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point: Blade Runner.

lade Runner commences
with @ panoramic, god’s-
eye view ol Los Angetes
A crime occurs: 8 weird guy named
Leon Kowalski shoots a detecive in
the course of a he-detector 1est
Leon doesn't like bamg asked about
his mather Fade oul, down on the
mean sireels, I1's raining heawvily, it's
night, and apparently the redlight
district of Chinatown has engulfed
the rest ol the city A seedy ex-cop
stands around, reading a néwspa
per with a heavy expression of sel
pity on his battered face, and sure
enough, he shps inlo a8 morose
VEHEB-OVET
We've seen this film belore on
the late-late show didn't i1 star
Humphrey Bogart, or maybe Dick
Powell or George Ralt? What's
more, we automatically know that
soon we'll gel to meet the cop's
sloppy Doss and sneering sdekick
and that his apartment, devoed of
wite or kids, waill be cluttered with gin
boftles and practically linad with
Venetian blinds. And very soon he's
sure to gel tangled up with a hol-
eved dame with wide padded shoul
ders. This is the Naked City. right?
Mot exactly in Blade Runner the
visual parallels to those aimo-
sphenc '40s deleclive thrillers are
so close as 1o be parodies. The hot
ayed (literally!) dame’s padded
shoulders are so pointy they could
be used as sharp weapons. her skirt
% 50 tight she can barely walk, her
hair 15 drawn into an unnatural lac-
quered sculplure. She, Rachael, 152
figure straighl out ol punk/MNew
Wave iconography, the Manneguin
Goddess. She would look nght at
home on the album covers ol the
B-52s
And the cop, Rick Deckard, kooks
axactly Hke a middie-aged Elvis Cos-
tello minus the wraparound shades
His opponent Roy Batty, who in any
elhcient fitm noir would ba a snick-
ering psychopath played by Richard
Widmark, here eventually becomes
the fitm's most sympathetic charac
ter; though on first sight he looks like
a super-Aryan Gestapo agent, and
turns out to have a classic
bleachad-out punk haircul. He and
his dim droog Leon walk the
streets in black pseudo-leather ike
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Analysis by SARA CAMPBELL =
It is unfortunate that most mainstream critics have been blinded by
Blade Runner’s shiny surface, taking it only at face value and labeling

it as a vacuous, dramatically flawed film noir. But that might have been
expected; mainstream critics rarely know how to handle SF cinema.

Why? Because real science fiction is so damned disturbing. Case in

Punk/New Wave artists and filmmakers have con-
sistently used images from the ‘40s and "50s rough-
guy/tough broad movies to parody present day soci-

ety. Yet Blade Runner is the first really effective use
of New Wave artifice, and the ironic proof lies in its
utter hoodwinking of the mainstream media.

a two-man streefgang. Batty's
sweetie, Pris, 5 a walish punketie
i Kinky whore-getup. she would
have no funclion in a defective flick
{for one thing, she wouldn't rans-
late well into Agnes Moorhead), yel
shie does very well hare

Punk/MNew Wave artisls and ilm
makears have consistently used im-
ages from '40s and 508 rough-guy!
tough-broad movies 0 parody
present day sockty On any unner
sity campus. signing up for an “ex-
parimental” lilm course means sil-
ting through a whole semester ol
Bette Davis clones mouthing
cbscenities, with hosts of slore
window mannequins crowded info
unnatural positions in the back-
ground. There's nothing like walch-
ing the portrayal of banality turn ba-
nal itsell. Yet Blade Runner is the

first really effective use of New
Wave artilice, and the ronic grool
lieg in it witer hoodwinking of the
mainsiream media

Punk philosophy Is anarchic. In
its wiew, the world 15 a steaming
cesspool of corruption and "'The
System’” has become a fascist
police-state; mankind is devolving
{hence Devo) inlo heartless autom-
alons; and the only way to deal with
the resultant allenation s to gve in
1o it. In Blade Runner, we have no
dea who is running whatever’s left
of the world; anybody with real am-
bition has dumped il for something
better "Outl There.” The people who
are ieft behind are mislits or too
decadent to really care. What
seems 10 be the most powerful cor-
poration in the city specializes in
making counterfeit humans, And

New Wave SF Cinema Under Analysis

mannequins, a staple of New Wave
fikm, are lucked into nuMercus cor-
ners of the movie

The matter of paranoia 15 one of
the most pervasive etements of the
fiim, most noticeable in the eye mo-
til. There may be no Big Brother
here, but somebody s watching. Ev-
erywhera there are video manitors
blinking away, or gigantic electronic
billboards of Japanese geishas
watching the struggles down below,
or blimps which look like huge cock-
roaches descending on hapless cili-
zens, foliowang them virtually every-
where 1o advertise the Off-world
colonies (“Begin again in a golden
land of opportunity and adven-
fure!™), Rick Deckard has monitors
all over his apartment, even in the
bathroom. Then there s a Voight-
Kampl! test, which Deckard and




othar police use 1o detect bogus hu-
mans by measuning pupiliary re-
sponses 1o revolling or obscene
questions, Even the light-beams
shooting honzontally into the dark-
enad rooms serve as inlrusions;
and the camera itsell builds the
sense of fright and oppression. Al-
ways on the prowl, around comers
and over shoulders, often at low an-
gles, il rarely comes to a stop, and
even then it is usually hand-heild
{This is a technigue which Ridley
Scott used with aqual elfectiveness
in his previous film Aflen )

Thare is a hair-raising scene of
voyaurism in which Rick Deckard
analyzes a photo lolen from Leon,
with his Esper, a kind of elecironic
eye, he mvades the room in the pic-
ture. zooming in on the figure of
Batty and the objects at his elbow

then going info the Van Eyck mirror
at the end of the room. His study of
the reflections makes them take
on slightly three-dimensional
qualities—he peers al clothing in a
closet and at a woman in anather
room. And in the film's most obwi-
ously voyeuristic scene, Deckard
worms his way into a suspecied an-
droid's dressing room—she is a
snake-dancer—and, passing him-
seif off as a member of the Con-
lidential Committes on Maoral
Abuses, says he's looking for holes
“Little dirty hotes they drill in the wall
50 they can watch a lady undress”
Thay? “You'd be surprised at what
some guys would go through for a
glimpse of a beautiful body”

Glenn Colling of the New York
Times wrote an article (June 30,
1882) suggesting that the violence
of Blade Runner iz excessive and
sadistic. One of the examples he
used, Roy Batly's destruction of
Tyrell, was very unusual in that it fo
cused on the perpetrator, not the
victim annmmIBauy's grief over
the dead Pris, was something many
audiences actually find very touch-
ing. The destruction at the end of
the film shows something that fam-
ily films such as Star Wars (with its
shooting, sword-fighting, dive-
bombing, doglights and push-button
annihilation of entire planets) do not

wviolencea hurts, To be sure, it 15 a
grim film, and no wise adull would
bring a kid under 15 o see it, How-
evar, the true violence of the film lies
not in the actual events portrayed,
but in the atmosphere of the film,
and this teaches a very valuable les-
son. the violence of intrusion, the
horror of the hoss of privacy. What is
more awful than to owe your meim-
ory 1o someona else, and to have
the workings of your mind pried
open by a machine? This is not just
speculative-fiction paranoia, ii's a
sentimant understood by most of
our society Many people today leel
as though their governmant is hokd-
ing them hostage with bombs, as
though technology is leaping ahead
ol our privacy and our names are on
who knows how many computer
lists. This sentiment is not 1o be

laken lightly; true or not, it's a major
force in our culture. It propels both
the Right and the Left, the anti-
abortionists, the pro-choicers and
the No Nukers, "Quite an experi-
ence to live in fear, isn't it? " Roy
Batty says near the end of the film.
“That's what it is to be a slave.’
Beneath the New Wave's attitude
ol contempt lles a sincere sense of
logss and solation, and Blade Run-
ner especially in the person of Batty,
certainly achieves this—often with
moving intensity. Yel it can’t be
nailed down as a simple, straight
down-the-line punker allegory. for
one thing, it contains none of the
staccato harshness of your stand-
ard New Wave diatribe, nor the de-
liberate technical ineptitude; i any-
thing, it's riveting for its elegant
composition and editing, the lyrical

