Left Bill
George stands next 1o the motion-
control track in the EEG smoke room,
adjusting a light prior to filming a fly-
by. In the foreground Is one of the
original “doll-house” miniatures, but
great scale is lent by the relatively-
simple lacade in the background,
whose array of punched holes make il
appear to be hundreds of stories tall,

mph, and the glveerine helped the

illusion. Al of this was Later mn-
tedd im to the live-acton shot,
Providing moisture on the

Spinner windshield wasnt the

only water-hased problem, Nearly
every shotin the film has either ram
or stmoke i i, or bith—elements
that have wradimionally generaned
huge obstacles for ellects wchni-
chans. he wadivonal method of
lavering in rmin—double expo-
sure—usially results in an all (oo
abvious loreground “curtain™
between the viewer and the actors,

“Reobert Hall and 1 worked owm
formulias for doubile ex posures and

cover mattes that had never been
done before,” Dirver said proudly,
“We had 1o photograph individual
lavers and drops agdifferent distan-
ces and specilic angles (o every
rain shot i the film. Hall and 1
reasoned that the only way vou can
sev v at night s af s backlie. To
get this backlin effect, we'd do a
partial composite of most of the
elements in o scene—and with all
the muniatures and mattes, there'd
sometmes be 50 clements o a
shot—and draw a low contrast
Black and white cover matre.

“Then we'd ke that low con-
trast print, pack a0 with a low
contrast print of ram we'd shot
against black, and run 1 through
the optical printer. That would
give the fecling that the raim was
antly backlin, sof there's an area in
the background that's lighter vou
could see v o frong of 1, [i'sa
darker background, vou wouldn't
seeas much min. Almost every shot
wsed this wechnigue,”™

I'hee black and white ram shots
were fillmed s the Burbank Stuadios
i Fromtof a darkened bulding and
in the EEG parking lo Rain
machines suspended at a height of
W feet dumped the water [or the
camera, One Laver of rain was shot
at a tme, although there was as
many as lour layvers needed for a
single composite. Muluple double
txposures were the simple solution
ter vt anether Lvered effect.

'he solution for miniature
smoke sprang [rom a discarded
idea for shooting ram. “We were
thinking of projecting water on lit-
tle screens to get the feeling of rain
pattering down in an allevway as
vou passed 1,” Diver said. “We
never did that, but we ended up
shooting smoke elfects thar way,
We'dd fix up a lietde 47 by 5% screen
it an arca within a miniature sl
and miatke o pass 0 expose slow
mstion smoke on the card,”

I'he linal keys o BLADE RLUTN-
NER's elfects work were the matte
parnuings provided by Matthew
Yuricich (see sidebar, page 47). a

SHOOTING IN 65mm is one of
the reasons EEG's special effects
look 8o good. In many films, etects
shols are easy 1o spol because ol
grain, color shift or other optical
flaws. But it's nearly impossible lo
tell the live-action from the effects in
BLADE RUMNNER, thanks in part o
the use of 85mm Him for shooting
and compositing effects sequences.
(Fllms are occasionally released in
TOmm; the extra Smm s for the
sound track.) Generally, the larger
the negalive, the sharper the image
and the clearer the final composite.
As shown at right, B5mm gives a
tremendous advantage over stan-
dard 35mm and VistaVision (a pro-
cess, used by ILM, that runs 35mm
through the camera horizontally).
Although a VistaVision frame s as
tall as B5mm, one third of the height
Is cropped out when using a wide-
screen (2.33:1) ratio. In conltrast,
nonae of the 85mm frame s wasted.

REGULAR 35mm

VISTA VISION

B5mm (USED FOR BLADE RUNNER)
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long-time Trumbull associate,
However, Yuricich found his usual
approach o matte work had been
relegated 1o the back sean.

“I don't look on the BLADE
RUNNER mattes as real matie
shots,” Yuricich said. “They'll
probably cut my throat for saying
that, o I consider most of my
paintings in this film as an excuse
for providing backgrounds for
their fving woys, These maties were
necessary, granted, but not pra-
mary. When | ordinarily do a
muatte, like those on STAR TREK
or CESK, it's because they have to
be there, But what [ did on BLADE
RUNNER was toreally just Lay out
a backeround for the effects work
going on in front of 1™

Regardless, certam scenes would
not have been nearly as effeciive
without the contributon of Yuri-
cich, who provided 20 full mates
“and a lor of partal ones™ in his
cight months on the projec,
including the view out of Tyrell's
affice window {see photos page 42),
and a futuristic cityscape surrounid-
ing Schastan's home (page 349),
Yuricich also beefed up dark areas
o the screen during Bauy's final
confromation with Deckard and
created multiplane haze and clouds
ower the Tyrell Pyramid,

“BLADE RUNNER was an
unusual assignment,” Yuricich
said, T don't thank I've ever been
invalved with any lilm tharine ludes
such a wealth of decnling.”

