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STARLOG INTERVIEW

The "Blade Runner” Screenwriters:

ampton Fancher
& David Peoples

By JAMES VAN HISE

In STARLOG #55, the interview with Philip K. Dick (who authored
the novel "Do Androids Dream of Electric Sheep?” from which
"Blade Runner" is adapted), detailed his involvement with the
project and his views on how it has been handled. This time
we go further behind the scenes to trace the development of
the screenplay from the viewpoint of the two men who,
independently of the other, made their
contributions to its development.

he history of the Blode Runner

screenplay is as inleresting as it is

complicated, and adds to the perspec-
tive of Phil Dick to further demonstrate just
how involved the transition of a novel to the
screen can be.

Hampton Fancher has been involved with
the film busingss for some time, having many
credits as an actor, which includes a hundred
TV shows and 10 feature films. His real in-
terests, though, lie in writing and directing
and he declines to name any of his specific
acting credits as he is not entirely satisfied
with them —even though they have enabled
him to earn a good living.

Fancher originally approached Phil Dick
about optioning Androids for feature film
production in 1975, 1 got the impression ori-
ginally—and more than the impres-
sion— that Dick was not only reluctant to get
involved but also reluctant to have that par-
ticular book done. | think that at that time he
was a bit queasy about getting involved with
any kind of movie projects.”

When Fancher originally approached Phil
Dick the novel in question was already under
option, but by 1978 it was free and this time,
Hampton's partner Brian Kelly (executive
producer of Blade Runnery succeeded in op-
tioning it. Kelly submitted it 10 Michael
Deeley who rejected it twice— first, feeling
that the novél wouldn't translate well as a
film, and then, on the basis of an eight-page
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treatment of those aspects of the book that
Fancher felt would translate well, Although
he had not intended 1o write the screenplay
himself, his friends talked him into it because
it seemed the only way to get the project
launched. **It 1ook almost a vear to write the
screenplay, but when | was finished, Brian
took it back to Deeley and he loved it and the
three of us made a deal,” Fancher explains.

“Then it was all sales work. Deeley was in
good shape to represent it— he'd just gotten
the Academy Award for Deer Hunter, He
started going to the studios with it and every-
body was interested but nobody would com-
mit, People were interested, but they'd want
changes—they'd want a happy ending or
something else changed and it got very close
to losing the strain of the thing and it was
pretty precarious there for a while. 1 kept
changing it because there was intelligent in-
put, especially from a couple of people who
were very instrumental in their critiques. |
think that there were four or five drafts writ-
ten before Ridley came to it. When Ridley
came in that sort of wrapped it up because of
the A LIEN reputation. That's what it needed
for the studio to get down 1o business withit, |
guess | wrote three or four more drafts based
on that time with Ridley and his people, so it
was a long process.”’

Regarding Phil Dick’s criticisms of those
early drafis (see STARLOG #55), Fancher
states, “*It was never intended, | don't think,

except maybein the first drafi, o stay close to
the novel. The novel had a lot of impossibili-
ties as far as movie-making goes. Basically,
the novel was just a diving board premise to
jump from that was originally taken, and
then from that point, after the first draft, it
sort of acquired a life of its own and never
delved too much into anything that the novel
was dealing with. It was a different animal
almost from the beginning. 1 don’t see any
similarities with it, now, at all.

“The way | saw my story of it, finally, was
that of a man who discovered his conscience
in the process of this search, and that was the
psyvchological lot of it and what excited me
about it and what | was trving to achieve.
That’s the spiritual architecture of it for me.
How the house turns out after the construc-
tion people get through s another story
sometimes, but 1 hope it has some of those
elements because to me it was a love story,”

A Positive Addition

Regarding why he left the project and why
David Peoples was brought in to continue
writing in his place, Fancher explains, I
found Ridley's ideas that came out of the revi-
s10n meetings o be very good. The scripts
seemed to improve with each draft. But along
the way he was a very stubborn man. | mean,
I wasn't like a hired writer. | was a part owner
of the project 50 | wasn't involved on that
level where he could just say, *Write this,” and