&bb and fiow of images and fantas-
tic sound-layering. For another
thing, it hasn't got that boxed-in
quality—most New Wave experi-
mental films are made in the direc-
1or's basement. It has a broad, stun-
ning scope which leaves most
viewers gasping—and for this it s
indebted 1o Frilz Lang's silent Ex-
pressionist classic, Melropalis

That 1927 piece of futurism was
sel, like Blade Runner, in a huge.
mindboggling city dominated by a
Babylonian-ziggurat corporate sky-
scraper, in which the lord of the city
and the slave-class dwells, both en-
vision a society of decadent rich
versus impoverished workers (al-
though Blade Runner also includes
mobs of oul-of-workers), and both
feature a rebellion of the slave-
class, also, both leature terrilying

Photos: Center, lall to right, Rick Deckard, the fatalistic detective with ne future; Rachael, the lashionable working woman who has lost her identity: Roy Batty the child like
dalinguent of romantic impulse; Pris, the sensual mannikin of deceptive intelligence. Top righl. Roy grabs Deckard in the lilm's climactic momant ol revelation and irony.
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synthelic humans—Melropolis is
especially famed lar its ewvil rabot,
Maria.

But where there is hope for Me-
tropolis, LA of 2019 is a dying city,
the very first shot of it is reminiscent
ol Dante'’s Inferno. There is no ma-
donna leading the caplive masses
in the new fim—~Roy Balty is intent
upon winning, uh, betler working
conditions through the quickes!
means possible, And the Art Deco
skyscrapers have degenerated, be-
gun crumbling, and become
retrofilted-paroque. The only solu-
tion to Rick Deckard's problems
isn’'t political—no one seems to ba
in charge—but a matter of escape.

Ostensibly Melfropolis was a
grand work of future-projection, a
prediction of whal could happen 10
mankind; simitarky, both the director
and the critics of Blade Runner in-
sist that it's futurism rather than sci-
ence fiction. Yet much of the decay
has a frighteningly familiar ring to
il—the ever-present advertise-
ments, the crowdedness, the idea
that Atari, Coca-Cola and the Hare
Krishnas will still be very much with
us; even the very first shot of Deck-
ard, leaning against the storefront
window filled with banks of flicker-
ing video screens. This could al-
most be an abstract view of urban
life in the here and now.

Japanese cinema is 5o foreign in
form and attitude that it's incompre-
hensible ta many Westemn eyes; yet
more and more Westlemn directors
are being influenced by Kurosawa
and Mizoguchi, and Ridley Scoft is
apparently no exception

Japanese art is built upon the
idea that all things are temporary. In-
substantiality and impermanence
are Ihe sources of all beauty; behind
1he beauty of the natural waorld is the
fact that it all has to die, and behind
all happiness lies its certain doom,
and therefore in Japanese drama
and arl horror, ragedy and intense
sensual beauty often intermingle
Akira Kurosawa's films are among
the most cerebral and existential in
the world; but at the same time, they
are among the loveliesl. Rashomon
i5 built upon a cne-sentence plot—a
man has been murdered; the entire
film is a quiz through different ave-
nues of memory and ego to find our
who dunnit, and we are taken
through scenes of sensual percep-
tion 1o gel 1o the rool of 1he matter,
by the end, il is a moot point, be-
cause we've been supplied with
something far maore impartant, the
idea that trulh is a sham. Seven Sa-

murai has the most intensely san-
sual climax ol any battle-film; a
primitive batlle between two armies
in a monsoon of ran and mud. It is
?rirrih'ing, yet unforgettably beauti-
ul,

The narrator of Blade Runner iz a
man who 15 paid to kil disposable
people. They are disposable be-
cause they have no past and no
fulure—lour-year lifespans have
that effect—and without memarnies
they can't develop feelings. He
meels a replicant who has been
given false memories. Is her even-
fual love for hirm real or lake? Mean-
while he confronts four replicants
who have no such memary implants
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and ara fighting for maode firme; in the
final segment of the film, their
leader displays love, anger, grief
and wisdom which can't be denied,
The guestion is continually asked:
howe reliable is memory—and how
real is reality?

Ridley Scott didn't pack the film
with 50 many Japanese motils onby
tomake a comment on Japanese in-
dustrial progress. He didn’l have a
samisen-strumming geisha hover
over scenes of fate and disaster like
the eye of God just for the sake of
quaintness; and he didn't adop!
Kurasawa's methods of destruction
(Zhora’s slow-motion death, straight
outl of Seven Samurai. Sanfuro and
Kagemusha) and lyrical in-out drift-
ing of images (Rashomon, Seven
Samurai) Tor the sake of in-joke ob-
scurity

Insubstantiality. Impermanence.
Fate. Al his end, Roy Batty—in per-
haps the most lyrical moment of the
film—sums up some of the fantas.
tic things he's seen in his short fife,
and smilingly adds, "All those mo-
ments will be kost in time like tears in
rain.”

What a Japanese thing to say

human norm); thal he is a warrior
possessing  “optimum  self-
sufficiency” and that since his en-
tire lile-span is only four years he
hasn't had time 1o develop much of
a sense of charity. He is 50 inten
upon a mysterous invasion of the
Tyrell Corporation—1he company
which designs replicants—ihat he
has led a staughter of 23 humans
and will kill more 1o reach his un-
known goal, unless he's prevenied
from doing s0.

Deckard, a misanthropic loser
who can be heckled by shop-
keepers and arrested by fellow
cops, is supposed 1o do the prevent
ing.

We soon learn that Balty is irre-
sistible and overwhelming. His
henchman Leon, whao is normally
quite talkative, is silent and submis-
sive in Roy's presence. Genetic en-
gineers working for Tyrell lead him
1o their boss readily—intimidated,
charmed or cajoled. Tyrell does not
even consider using the dozens ol
security systems his home must
surely contain, when conlfronted
with Batty: even Deckard can offer
only token resistance. Roy has the

“All those moments will be lost
in time like tears in the rain .. ”

T he central scene of Blade
Runner is the one where
Roy Batty reaches the end
of his long and violent journay,
where he confronts his maker and
hisses, “| want more (ife, fucker”
Who hasn't dreamed of saying this
to their Maker? Who hasn't found
lite too short and time too last?
Batty's rage, his pain and lear, are
the subjects of this scene and this
entire film

It is beside the point that Deckard
isn't like Indiana Jones, Han Solo or
Humphrey Bogarl. Deckard is not
an extraordinary man; he is us, This
movie isn’'l really his story, it’s the
story of the replicants and whal he's
learned from tham, from his point of
view, He is the onlooker and Batty is
the hero, just as Jay Gatsby and the
Frankenstein Monster were the true
heroes of other characlers’ stofias,

Who, after all, really cares about
Colin Clive and his sweelie while
Boriz Karloff is clomping around the
countryside like a monstrous little
bay? et, similarly, the framework of
Deckard's story is necessary to
Balty's; otherwise the latter
wouldn't have stood out as such a
bizarre and extraordinary craafure.
And he is extracrdinary. probabily
the most complex character in SF
drama since Freedom Lowell (Silent
Running)