THE CHASE between Rick Deckard
and Roy Batty concludes on the
rooftops of Ridleyville. At this point,
Harrison Ford is bealen, broken—
literally—and desperate to evade the
switter, stronger replicant by climbing
up over the comice of the Bradbury
Bullding (right, reconstructed on the
studio backiot). Ulimately, Rulger
Hauer lets the “blade-runner” live, even
as his own, artiliclal life drains away.
During the final moments of the chase,
Hauer clutches a white bird (below),
which was supposed lo fly away as
Batty dies. However, the bird was
bothered by the on-set rain eflects and
Scott eventually had lo splice in an
insert shot of it flying up into a clear,
blue, daylight sky—a |arring anomaly.

ﬂ.xm.

RUNNER's hve
action oflicially
wrapped on the
Last dav ol June,
But since the
threatened  Di-
rector’s Guild
strike never ma-
werialized, Scou
continued 1o
shoot pick-up scenes unnl the
second week of July

With the wrap came the usual
flurry of postproduction activities.
Scott found himsell on a constant
shuttle schedule between England
and America supervising the edi-
ing, dubbing, and posiproduction
oprtical effecrs. Vangelis, the Oscar-
winning compsoser for CHARL-
OTS% OF FIRE was dubbed 1o pro-
vide the hypniotic score.

I'he publicity machine also
Began o gear up. In January, the
first BLADE RUNNER waler was
released (prominemly feamning
I'he Ink Spots singing, "I Dadn
Care”), and a I6-minue promo-
ponal film (leauring  mrerviews
with Scotr, Ford and Mead) was
circulawed through the country’s
various horror, antasy and sowencoe
licnon conventions

And then came the sneak pre-
views, first in Denver and Dallas,
and then i San Dhego o lew weeks
later. The SRO crowds imuially

greeted the newest Harrison Ford
Ridley Scott opus with wild
applavse, but it soon became
apparent thar these viewers were
Ford fans, prnmed [or the sueam-
lined action heroics of RAIDERS
OF THE LOST ARK and STAR
WARS, and unprepared for the
downhbeat, noinsh aspects.

Yeu the less-than-enthusiastic
response lelt Scon unwormied. ©A
sneak proview 15 usoally never the
final printol a film," Scon said. "L
15 rough oo, an assemblage used
ter gange andience reaction and o
recrient the lilmmaker wwards o
popular pereepiion of his product.
In this respect, Trhink the Denver
I¥allas sneaks served their purpose.

“Besides,” he continued, 1
think that the only tue audience
problems concerned the climax of
the fillm. We originally ended with
what we felt was an ambaguous
linale—European, if vou will, The
preview version climaxed with an
elevator door closing on Rachael's
[ace, leaving the nature of her and
Devkard’s plight unresolved. Towas
fairly apparent that the crowds
didn’t care [or this. Forunartely, we
had also shot an alicrmatve end-
ing, with Deckard and Rachael
leaving the city together i a
Spinner, heading towards the
unpolluted Norhwest. 1 should

think that it will be bever accepred

than our first choaee,”
Hoswever, the resction o the new

ending an the third preview, held in

San Diecgo, was decidedly mixed.
Somme in the crowd el than Deck-
ard's volce-over—explainimg that
Fachael is a new model replicant
with no implanted termination
date—was oo pat, or worse, a dra-
R Copa-oal

Despite the varied response o
the new ending, response 1o the
preview was more enthusiastic
Fhere were, for example, no walk-
ots from the sold-out aadiorium.
Ihe expeciant audience had in-
cluded Michael Decley, Joanna
Carssidy, Adan Ladd, Jroond Ridley
Scott, who remmained in the theate
lobby until every preview reaction
card had been Lilled our and
deposined

The director was in high spiris
alter the screeming, smiling and an
swering questions [rom the crowd,
stating, “This has been our bes
response v,

Although many in the crowd fel
the film had a profound message,
Racdley Scart, for ome, dad not agree
“I st say that 'm not comfort-
able with these issues of moraliny,
Scott confessed, “Making a fulm s,
o some extent, like wiclding a pro-
paganda weapon. Either vou take
the clear-cul positon that you'ne
making @ sEeTent, or you enter-
min, In BLADE RUNNER, |
wonld o so Bar as w say that the
design is the statement,”

When pressed on theethical ques-
tons that the hilm cises, Scon
shrugged them away. “I'm e
gpoing 0 ap-dance around that
cquestion and be acoused of making
a statement movie,” he said
“There is simply no mentonal
message i this flm, although peo-
ple will read all sons of things
imto i Basically, 1 see hlmmak-
ng as creanng enterinment,
I'mi niest 1 thas business o enter-
panin, wht aim [ in thes business for”