I would go away and write it even if [ didn’
agree, I'd only write it if 1 agreed, not that |
wasn't open to agreement because |earned a
lot working with him and 1 think a lot came
out of it. But there were several elements tha
would always come up and | would respond
negatively, and it seemed to me that 1 was
winning but then in the next meeting those
same elements would be brought up. They
were things that | wasn't in love with and f'elt
that 1 just couldn’t deal with them. They
weren't the story that 1 was doing, Finally it
just became obvious that the only way 1o get
those things done was 10 bring in another
writer, There was then a collaboration be-
twieen Ridley and Peoples and David wrote a
lot of interesting things. In fact | was sur-
prised because when | got Peoples™ script,
those things that Ridley had wanted that |
thought couldn’t be integrated into the con-
cept had been rendered by Peoples in ways
that were original, tight and admirable. 1 real-
Iv liked it and that’s why 1've become friends
with Peoples. 1 liked what he did a log, but we
never actually collaborated, He came in on
very short notice and he had a lot of work 1o
do, but he did it very Fast and very well,””

Fancher's departure as sole screenwriter
left noill will and he was called back 1o lend o
hand toward the end of the production, **]
wasn 't involved an allinthe shooting, but just
before they finished shooting 1 got a call, |
went over, looked m some dailies, heard the
problem and wrote a couple of scenes, bul
that was the only involvement that | had dur-
ing the making of the film. Lots of times the
writer is not wanted on the set, unless they're
in trouble, of course, and then there's a
desperate call.™

David Peoples entered the Blade Runner
project in Movember 1980, which was when it
was still with Filmways and before photo-
graphy had begun. **1 read the seript and 1im-
mediately felt that it was so good that 1 was
disappointed because when they came to
have a meeting | told them that | can’t make
this any better— it was a terrific script!

1 don"t know which ones Phil Dick read
that he didn"t like, but certainly the one | read
was absolutely brilliant, and that’s the one |
worked from to make changes that Ridley
wanted, to make it more his vision,

“The thing that can be confusing about all
this is how enormously collaborative all of
this stuff is, especially at the stage that | was
involved. | was brought in when there were
se1s already being constructed. One time |
changed a scene and somebody said, *Jesus,
vou wrote the ambulance out!” [ said so what
and they said, *Well, it"s already built." So this
was a source of some aggravation. There's
enormous pressure, a lot of people involved
and lot of things going on. Soif anybody was
authoring it at this stage it was Ridley. He was
dominating, supervising and caring about
what went on here, He always had fresh and
new ideas, Then down the line Harmison Ford
and Rutger Hauer made some really nice con-
tributions in the way of dialogue. | would
sometimes be writing a scene that Ridley
would be shooting the following week, and
twice | guess [ was writing stuff that was going
1o be shot that day and just frantically trying

Top: David Pecples (lelt) and Hampton Fancher, Above: Ridley Scott (left) is joined
by author Philip K. Dick at Douglas Trumbull's EEG aeffecis facilities

to make certain changes 1o solve this par-
ticular thing or that particular thing.

“When | first became involved with the
film, there was a bunch of scientific jarzon
about genetics in it that | had no grasp on. |
don't know anvthing at all about science, but
my daughter isa chemistry major at UCLA in
microbiology, So 1 called her up and she said
that it was more or less right. She corrected
one small bit of chemical talk which was well
bevond me. Subsequent to that | felt that the
seript could wse some more jargon in terms of
making it sound like we were dealing with
things that these people dealt with in their
every day lives and thai they would naturally
have a language for referring to things. |
called my daughter again and she started talk-
ing about replicating cells, and it was she who
gave me the idea of calling these people repli-
cants instead of androids. [ felt that android
wasa word that had been used so much that it
no longer meant anvthing because it had been
sullied by being used in jokes and so on and |
thought that the picture needed a fresh
word."