With Deckard, we penetrale the
mystery of Balty by degrees, in
stages. Our first sight of Roy is clini-
cal: a computer-file, probably made
s00n afler Roy's “inception”, with a
160-degree ratating view of the rep-
licant. We're told that this person
with the sharp, powerful face has
Level A intelligence and sirength
{which probably means above the

same effect on everyone in his path
as that of a high-intensity search-
light on a trapped rabbit. Roy Is un-
stoppable, and he and his unlucky
proxies are the force which initiates
practially everything in the story

He is saturated with symibolism,
even down to his name._(Roy means
"king"” in several Lalin-based lan-
guages, Batty means, well, crazy)
QOuwr first direct view of him is of his
fist, with nails discolored like
Kariof’s Monster's. During his bat-
tle with Deckard, he bears a fleet-
ing resemblance to Doc Savage
{though this might be uninten-
tionaly, and then there is the im-
palement of his own palm, Upon
meeling with Chew, he quotes
something that has to be out of
Paradise Lost, a reference to the
fall of Lucifer (who in that epic
poam was the villainous heraol
sympathetic villain), He is both Sa-
tan and Christ in this story, both vil-
lain and redeemer, he is obscene
and poetic, and eventually makes
destruction seem underslandabile
and sacrilege sacred. “Look at
you," his maker says, just prior to
getling his head smashed in.
“You're the Prodigal Son . . you're
quite a prize.”

While Deckard is confused and
uncertain, Roy knows exactly what
he wanis and is the most motivated
of men; while Deckard is often sur-
rounded by warm colors and soft
shadows, Batty is often lit from
below, which produces a lorebod:
ing or threatening effect, his face is
divided by harsh shadows: in his in-
vagion of Chew's lab, he is bathed
with cold blue light—while Chew,
mesmerized with frighl, protests the
cold. Where Deckard is oflen pre-

sented 1o the camera as isolaled,
behind Spinner-windows or Vene-
tian blinds or the snake-maker Has-
san’s window, or paralyzed by
crowds, Roy 5 free and elusive, and
continually approaching, stalking,
grabbing or embracing the object of
his focus, and often is presented in
extrema closeups—some of whch
are amang the film's most striking
images. He practically grabs the
camera, Yet there is a point at which
the two characters reach a sort of
equilibrium: as Deckard becomes
more vulnerable and lays himself
open to the feelings which he him-
self has doubtled, Roy, halfway
through the story, suddenly drops
his fright-mask and becomes maore
and more childlike, with a strong
sense of play and wondear. The final
battle between the two men de-
velops inlo a monstrous game of
hide-and-seek,

his sense of childishness, of

meeting a misguided boy In

a very adult body, is strongly
reminiscent of the early Franken-
stein cycle, particularly Bride of
Frankenstein (1935), in which Boris
Karloff's “dear old fellow” returns
from exile and demands a better lile
from his maker, The visual re-
minders of Bride are scattered all
owver this movie: not only are Batty's
and Pris’ tingers reminders of
Karloff, but there is also the cunous
bit of business during the scene of
Pris’ death—the sharp, birdlike
movements of her head, laintly rem-
iniscent of Elsa Lanchester as the
bride of the monster, and the veil
draped over her head (which could
also be taken as a Japanese
motif—the color white & symbaolic
of death in Japanese arl, and Japa-
nese in this couniry are occasion-
ally shocked by American brides’
choice of color). The owl watching
Tyrell's murder is directly lifted from
the opening scene of Brida, whare
the monster kills a pair of peasants
under the huge, opaque gaze of a
barn-owl. Tyrell can be related to
Doctor Pretariows, the evil, maca-
bre scientist who aids Franken-
stein in making the bride. Pretori-
ous is not new to this hobby; in the
past he had made miniature people
{quite like Sebastians "friends’)
and delighted in manipulaling
them—a King, a Queen, arch-
bishop, devil, ballerina and mer-
maid; and these he made from cul-
tures, unlike Frankenstein's
method and very like Tyrall's,

To be sure, Aoy has none of
Kariolf's Monster’s innocence; he
is not forced into murder through
the callousness of others, but
through his own rage and despera-
tion. Roy is an entirely sell-aware
person, with an ironic and deadly
sense of humor. One of the early
Frankenstein-derived films, a Ger-
man Expressionist film of 1916
called Homunkulus, features a
synthetic man possessing superior
qualities who, learning about his
accursed origing, wreaks havoc
and revenge on mankind, Roy
Batty’s rools are indeed in this
creafure and a host of monster-
robots—with one big difference

{Continued on page 38)
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DIADE RUnnen

I (Ccntinued from page 22 ) IR

e is nol truly evil; indeed,

he's capable of great good
and—Ilike the Monster of Bride, 15
often motivated by love

Perhaps one can relate the fa-
mous scenea in the hermit’s cotlage
to the segment in Sebastian’s
apartment, where Batty is revealed
inan antirely naw light

The segment is especially inter-
esting in view of the scene which
precedas it—the lyrical and explo-
sive love scene between Deckard
and Rachael. That scene has an
awkward, rather viclent leel to it
Deckard seems unceariain aboul
how to go aboul fruly loving an-
other being, even a lake, and Ra
chael is a true tabula rasa as far as
personal contac! goes. as though
she'd been born yesterday. The
two of them do a greal deal ol
slamming about. grappling and in-
structing. Somehow they seem
more frustrated than ever

Roy Batty'’s meeling with Pris is
entirely different; upon his entry
into Sebastian’s bizarre wonder-
land of an apartment, without prior
discussion of the matter, Roy and
Pris exchange a very passionale
kiss, at which Roy suddenly is
transformed into a small boy, On
the verge of tears, hurt and agi-
tated, he tells her that their friends
have been killed and that they're
now alone, Il's a shocking sceng—
in comparison 1o the earlier scene,
it's oddly charming fo see such
easy and familiar tendernass be-
tween these creatures.

What follows is nearly surreal
an interiude at Sebastian’s apart-
ment becomes a low-key Mad Hal-
ters’ lea party. as Roy and Pris
wander around among the living
toys—Pris hersell looking like a di-
sheveled rag doll, The two behave
like incesiuous brother and
sister—iwo punk children with a
big secrel, a really big secret; and
when Sebastian uncovers the se-
crel with the remark “You're 50
different—you're so parlect,” they
alternate between glowing pride,
eene menace, charm, desperation
and cajolery in getting what they
raaily want, while Sebastian seems
to think they're the best toys that
aver wandared into his home
Batty is riveting during this
scene—a charming menace; and
al the same time, you have a hint
for the first time of just how power-
ful this guy is. In taking off his coat
to stay awhile, maybe have some
milk and cookies, you see how
massive his chest and shoulders
are; and Pris displays more of the
MNexus Six range of power by play-
fully sticking her hand into a jar of
baouling water 1o fetch an egg

It iz interesting that when Roy fi-
nally gets to the point and grabs
Sebastian by the lapel, he tells him
that Pris hasn't got long to live—"I
can't allow that.” Matural or not,
these creatures really mean some-
thing to one another; it is no sham

Dramatically, this short exami-
nation of the replicants’ lives iz one
of the most satisfying segments of
the movie, a natural follow-up to

the investigation of the little worlkd
ingide Leon's photo. One 15 lelt
wishing for even mare information,
maybe an account of their hijack-
ing of the transport ship Of-world
Cur sympathies are raised. It
would be inleresting to see these
children grow up, and it wouldn't
be hall bad to see tham win thair
lives