Whether or not Scott has suc-
ceeded i entertaiming the audi-
ence won'tbe known until June 25,
BELADE RUNNER's natonal
relesse date. But unfortunately and
most sadly, the min who had been
primarily responsible for the [ilm's
existence never saw the final pring,

Omn March 2, 1982, Philip Kended
hck died. The author had been
recuperating from o stroke—and
haed been diagnosed as having eveny
chance of recovenng—when o
second stroke and subsequent hean
attack ook his lile,

The immutable, alternating
oycles of existence—of which Dick
had so imaginatively written—
plaved ot therr last ivonie card: the
premicr cinematic alapuation ol
Dick’s work breathed s firse
breath with the author's last.
Regardless of BLADE RUNNER's
final merits, the [ilm will most cer-
tainly expose a stecable new audi-
ence 1o the eralt and genios ol
Philipe K. Dick's ficton. 1 for no
other reason than this, the sirug-
gle 1o bring Do Andrords Dveam
0 Electrie Sheep? 1o the screen
will have been vindicaned o
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The Mattes of Matt Yuricich

He created a towering megalopolis
with a few low-contrast brush strokes.

To retrofit a store fronl, vou need a
fal decorator. To retrofita building,
you nead A miniature crew. But o
croate an antina retrofitted city, with
buildings towering hundrads of
stories tall, you need a skiled matie
painter like Matthew Yuricich, who
has praviously created the night
skies of Muncie, Indiana for CEJK,
and Star Fieet Headquarters lor
STAR TREK—TMP

For BLADE RUNNER, Yuricich
wis primarily relied upon (o creale
the heights of a near-futurs Los
Angeles. a job that included supply-
ing the backdrop 1o the final chase
[ b Deckard and Batty (ahown
above, below left)

For tha shol of Harrison Ford
snaaking slong a ledge (above), iha

of the Bradbury Buiding was
sconatructed on tha stud

rible mirrors wera place:

Harrison Ford teeters
ower the miaty streets of
Ridieyville (above). a
combination of matie
painling, imiled set
(insel), and oplically-
added rain and mist.

Inrge neon letars (representing the
other side of the street) o croate the
proper refleclions. As with otlher
BLADE RLINMER alfacts shots, the
sCane wias lilmed o B5Smm

W'urh:lng trom & print of the five
action, Syd Maad then painted at
loisl s cliffaran v of the
scane as a guide for Yuricich: ona
was brighiiy-lit and intricately
detalled; the other, very similar 1o the
final matte, was dark and indistingt

In addition 1o the painting and liva
action photography
wara added 1o the final

A matie shot of
Ford dangling in
mid-air (balow])
required a
traveling matie,
o & large white
sheal of styro-
foam was placed
t-rneath his feet
(below right).
Left: Matthew
Yuricich ot work
on a cityscape.

including rman, mist, & “commearcial”
on a bullding scresn. and interactive
strsal Ir|jhllhg

Yuricich's high-guality work is all
the more remarkable considening he
musi painl in a namow band of colorns
which barely resemible ha original
shot. That's because his maltes are
photographed not with the film stock
used lor live-action photography, bl
with a special high-contrast fine-
grain duplicaling siock used (o strike

dease prints

The thousands of prints naoded Tor

BLADE RUNMER ara mada Hram a
fupe nagafinig, rathar than 1t
Wginal, irre Bla Camers
i wirast prind

1P
s usied o oneate the dups, which
in furn creatos ndoase prints

These inlermadiaie steps dirninish
the quality of the final print, but
preven! damage to original negative
Most of the tima, the system works
adequalsly. But effects ilms require
s0 many additional steps batween

original nogative and ridaase print
that grain becomes a prablems
S0 Yuricich's maties ara pholo-
graphed directly on tha high-
contrast dupe slock, sliminating a1
lenst two ganerations of Hiim, But il
maans he must match tho naary-
monothromaiic colors of tha 1P
This is a systom that my brother
Richard, devised for CEIK and STAR
TREK,” Yurigich axplained. "If's
pood, but there ar problomas. All the
alars shifl. In fact, | can't get black
vry will, and tha lilm is 580 slow thal
whites bacome ack . IU's trick
On dupe st madium gray s
ol 10 wilo, dark-gr
Hack, and a narmow 2ona of grean
actuaily mpresants blue and yel
esplained Doug Trumbull, “Matt has
o painst gly compansate for that
comphaxity. Na one alse in the
Industry does thal
This Iechnigue makes a Yuncich
matte ook nearly as optically sharp
& non-effects ahot, and makeas it
difficult to tedl whare the painting
ends and the sel begins