The Film Belongs To Ridley

But on the subject of who's really responsi-
ble for how good the film or the screenplay is,
Peoples feels that Ridley Scott’s contribution
cannot be overestimated. ** It was Ridley™s vi-
sion ultimately that we were serving. | think
it"s terrific and important that Philip K. Dick
likes the end result—1 mean it’s his baby.
Without him there's none of this, This is
where it comes (rom, It's terrific that he was
happy, but he really gave me much more
credit than | deserve. I'm flattered but it's
really an enormously collaborative venture.

“When vou're taking a novel 10 a movie,
there's so much sort of hammering and saw-
ing and banging and fumbling around that
really, what it is, is that if Phil Dick likes the
end result it*s becawse his siuff was so good
that it withstands that kind of treatment. |
really think that he does Hampton an ingus-
tice in that article, although I'm sure not
intentionally, because really the seript is
basically Hampton. He's the guy who adapted
it from the novel.

“What happens in this process is that ev-
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erybody's trying 1o get a good story to go on
the screen and we would go in different dir-
ections. But always | think that the book was
very much in Ridley's mind and there were
themes that were very important 1o him in it.
He always felt very strongly about the anmimal
theme, but we never licked it in the way of
making it a prominent part of the script, |
know there's some drafis of Hampton®s that
had more of it in i, bul we were never able to
make it as important as Ridley wanted it to be
and still keep a story that was Mowing and
moving foward.,

“The theme that appealed 10 me the most
in writing it was just the theme of, what is a per-
son? When is somebody a person and when
aren't they a person? The [act that somebody
wasn't born from a womb — is that the defi-
nition? | was very interested in that theme.
But as the things would get written, the shape
and everything would change, but [ can’tem-
phasize enough that it was Ridley who was in
charge, and it's Ridley's picture and his
storyline. Philip K. Dick is the author of the
book and Ridlev is the author of the movie,

“Ridley is sort of the Hieronymus Bosch of
our time. He goes way bevond what™s on the
paper. | mean, you can't imagine it —in the
sense of vou write down a bunch of things
and then you go see what's shot and it just
blows your mind.”

Returning to the subject of Hampion Fan-
cher, Peoples gives an example of something
that he felt proved how compatible their
writing styles were on Bfode Runner, It in-
volves a scene that was 1o take place between
Deckard and a character named Holden that
Ridley suggested at a revision meeting, *'l
listened to what he was saying and [ started to
think about it and Kate Haber, a production
executive, said, *Waitaminute, [ think Hamp-
ton wrote a scene like that in one of the other
drafts,” and she left the room. 1 was sitting
there thinking that Deckard says this and
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Roy Batty (Ru
Deckard (Harr

r Hauer) 5 the dangerous replican! baing pursued by the hard-boleq
son Ford) below. Both turm in powerful and complemeantary perlornmances

Holden savs that and all of a sudden Kate was
reading my dialogue that | was thinkingand 1
couldn’t believe it. It was like somebodyd
opened my brain up or something and | look
around and she was reading from an old draft
that Hampton had written. In other words, |
was writing exactly the same dialogue that
Hampton had written months before because
I'd just been presented with the same situa-
tion. So 1 felt that | had picked up and gotten
right in tune with what he was doing.”"
When asked about how much at variance
the character that Harmson Ford playvs in
Blade Runneris in comparison to his previous
roles, Peoples observes, **Harmson is an ab-
solutely maginificent actor. He's amazing,.
He blows my mind. He's like the great old
guys—he becomes Deckard. | mean, you
don't see him act like Deckard, he & Deckard,
and Deckard is entirely different from Han

Solo, for example, and enormously different
from Indiana Jones. In Blade Runner he's a
seething guy with a lot inside him. He’s a guy
whao's gotl problems, who's holding a lot in,
and Harrison does it brilliantly.

“Rutger Hauer is terrific in the picture.
When | first saw Rutger, he was so good as
Rov Batty, such a big and dangerous figure,
that I thought, *Boy, how's Harrison gonna’
hold up to this?" Well, Harrison does it. Har-
rison is fantastic in the picture and he just has
this enormous broad range, Harrison can
become a different person without adopting a
strange accent or a different costume or
strange mannerisms or anything like that. He
doesn™t need that erutch. The reason | hadn't
realized it before 15 because he plavs adven-
ture roles and you just make assumptions that
are perhaps unfair and incorrect.”