The scene with Tyrell, however,

Batty. Although he covers up by
saying, as Batly enters his lemple-
like apartment, “I'm surprised you
didn't come here sooner,” he is ob-
viously apprehensgive; whereas
Roy, though looking decidedly un-
healihy and leverish for the first
time, is mare than up o the occa-

50N

The interview takes on a ritualis-
fic quality: maker and creation cir-
cle each other warily, Batly zeroing
in on Tyrell with almost seductive
menace and Tyrell backing away,

Roy Batty, the avenging angel of “Humanity Lost.” relentlessly pursues Deckard
scross the desarted rooltops of & dying civilization, only 1o save him from extinetion.

is @ perverse masterpiece, As Roy
puts it, he's meeting his maker,
however, this is a terribly unsympa-
thetic God. He looks like a cross
between a corpse and Pope Plus
XIl. All along he has trealed his cre-
ations callously—even throwing
away his prize, Rachael, by will-
ingly exposing the falsity of her
pasi and then abandoning her He
has betrayed all of his children
imagine the cruelty of making a hu-
man and forcing it to live its child-
hood as a slave, with no hope of a
future; the rotienness ol creating
beautiful, strong, sensilive people
with no past—and then abandon-
ing tham, This sequence can be
taken as a play on the anciant phi-
losophy that if there 15 a God, He
must be vicious—if He's so all-
powerful, why'd He create evil
along with goodness? Why'd He
make us only to kill us oft?

This God can't stand up to Roy

nervously tossing ol thmsy ex-
cuses for his botched work—
telling Roy why he can't live, but
not why he was designed so un-
fairly in the first place. The viewer
can't help applauding Batty's blas-
phemy as he hisses, in the echo-
ing, candle-lit sanctum: | want
maoralife, fucker”

Thie rest of the scene becomes a
bizarre seduction which culmi-
nates in a Kiss of Death. The mo-
ment of Tyrell's destruction is tran-
scendent and obscene; it's lo
Ridley Scott's credit that during
this horrific sequence the camera
is aimed at the face of Baity rather
than his victim

Al the end of Bride of Franken-
Shein, the monster allows his crea-
lor 1o escape lhe castle before
blowing it up in despair; the Crea-
ture destroys himsell, his reluctant
mate and Prelorious with the line,
“We belong dead!™ There is no

doubt that the murder of Tyrell has
left Roy in a frenzied state, yel
even now there is no stopping his
clock, and this is perhaps his most
fundamental difference from
Frankenstein’s monster. he does
not give up. Despite his crimes, of
which he is very aware, and im-
pending death, he still rages
against the dying of the light
Frankenstein's monster thought of
himself as accursed and unnatu-
ral, Roy has thought of himsell as
Sebastian describes him—
different bul parlect, a spacial ver
sion of a human, “Ah, Chew,” he
says 1o the man who designed his
eyes, "Il only you could see whal
I'vi sean with your eyes”

In Philip Dick's novel Do An-
droids Dream of Electric Sheep?,
the basis of Blade Runner, androids
may have felt empathy for one
another—for instance, Roy's griel
for Irmgard—yal they don't seem
to have made the cross-over into
the ability to empathize with hu-
mans. They develop considerable
skill al faking empathy, hence the
Woight-Kampfl! 1est to weigh verbal
replies against aclual physiological
responses, Perhaps that is why in
the film, i1 takes Deckard so long to
nall down Rachael as a replicant
she doesn’t aven try 1o fake empa-
thy, and by answering cold
bloodedly comes ofl as an unsym-
pathatic human

There was another character in
the novel, Mercer, a sort of giobal-
awareness, lessergod ligure with
whom humans would link mentally
for wise advice, In the climax of the
novel, during his chase of the last
replicants, Deckard shares a tran-
scendent mind-link with Mercer,
who teaches him the truth of suf-
fering and duty

In the film, not only does Roy
show genuine griefl at Pris” loss,
but this death also propels him into
humanity and causes him to lake
on some ol the qualities of the
novel's Marcer

Early in the fiim, despite their
polarity—or perhaps because of
lt—Batty and Deckard were linked
They are both on searches, and as
Deckard examines Leon's photo of
Batty in lascination, he echoes
Foy's geslure, lganing cheeak-on-
fist—a classic geslure ol sympa
thy according to anthropology
Roy's own love scene follows
Ficks. Mow, in this segment of the
film, they are further linked. Batty
faunts Rick with what must be the
cop's inner thoughts—"Aren’t you
the good man?" He and Rick sulfer
identically, in differant parls of the
building, in their bizarre hide-and-
seek, they hear each other's
screams of pain over their injured
hands. "Il your right hand offend,
cut it off;” these hands have been
pretty offensive. What a Christ fig-
ure for Batty to bacome, forcing
mutual atonement for sins

Deckard is the final character in
the film o be overcome by the
force of Batty's personality; as Roy
tinds Pris’ body and knows that he
100 s under the gun—meanwhile
actually having the nerve to stop to
kiss his dead male—Deckard can
only wait for Batty to come into his
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Photos: Lelt column, lop down, Rick Deckard walks the loggy
stroats of Animoid Row as he attempis 1o locale the shop ol
the snake maker. L1. Gall pliots the police spinner through
thenight as Deckard awaits his fate. Chew, the eyeball genet-
icist works in his sub-zero lab whare everything is caked with
lce, Deackard uses his ESPER 1o rero in on specific details of
some of Leon's pholos.

sights; his hands are shaking so
badly that his failure to shoot Batty
i not entirely due to the replicant’s
speed. From the beginning, Deck-
ard hardly has a chance against
Batty, even though he is the one
who's armed. It becomes plain that
Batty s playing with Deckard
keeping him on a string like a fran-
tic yo-yo. Il he's not gaing 1o kill
him, what is it Batty has in mind for
Deckard?

In this segment, i1 i5 hard o
know what Is in Batty's mind, be
cause his past incentives have dis-
appeared or lie bleeding on the
flogr. He has 1o go back to Pris’
cofpse a second time, he caresses
itand bursts inlo tears, and the en-
tire building seems (o resound with
his anguish as he begins 1o howl
like a lost animal. At this point,
stripping down and hunting Deck-
ard, he becomes a figure of almost
abstract power

Roy is virtually unstoppable. As
he dies, he only seems to become
stronger and greater—punching
through one wall o vank at Deck-
ard, butting through another head-
first to urge him on, kicking through
a window to chase him onto a
ledge. Al one point, Deckard hits
Batily with a lead pipe In a direct
echo of Ash’s beheading in Alien;
but this android, not 50 easily
halted, merely encourages Rick
with a joyous cry of "That's the
spirit!™ (At least he has a sense of
humaor. . ) Ruiger Hauer, the actor
who played Batty, has said that
Scott wanted Batty to become a
gort of Bruce Lee combatant, This
would seemingly take some doing,
Lee was a fighter of considerable
beauty, and despile the vicious:
ness of his tiims and his own poor
acting ability, walching him can be
a greal pleasure. In the last seg-
ment of the chase Roy Batty be-
comes a figure of even greater
passion and beauty. Following
Deckard relentlessly with a terrible
smile, streaming blood and rain-
drops, he looms over the low-angle
camera like a ligure straight from
mythology

There is, eveniually, the moment
where Roy Batty becomes human;
where he crosses the last barrier
and achieves the ultimate link be-
twaen the heroes of the film: Deck-
ard has jumped across a chasm 1o
avoid him, and Is hanging from the
edge of the building by a few fin
gers: Roy stands clutching a white
bird, his face lllumined by some
Iranscandent, joyous decision-
the decision (o cross the chasm;
and in doing so, he seizes Deckard
with his crucified hand

Perhaps this act of empathy, the
saving of his would-be murderer, is
actually the final joke of a vary
ironic character. Yel throughout
the hilm he has bean almost literally
hanging from the edge, as poor
Deckard truly ends up doing; and it
i5 gralifying to see Balty get libera-
ted from the chasm and from time

il terrible to see him go. Batty
has achieved everything that sci-
ence fiction itsell aims to do: he
has fascinated, terrified, inspired
anddisiurbed the audiencea; which
is a good enough apotheosis lor
any character |

Photos: Right column, top down, Deckard shows his blade
runnar identilication to a street cop after shooting a I

ng
replicani. Deckard stalks his pray from the top of a Matro cab.
Roy Batty rides the elavator up the side of the Tyrell pyramid
as ha plans to conlront the very man who designed and made
him. Deckard linds momentary shalter in a stone alocowe atop
tha highrise as Baity sialks him in a deadly game.
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Article by DAN BARON

“Spinners.” Through a dense maze of smoke and a confin-

uous downpour of rain, one can see a decayving city that
houses remnanes of the past and creations of the future. The sireets
are polluted; the city is overpomilated. Rick Deckard, a blade rume
ner for in modern rerms, a tvpe of police officer), is assigned ro “re-
tire” for kill) several “replicants "—manyfactured humans who are
thought to be dangerous, and are supposed to be incapable of hav-
ing any human feelings or sensitivicy. This is the premise of Blade
Runner, Ridley Scorts movie thar painstakingly creartes a future city
through a vast array of visual and special effects. To supervise the
effects for the film, Scort was able to obtain the talents of Douglas
Triembull, master of special effects.

Lus Angeles, 2019, The sky is filled with fiving cars called

Photos: This page, laft, top down; this luturistic panorama of the industrial complex of Los
Angeles was an incredibly detailed miniature bullt in lorced perspective oul of plastic,
wiched brass and liber oplics, and photographed through a “star Hiter”™ The monalithic
Tyrall Pyramid s shown hete fully 1t by fiber optics as & “flying truck” glides past is elched
brass edifice. A advertising derigible floats low ower the city, promating cigareties and “odi-
world® fantasios. while its perpetually crisscrossing searchiights out through the rain and
tha darkness. In this sireel scene, Deckard's car rooms down a side strest as Matt Yuri
cich's matte painting of the Los Angeles skylines fills in the distance. Top, center, Special
EMects director Douglas Trumbull looms over the incredibly complex, liber-optic.lit frontal
lacade of the Tyrell Pyramid “miniature.”
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ation and development of new technology in the field of

maotion-picture special visual effects. His education and early
experience in arl, design and ilfustration fed him to work on such
film prajects as Lifeline In Space, Space In Perspective, and To The
Moon And Bevond in Cinerama 360 for the New York World's Fair.
He has created special effects for 2001: A Space Odyssey, The An-
dromeda Strain, Close Encounters Of The Third Kind, Star Trek,
The Motion Picture, and now Blade Runner. He has received several
Academy-Award nominations for his effects work, He also directed
Silent Running for Universal Piciures, and recently completed di-
recting the ill-fated SF thriller Brainstorm for MGM.

Several years ago Trumbull founded EEG (Entertainment Effects
Group). His partner at EEG is Richard Yuricich, a professional cin-
ematographer with extensive experience in the filming af commer-
cials, documentaries, television productions and feature films. His
early experiences as a cameraman eventually were applied 1o the
technically and aesthetically demanding discipline of special visual
effecis. His credits include 2001: A Space Odyssey, Silent Running
arnd Close Encounters Of The Third Kind, for which he was director
af photography of special visual effects and received an Academy-
Award nomination. fn the same rofe for Star Trek, The Motion Pic-
ture, he received another Academy nomination and an award from
the Academy of Science Fiction, Famasy and Horror,

S ince 1965 Douglas Trumbull has been instrumenial in the cre-

Douglas Trumbull Talks about EEG,
Special Effects and BLADE RUNNER

‘Entertainment Effects Group is
a partnership between mysell and
Dick Yuricich. We've been warking
logether far years on projects
since 2001, | feel that my job in the
company s really a sorl o creative
head of ocur operations. | provide
the input on projects relating to the
creative gasign of how | feel the efl-
fects for a certain picture should
look. | getl into an involvemeant on
how the effects should be broken
down, or what kind of conceplual
approaches should be taken to
acheve a certain effect or a cer-
1ain look, or a certain overall de-
sign 1o a piclure, | find it sort of
challenging and interesting to fry
on each piclure to come up with at
least one thing that's somehow dif-
ferent or belter than, or in addition
to whatever's been done befare
5o that's one of the things that
keeps me interested: 10 iry to in-
vent something like the smoke
room, or a new kind of motion-
control system, or some kind of in-
terasting thing that makes each
project intriguing as we go along
50 il doesn't remain a manufaciur-
ing business,

"Dick is really in charge of all of
our pholographic processes, opli-
cal processes, equipment, crew,
staffing, operations. He's, | think,
one of the most gifted cinematog-
raphers in the waorld. He was just
cinematographer on Brainstorm,

“We specialize, with almost all
of our photography, in 70mm . 1'll
say 70mm because it gels very
complex when | discriminate be-
tween 65 and 70mm. Saxty-lve mil-
limater s the negative stock, and
T0mm is the print stock: but it's just

out onto the ledge of a highrise

filters, does = past the T
hl‘ﬂrh past mrrlll

easier 10 say 70mm. There are
other effects houses around. in-
cluding Apogee and ILM, that wark
in 35mm or 36mm YistaVision
Each of these processes have
their advantages and disadvan-
lages

“We generally shy away from
blue-screen work, We have found
that blue screen 15 an adequate
lechnigue for hard-edged mattes,
bul doesn't quite provide 1he clarnty
that we want We work 1n a larger
lofmal; we use mation-control very
extensively, and we pull mattes off
using a second pass, ¢crealing a
contrast matle so thal our images
are clean against black I'm owver.
simplitying i, but Il just g through
some of the terminology

“We use motion-control sys-
lems extensively There's been a
lot of discussion about motion con-
trol. | think some people believe to-
day that if you have a motion-
contral system, you're @ special
effects man, and that's just nol
where il's at. Motion-contral is a
technigue that has been growing
extensively lor many years. What
could be called motion control was
used fairly successfully on “2001;
and motion control at that time
consisted of very clumsy synchro-
nous molars or DC motors linked
up 1o Selson motors, which were
linked up to gear boxes, which
weare taken off lathe machines,
which were hooked up 1o timing
belts, which were hooked up to
lead screws. The whaole thing was
very clumsy. it only ran at one
speed, and it only did one direction.
But nevertheless, it was motion
controd. It was a technigue for ex-

its running lights ha-
pyramid. Rachasl

cant Aoy Batty; the matte painting of the Los Angeles stres! scone was painted by Mati
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“A good example is the whole
concept behind the Spinner, which
was designed by Syd Mead, who is
a very lalented and knowledgeable
ilustrator and industrial designer
He's worked for aulomotive com-
panies and large steel l"‘-jr‘nnanla'
he's been designing vehic
years based upon his knowledg
technology So, the conditions un-
der which this vehicle might in fact
fly via the thrusters that come out
of the bottom and lifting devices,
are very similar to some of the ver-
tical take-off planes you see today.
| think it's going to be quite awe-
some when this Spinner flies to the

T

Tyrell Pyramid, which is about a
mile high. We've invested a lot of
fime and energy in the construgc-
tion of the pyramid and the chore-
Dgfaph',r ol the sequence where
this Spinner flies up to the lop of
that mrramld and | think it's going
1o ary Convinging

“"One of the r ons | like work-
ing on films like Blade Runner is
thatit's clear by definition o the ay-
dience that it's a special effect be-
cause you couldn’ just go out and
shoot it, | shy away from films that
are period pieces. They're not as
challenging to me as creating a
whole new world environment. ™

THE VISUAL DESIGNERS

Perhaps equally important were
the jobs of production designer
Lawrence Paull and visual consult-
ant Syd Mead . While Trumbull and
his associates at Entertainment Ef-
fects Group were responsible for
work that involved miniatures and
mattes, Paull and Mead helped es-
tablish the actual design of the en-
vironment being depicted.