Shortly before this interview, Phil Dick
had said that he's been wld thot Blade Kun-
mer was going to shoot for a PG instead of
an R raung. When asked if this would
chanee the slant of what he'd written, David
Peoples said, ** 1 don't think so, no. You never
know about that stff, though. In other
words, there's some pretty scary stufl in
there, but | don’t know the fine iines that peo-
ple make, There was some prefty scary stulf
i Raiclers of the Lost Ark. There's some
moments in Blade Reener than are scary and
preiy fierce, but | don’t have the kind of
mind that can distnguish what is alright for
children and what sn't, or however that
poes,””

To underscore his feelings about  Phil
ek s reaction 10 the seripts, Peoples sums
up by saving, *Reading what Phil Dick had
1o sav, 1 eather that what he's sayving is that
the script turned back toward the novel, but 1
think that's really just the force of his deas
furning evervbody back. 1 don't think that
there's really anvibing unusual in that,
because when vou're wriling a scnipl you
begin somewhere, drift away from i, drilt
back again and it just keeps moving —and o
has even changed since the draft of mine that
he read. | hope thar ultimately he's happy
with the movie. | hope we all are.” -
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STARLOG INTERVIEW/PORTFOLIO

BLADE RUNNER'S

Syd Mead

An Artist with Designs on the Future

ctors Harrison Ford and Edward
A James Olmos slog their way through

a metropolitan street scene gone
haywire. The street is not only a home for
some of the seediest pedestrians seen since
Tobacco Road but is populated, as well, by a
tangle of industrial wubing and pipe fixtures.
Taxis resembling tanks chug by, Tenement
buildings have their windows blotted out by
large television screens which flash slices of
exotic, tropical life-
styles onto the mac-
adam below.

Ford and Olmos
are “hunting'* ge-
netically created hu-
man replicants on
one of the strangest
sets 1o be created in
the history of futur-
istic films.

The film is Ridley
Scott's Blade Run-
ner.

The sel is con-
structed in Holly-
wood, U.5.A, and
much of its night-
marish ambience
arose from the fer-
tile mind of artist
Syd Mead. Al-
though he is not
physically present

at  the Warner
Brothers'  studio,
Mead's touch is cer-
tainly felt.

At no time, for instance, does any part of
the set conjure up cinematic memories of
such films as Funny Girl or The Way We
Were. Yet, this Mew York street scene was in-
deed part of those films, as well as most of the
James Cagney and Humphrey Bogart films
produced at Warners during Hollywood's
golden years,

For director Scott’s adaptation of Philip
K. Dick's novel Do Androids Dream of Elec-
tric Sheep?, the standard New York back-
drop had to be transformed into Any-Me-
tropolis U.S.A., circa 2020.

That's where Mead came in.

A uniguely individualistic graphic artist-
turned-consultant-turned futurist, Mead
parlayed a few preliminary sketches into a
wide-screen vision of a near Dystopian to-
morrow. Mot bad for a fellow not usually as-
sociated with motion pictures.

1 feel pretty responsible for the final look
of the film,"" savs Mead from his West Coast
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By ED NAHA

headquarters several months after produc-
tion has stopped. **The way the street scenes
are dressed is right off my sketches. | walked
around the set one morning and it was like be-
ing in one of my drawings. It was pretty
eerie.””

Mead's impressive cinematic trinmph
actually came about guite accidentally. A
commercial artist best known for his futurist-
ic designs for LS, Steel, the Ford motor

company and other corporations, Mead was
lionized by many science-fiction fans a few
years back when a collection of his drawings,
Sentingl, was published. He then was asked
to design the inside of the Voyager craft for
Star Trek— The Morion Picture, his lone film
credit before being contacted by director Rid-
ley Scon during Bfade Runner's embryonic
period.

“Ridley called and came over to the house
with Ivor Powell (the film's associate produc-
er),” recalls Mead. *They had Chris Fosse's
book, Roger Dean's book and mine. Ridley
was aware of my work and when he was shop-
ping around for special-effects people, he
talked with John [Ster Wars] Dyksira who
wound up re-enforcing Ridley's opinions
about my possibilities,"”

Mead and Scott hit it off, * Initially, he was
interested in me only in terms of automotive
design. Although | had only done a little bit of
work on the Srar Trek film, I felt comfortable

accepting the assignment. 1 don’t mind work-
ing on vehicles for movies. I'm comfortable
with that, having done it for corporations
countless times,"*

And so, Mead set off towork. Before long,
however, he discovered that it was impossible
1o ignore the challenge of inventing an entire
futurescape as opposed to just elements
within it. **I never like to sketch a vehicle ona
blank page,” he shrugs. “'I'll toss in back-
ground settings. |
had read the script
to Blade Runner
and wanted to give
thecity ashot. After
some discussions
with Ridley and art
director Larry Paul,
| began putting in
backgrounds that
fit the tone of the
picture.

Ridley liked
them. He had me
expand on them
and sketch a few
street sets and, then,
some inlerior sets.
Before it was all
over, | wound up
working on the look
of almost all the ar-
ticles in the film
from hand-held
hardware to more
elaborate articles.'

In short order,
Mead was im-
meshed in the laborious process of launching
a motion picture. “*To get this movie really
rolling in terms of design,'” he says, “'it took
at least three months. The actual preproduc-
tion lasted a year. That's pretty long. |
worked on the vehicles first because they took
the most time. Then, | did the street sets.
Then, 1 did the detailed objects like coin slots
and parking meters. . .all the gadgetry vou
need 1o make a non-existent sociely seem
realistic down to the last detail. Ridley is a
stickler for detail.’

Future Cars

As much as Mead wanted to dive into en-
visioning a futuristic society, he labored long
and hard on Biade Runner's automotive de-
signs first. “After all,"" he laughs, *‘that's
what 1 was paid for in the first place. | came
up with five basic designs that seemed to
please evervone.

**The Spinneris the star vehicle. That's the
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Concept for Deckard's vehicle: A grounded Spinner From the im; An almost perfect realization
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Concept art for one of Mead's fing —1he Spinner. 11's a unigque flyin
fins. Il was the most expans cated prop in the film. Mead I it

A typical downtown scene in the Blade Runner mega-cily. Mead designed the vehicles first and then tock a shot al the cily
The vehicle on the right is Sebashan’s van, Mead describes "an electronics wizard and finkarer ™
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car that actually flies. Right from the start, |
tried to stay away from stereotypical ap-
proaches. | thought that folding wings and
helicopter blades had been done 1o death on
vehicles in futuristic films. [ thought we
should think of it as an enclosed lift vehicle.

“It would look like a car all the ume,
whether it was flving or just rolling down a
street, That seemed more logical and easier to
handle dramarically than a thing with all sorts
of artachments that unfolded or popped out
for take-off. The Spinner was the most ex-
pensive vehicle to build and, dramatically, the
most important. In the film, it's only used by
authorized personnel because it flies and,
therefore, is involved with complicated,
three-dimensional travel patterns,

“The second most important vehicle was
Deckard’s [Ford's| sedan. It's about the size
of a contemporary medium-sized car. The
theory behind this model is that it"s a decom-
missioned fying sedan. All the exterior flaps
and air directional panels have been removed
and it"s now only used for street travel. 1t still
has all the original bumpers, light patterns
and overbuilt windshield wipers, though. It's
a sleek sedan.

“With those two out of the way, 1 had to
come up with a means of mass transporta-
tion, a People’s Vehicle, 1t's a little cart that
anyone can rent or lease, You elimb in, insert
a card and only pay for the time you actually
use the craft. You drive it and, then, simply
leave it in the street when you're through.
Eventually, some other customer walks by,
inserts his or her card, and just zooms off.