Long before production on the'
film began, Scott was trying 1o es-
tab the visual style that he
wanted to realize on the screen..
His ideas for a visual scheme

would often be translormed inlo
thumbnail sketches of what he
wanted 1o film; from this point,
Scott and production designer
Paull would expand on these
sketchas and develop them. One
key element of Ridley Scott's visual
style is his emphasis on “layering.”
For Blade Runner, the direclor
planned to have many visual ele
ments interacting in every frame
In addition, early on it was decided
that the world of Blade Runner
would not be the sterile uminhab-
ited world of many a fuluristic
science-liction film; instead the

{Continued on page 68)

Photos: Top row, left to right, one of the full size “Spinner™ mockups liits off from the set with a dramatic burst ol axhaust, and the ald of a sieel harness of crane cables; Deckard
and Gatf are sncompassed by instrumentation inside the cockpil of tha Spinner. Second row, an entire crew of model makers at EEG were 541 to work conatructing the minlature
cityscapes and buildings which wers constructed of wood, vacuformed plastic, siched brass and miles of fiber-optics. Botiam row, & modie Spinner nearly thres leet in length
was also constructed, complete with minlature passsngars.
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TRUMBULL

{Continued from page 61)

film would try to make its environ-
ment authentic and believable,
with a core of densely accumu-

lated details.

Amidst the obwvious credit that is
given for the striking look of the ve-
hicles in the film (which were de-
signed by Mead) and EEG's special
effects, many have overiooked the
contribution of the production de-
signer 1o this film. Bul Lawrence
Paull heiped coordinate the differ-
ent visual effects for the film, and
was closely involved with Scott on
every phase of production. His
work often bridged the gap be-
tween the imagined or sketched
warld and the world that eventually
unfolds on the screen,

Scott and his associates ack-
nowledged the various sources
that helpad shape and influence
their vision of the future as it ap-
pears in Blade Runner The most
obvious influence are the films
noirs of the 1940's and 1950°s;
Deckard not only offers volce-over
narration as many Hollywood gum-
shoes have—hea inhabits a dark
nightwaorld and city of sin that
seams to be derived from the
novels of Raymond Chandler (even
recent films such as Chinatown
and Body Heat come to mind, with
their comparably blazing colors).
Ridley Scolt has also mentionad
the influence of Heavy Metal mag-
azine on his visual style, and the
streamlined rectilinear shapes of
many of the tall buildings in the film
suggest various Art Deco influ-
ences as their source or Inspira-
tion. In addition, there are many
characters thal wander in and oul
of scenes in this film who would
seem at home in the world of punk
rock and New Wave music

One of the more distinctive as-
pects of this movies' visual design
is the visualization of the idea of
"retrofitting.” Basically, this refers
to the addition of new parts or
equipment to existing objects or
machines. Many of the man made
sysiems depicled in the film are
beginning to fall apart, so addi-
tional layers are added to them o
slow down their inevilable
breakdown—the systems are rel-
rofitled. Thus the idea of recycling,
and the tension between the old
and the new, is given visual expres-
sion in the film.

While glancing through various
magazines, books, and pictures,
Ridley Scotl came across Senlinel,
a book by Syd Mead that included
his designs of fuluristic vehicles,
Mead, a well-known industrial de-
signer who worked on Tron, was
hired as a visual consultant for
Blade Runner, and was instrumen-
tal in imagining and helping 1o real-
ize the vehicles in the film—and
their surrounding envirgnment,
Mead has worked for the Ford Mo-
tor Company in the area of visual
design; he has a talent for imagin-
ing what futuristic vehicles will ook
like. But Mead's contribution to
Blade Runner included more than
just visualizing or drawing vehi-

68

cles: he was able 1o integrate his
ideas about the look of the future
into the overall concept of the film
As a result, Mead was able 1o infly-
ence the look of the storefronts,
streels, and props that were part of
the world that his cars traveled
through,

Alltold, Mead designed five vehi-
cles for the film—most of which
have some rough equivalent in to-
day's world. For example, Mead
designed one vehicle called the
People's Vehicle—which is essen-
tially a futuristic answer to the
problem of public transportation,
MNevertheless, it seems 1o combine
elements of a taxicab, a persaonally
ownead car, and other means ol
transportation: patrons pay to
drive the vehicle for a certain
amount of time, and when they
have arrived at their destination
they leave it for the next person (or
replicant) who needs il. Likewise,

miniatures that his staff was con-
structing. In another area of pro-
duction, Mead's matte designs
would also fall under the scrutiny
of the craftemen at EEG as they
weare also responsible for painting
the mattes.

The actual construction for the
tull-sized vehicles fell under the su-
pervision of Gene Winfield, who
had previously produced and de-
signed vehicles for the Star Trek
television series and Woody Allen’s
movie Sleepar. Working with a
crew of thirty-five people, Winfield
was responsible for producing
twanty-five vehicles for the film.

Modem-day vehicles were often
used as the body or chassis of the
futuristic vehicles. The large vehi
cles were in many cases buill up
from old Dodge Vans; the Spinners,
from Volkswagons. One method
that was used to build the more
elaborate vehicles was to create fi-

“One of the more distinctive
aspects of Bladerunner’s
unique design is the
visualization of the idea of

Deckard’s private car blends ele-
menis of the present and the fu-
ture: it looks almost like an updated
and advanced sporls car.

Perhaps the most formidable ve-
hicke in the film—and cerlainly the
cne that garmers the most
altention—is the Spinner, Often in
sciencea-liction movies, vehicles
hawve taken on wings in order ta fly;
for Blade Runner, Mead wanted to
create a more believable method
for flying. The inside of the Spinner
actually containg the means by
which it can take flight, Mead de-
signed an internal system that lifls
the wehicle, including hydraulically
operated machinery which folds
up the front wheels—just as an air-
plane folds up its wheels belore a
flight. Ancither practical yel fuluris-
tic feature of the Spinner were floor
boards made out of plexiglass
These boards allowed the drivers
or other passengers to look di-
rectly below them al a city thal was
receding inlo the distance,

The fate of one of Mead's de-
signs offers a quick glimpse at the
process inherent in filming special
many wisual effects. Mead would
hand his designs over o drafis-
men, who would then meticulously
make blueprinis of the vehiclas.
From this point, the vehicles would
actually be built—as minialures
and on a lull-sized scale. But at ev-
ary slep in this process the work
was likely to be challenged and re-
fined. Scott often asked that the
designs be changes to suit his vi-
gion, and Trumbull wanted 1o make
sure that the full-scale vehicles
wara in close harmony with the

berglass pieces to the car from
molds taken from a wooden mock-
up. The flying Spinner—which
would actually be flown by crane—
was composed of a light type of
alurninum. Other vehicles that ap-
pear in the film are modern-day
cars retrofitted for the city environ-
ment of Blade Runner

‘While Syd Mead, Gene Winfieid,
and others were designing and pro-
ducing the vehicles for Blade Run-
ner, Trumbull and his associales at
EEG were assembling a stafl 1o
work on their branch special ef-
fects. Actually, Trumbull and his
partner at EEG Richard Yuricich
(who is also a cinematographer),
acted in a supervisory capacity for
this film. While they would often de-
sign effects and oversee the pro-
duction of them, the supervision of
the actual shots as they were beaing
filmed was turned over to David
Diryar, who, like Ridley Scotl, has
had considerable experience in tel-
evision commericals. There were
also a variety of separate depart-
ments at EEG whose crallsmen
would make significant contribu-
tions to the final look of the film:
covered in these departments
were such areas as optical effects,
effects photography, miniatures,
motion control systems, and
maltes.

All told, there were about eighty-
five special eflects shols executed
at EEG,and the crew was able o
complete them slightly under
budget. One key feature of all
these shots is that they were filmed
with sixty-five millimeter film; in
maost ather films, most of the spe-

cial effects are filmed with thirty-
five millimeter film. The difference
is that the sixty-five millimeter film.
produces a clearer and sharper
image.

The miniatures and maties were
probably the most important ef-
fects in terms of the final ook of the
filrm, In the miniatures department,
there was aiso a key change in per-
sonnel: Mark Stetson replaced
Greq Jein early on in production as
the person in charge.

One of the most pulstanding
miniatures that appears in the film
is that of the Tyrell building. The
pyramid-like look of the structure
was actually based on pyramids in
Mexica that one of the films crafts-
men photographed during produc-
tion. The model for the bullding
was two and a half feet high, One
of the first steps thal Mark Stetson
and his crew took was to construct
a loam mockup of the structure.
From this point, such features as
plastic panels, acid-elched brass
plates, and moveable elevators
were added, as the final model
took shape. One siriking element
of the two pyramids that appears in
the lilm are the convincing lights
which emanate from them. These
lights come from inside the pyra-
mids; the windows on the pyramid
through which the light shines
were realized by scraping paint
from the structure.

Another product of the miniature
wark on the film was the environ-
ment that the pyramids dwell in:
this environmeant was called the
Hades landscape by the crew. The
vasl staggering panoramas that
appear in the opening scenes of
the film are often just a miniature
that was built an a table. It was thir-
teen leet deep and eighteen feet
wide, The design for this complex
was also inspired by photographs
of existing structures: in this case,
oll refineries were photographed
by the crew, Part of the miniature
was composed of eiched brass
plates, which would be placed on
top of plexiglass sheets on the 1a-
ble. Other parts of the struciure
were composed of foam, which
would be put into molds. The entire
landscape was lit from below:
hotes were made in the plexiglass,
and over seven miles of fibar op-
tics lit Hades from below and
within.

The miniature crew also had a
difficull task when it came to mak-
ing small versions of the Spinners.
Four miniature Spinners were con-
structed: ong was one foot, three
inches long: two othars were three
and one half inches and one inch
long, respectively. And, for most of
the shots of flying, a four foot
model was constructed. The model
was filled with puppels that regre-
sented characters in the film; the
puppels were a foot and a half
long. Like the shots of other minia-
tures in Blade Runner many of the
shots of the Spinner were filmed in
a smoke-filled room; this technique
if often used at EEG 1o give the illu-
sion of depth, but it was particu-
larly appropriate for this film with

(Continued on page 82)
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The Fantastic Futures of SUD MEAD

From the BLADE RUNNER Ghetto to the Game-Grids of TRON

Designer SYD MEAD S

Syd Mead is a design specialist
who deals with luturistic concepts
He's workad on a tolal of three
movies so lar and has lent his
sions of the future to Star Trak: The
Mowig, Blade Runner and now
Tron

Mead was hired 1o come up
with, as he puts it, "mobility ideas”
for Tron, He designed Sark's (David
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HREEY

Warners evil computer aller ego)
aircralt carriar, the |
tanks, solar salars, a varie

rain, a training camp and holding
cells for the gladiators, amaong
other things.
"It didn™l reguire a lotl ol anl
work,” he says of his role o
| did a lot of sketches. Lis
wanied ideas on how 1hings 5

Profile by JOE BENSOUA

the \X/orlds of Tomorrow

look, Then the computers would
duplicate my drawings, They would
fead in four-view drawings, for ax

ample tha aircraft carrier, and that
way you have a three-dimensiona

object. They emballished it wilt

pinpaints of light and color shading
and cama up with an oo
vary real. It has weight; it’s
properly

that's
ghted

1's marnelous

In Tron, as in his previous
movias, Mead's biggest challenge
comes in making his objects be
lievable

‘Do ng this depends on tha op
erational limits," he said. “In Tran
believability is what the director
wanis, What do | look for? | think
hawving worked on two major pro

ductions and listening to film indus-
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try people all the time, it seems
there's a kind of ‘in-head memaory’
that you must accepl as a ‘limita-
tion’, It something doesn't look ba-
liavable, it interrupts the audi-
ence's concentration . . | it disrupls
the illusion of reality that is men-
tally in progress

“Also you sometlimas have 1o
make concessions in order o
make things look like people think
they should look. That's very com-
plicated. | could never throw be-
livability oul the window.”

But fo get a better fix on Syd
Mead, the man, you have 1o know
what gualifies him to work on films.
As a consultant, Mead has been
engaged by some of the world's
leading corporations, including
Honda, Lear, Philips and Alcoa. He
had designed expearimental body
shapes for Ford Motor Co., has
sisted in the development of econ-
amy cars for American Motors,
and produced consultant designs
for Violva's mid-1980's series. In ad-
dition to the ampanies, he has
worked in a similar capacity for
Chrysler, BMW, and Jeep, His illus-
trations have been reproduced in
books for National Geographic and
have bean the subject of magazine
articles from Fantastic Films o
Flayboy.

In the area of naval tr
tion, he conceived a high
yacht for Hater Marine of N
leans and designed the antire exle-
rior and interior of the Norweglan
Caribbean Line's proprosed cruise
liner for Ring Design of Spain. He
has also designed bus cockpils
that reduce driver latigue, and for
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: top, Syd Mead at work in his studio. Insert, a preliminary Mead skatch of the tank turret from Tron, Bottom
| drawing tor the anthropomorphic MPC unit inTron. Bottom righ
wr. This page: top, a final preproduction painting of the work area in Ssbastlans aparimant. Middie, Mead's color ren-

dering ol the tank turret from Tron,

the U.S., Department ol Transpor-
tation h isualized high speed
commuter traing suspended on
magnetic fields.

In on, Mead's collaborative
eflorts with the French brought on
the first class caban for the Airbus
300, a fuel efficient competitor to
the U.S, Airline desi He also
worked with the Frer firm of
Raymond Loewy, and produced
llustrations of interior concepts lor
Air France's Concord. For NASA,
he provided the illustrations for the
interior of Skylab and conceived a
fold-up chair system to accom-

odate diflerent sized craw meam-
bars.

It wasn't until he moved to Los
Angeles from Detroit with his busi-
ness manager in 1975 that Mead
was introduced to Hollywood,

"I got a call from John Dykstra,.”
he said in an interview at his Holly-
wood homea, “He wante
quainted and say hello because
John used a lot of my steel books
going through industrial design
school. (see Dykstra interview on
page 64} The books were for LS.
Steel and were used for rendering
references and idea starters.”

ketch of Sabastians genetic workshop

Dykstra, the special effects wiz-
ard who helped bring Star Wars to
creen with Doug Trumbull,
present with his conceptual
desig nd approached him 1o
work on Star Trek

“Star Trek was in progress and
John got the contract to build the
Veager entity,” said Mead. "'They
called me in and | started design-

ing it with director Robert Wise
"My job was to design a back
end for it; they had the front al-
ready done, Wise wanted some-
thing awe inspiring but cathedral-
(Continued on page B2)
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SYD MEAD
TRON SPFX

(Continued from page 71)
like . . . almost a religious kind of
almosphere. | look a gothic cathe-
dral and rotated it into six sections;
thats what Trumbull builtl for a
model”

Blade Runner, the futuristic
search-and-destroy movie starring
Harrison Ford, was next. He met
with director Ridley (Allen) Scoll
while the script was still named
“Dangerous Days ™ and was asked
1o bring his ideas with him

‘| started designing vehicles, the

street scenes. voice count ma-
chine, and other things. Bul my
main role at firslt was to come up
with five or six vehicle designs: the
spinner (the flying car), Sebastian's
vehicle, a laxi, a street car, and a
time-used peoples” car

"I put them in settings to make
the cars look real,” he said. "Ridley
started to like the backgrounds
and had me go on o design the
street sel. It was a case where one
thing led to another. | also helped
design Deckard's apartment and
Sebastian's laboratory They had
budget crossovers, so some stulf |
designed got cut out, like a porta-
ble computer Deckard would use

which was an extension of a police
compuler

"Ridley was a stickler for visual
detail, Blade Runner had to recre-
ate reality in almost every detail

wall plugs designs and parking
meters had 10 look just right. There
has to be some logic to it | have a
good background in how things are
manufactured which makes them
look real when you build some
imaginary thing.”

Since Mead is a man who brings
futuristic ideas 1o life, does he think
his concept of the luture as seen in
movies can be pul to practical
use’?

"Mo," he says withoul hesitation,

" Blade Runner isn’t my idea ol the
future. It’s Philip Dick's idea,
translated through the script
wrilers and Ridley Scott. It may be
plausible Tar a high thrust power
source for the hover cars, but you
could only use them in a place like
lowa. There's too much density
here in Los Angeles where the film
takes place, You'd have disaster”
Mead's future looks as busy as
the ones he bripgs ta the screen. In
additicn 1o an upcoming project
with director Bill Friedkin (which he
declined 1o describe), he'll be
working on entertainment com-
plexes in Houston and Lon-
don |

TRUMBULL

{Continued from page 68)

its dense atmosphere. The key to
the final look of the four foot Spin-
ner i that it matches the full-sized
Spinner, while watching this film, a
viewar cannot distinguish between
the various eflects because thay
were so meliculouly conceived of
and integrated.

The man responsible for the
matte paintings was Matt Yuricich,
whois the brother of EEG's Richard
Yuricich. The matte paintings for
Blade Runner were far more com-
plex than for most films: the film
not only combined many differant
typas of special effects, but many
of the visuals contained aspects
of the present and future. Thus
Yuricich had to create mattes that

would blend in well with miniatures,
full-size vehicles, and live-action
Many of the large and expansive
shots of the city that open the fifm
are really matles. In addition,
mattes play a major rale in the final
climactic chase scene as Deckard
stalks Batty When Deckard is grip-
ping the ledge of a building and
seems and seems about to fall
countless stories 1o his death, he is
aclually dangling above a travel-
lirg matte.

The technigue use for mattes at
EEG is unique among matte-
makers in the industry. Most matte
artists paint to the original nega-
live; at EEG the painting is done 10
the intermediate duplicating stock
This gives the matte artists flexibil-
ity the original camera negatives
that others use cannot be re-
placed. There is also very little lost

in quality in the EEG mattes, be-
cause 65 millimeter film is used.

Cne of the greatest challenges
{and problems) of the EEG method
is achieving the right colors in the
matte. The problem is thal the
dupe negative which is used for
the matte is itself created by a low-
conirast print called the
interpositive—which is derived
from the ariginal negative. The
colors for the two prints are slightly
different, the matte artist must
paint a matte in which the colors
match. For Blade Runner, it was ol-
ten necessary to approximate
colors by using a color spectrum
analysis 10 reproduce the colors of
a particular shot

Before the mattes were painted
Yuricich and his crew examined
the live action scenes that required
mattes. Later, they often tried to re-

BLADE RUNNER DESERVED
BETTER

I'd like to comment on whathar
Biade Runner really answered the
questian, “Do Anroids Dream Of
Electric Sheep?”

First of all this 1ilm had some
things going against it from the
start, Thare was a month's delay in
s releasa, theralor it became a
shadow in the sucess of all the
ather scilfi movies that wara
realeased prior 1o 1. Secondly, it re-
caived oo much pre-publicity.
Mest of it in the form of "word o
mouth™ from people who had read
a lirst dralt script thal was readily
available at all scilfi conventions. |
had read the script, and il
amounted o nothing more than a
filthy rag. Then thare wera the infa
mous sneak pravigws whara a
handhul of Harrison Ford fans falt
thiy had the authority 10 blow up
i Ark all over again

Some people say too much of
the phylosophy of Dick's book was
left out of the film, others say il was
too difficult to follow. | lesl a phylo
sophical depth can never truly and
justiliably be represenied on a
screen. It s a personal experiance
Therefare, the Ladd Company had
1o work within the limits of dishing
oul a deep story to an avdience
who goas only for gore or “roct-gm
shoot-em up”™ movies, | had no dith
culty following the story with the
long introduction at 1he begining of
the film, Capt. Bryant's in depth ex-
plinations, and Deckard's conlin
uous narration. Surely this shows
that Blage Runnmer wasn'| catered
to those privileged lew of us who
had an opportunity to read Dicks
book

alize some of Syd Mead'’s and Rid-
ley Scott's designs lor the mattes
When the maltes were lilmed, a
matte stand was used; it facilitated
the photographing and lighting of
the mattes. In addition, Yuricich
would often add a color filter to a
matte after it had been completed
The process of making matie paint-
ings for this film ook nine months,
the resull was aboul twenty
mattes,

The makers of Blade Runner
have utilized a wide variety of vis-
ual effects and creations o eslab-
lish a seciety which is al once imag-
ined yel authentic—i{antastic,
without being that lar removed
from our very own_ It is difficult to
recall any other film which has pre-
sented such a fully realized and de-
tailed visualization of a city in the
future. H

| ihink Blade Rumner |5 a brilliant
pieca of work! It is an etching in
tiim higtory, & reflectson of what we
as a sociely may become. The sats
ara holders of a bizzare authentsc-
ity The characters are played (o
parfection! May | say, Harrisan
Ford IS Blade Runmer Deckard is
probabdy the most realistic hers |
hawe sefn 0 the cinema in yearns!
Hecries, huris, is confused, afraid
neads help, shakes, bleeds. has
make urges, eats, and drinks. Harri
san Ford has transcended the glo-
rious limitz of being a hero. He
shows us The quiel Deauty of being
a haro, Whan a man linds his spint
again after dehumanization
Rutger Hawar in umn demonsirates
thal villlans are human aller all
(hmm™) His awesomea Bally inler-
twines a deep sensitivity in the film
Thigis dafinitely a movie where the
griat special effects, (and that
they were) are only a crutch 10 a
mowing screenplay|

It &5 only too tragic that the year
2019 |s indead in the mids! of us
now, We must indeed be dehu
manized il we should turn our
noses away from such a beautiful
Hiim| Mot only “do androids dream
of glectnic sheep.” they also dream
of the immortality of such greal
cinama. | i i a larrible washe
thal Blade Runnar should be pal :'?

oul 1o pasture!
rene Tumanoy
Parlin, NJ
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