“1 also had 1o come up with a pretty crazy-
quilt kind of design for Sebastian’s van. In
the movie, the character of Sebastian is sor
of an electronics wizard, a super-hobbiest
and tinkerer. He patches his truck together by
taking a commercial chasis and adding things
onte it, making it an enclosed truck with a
bed in the back and everything.

“The trick with Sebastian’s van was 1o
come up with something that looked patched
together using pieces that audiences wouldn't
recognize as being available today. | Nigured
that Sebastian could give his truck a real arm-
adillo look by using a whole bunch of Mawed
deflector panels as the basis for a body.

“After that, the film began using a lot of
cross-over vehiclss. They took Sebastian's
truck and modified it into an ambulance.
Deckard's sedan became the basis of police
cruisers and stafl cars. There's a bus in the
film that 1 didn"t actually work on but the
look was extrapolated from the style | had al-
ready established.™

Even while designing the movie's auto
horde, Mead was coming up with ideas about
the environment that would make the vehi-
cles both plausible and necessary. He found
his inspiration in contemporary New York.

“The ¢ity in the movie is not named,"" he
cautions, **There's no particular setting., But,
let's face it, Mew York is rhe example of
what's going on in cities today with buildings
going up over 1,000 feet.

““We used that as a springboard, We drew
a profile of a city taking the two World Trade
Towers as the norm. We figured that, as you
went up higher, the street level as we know it

today would become some sort of massive
service alley sequestered beneath these enor-
mous megastructures.

“That would, in turn, give the streets a sort
of subterranean sewer look. You'd have gen-
erators and tubes and gigantic pylons sup-
porting the sides of those buildings and taking
up space on ground level. You might wind up
taking a whole city block, leaving the old
building structures in place, and building a
large structure inside that block that would
represent a pylon supporting a 3,000 foot sky-
scraper. Heck. That single pyvlon might ex-
tend for several city blocks on the side of the
building. Using that idea, vou eventually
come up with a street filled with a lot of srff.
It would be transformed into a maze of pipes
and tubes,

“‘By inference, the crime and the conges-
tion present on this ground level would be an
enormous problem, making it almost neces-
sary for all decent citizens to avoid it, to not
venture below the 40th level of the mega-
structures, The streets would really be fow, in
every sense of the word.

“That sort of Jow crime vs, an elevated so-
ciety would lead to the creation of a second
level of between-building accesses for normal
citizens; freeways and people carriers loom-
ing high above the original street level. In es-
sence, you'd have a second society built upon
the remains of a past one.””

Artist/Phllosopher
Quite heady stuff for a designer. Listening
to Mead speak, one wonders if he was hired
1o sketch or philosophize. In Mead's mind,
it"s all part of the same process.
“1 approached Blade Runner as a classical
industrial design exercise,”” he says. ““We re-

invented things to solve the problem; the
problem being the script.

“The script called for us to come up with
new ideas that would support the action real-
istically. We had to come up with objects that
fooked like what they were supposed tobe. In
corporate work, when you're asked to design
the inside of a train or a plane, the problem is
clearly delineated for you, In that type of
work, however, vou're dealing with reality.
For this film, [ had to invent things that might
not be realistic by contemporary standards,
but fit the dramatic reality of the story. In
essence, everything had to have a dramatic,
emotional or technological reason for being.

“For instance, the state of the art today for
entry into an enclosed space is through the use
of a little plastic card that has a magnetic code
buried in the plastic. That card, however,
isn’t very dramatic visually, It doesn't look
like it"s doing anything special to allow you
into that enclosed space.

“So, for the movie, we invented little
*keys’ that lit up and rolled down something
that resembled a watch fob or a key chain.
Y ou roll this little wheel down a fob and if the
lights twinkle in the right sequence, you're
allowed to enter the room. It's waeay past
what you'd actually need, but it"s more vis-
ually intriguing for the purpose of plot,”

Also on tap for Blade Runner are parking
meters (at three bucks per minute) that give
off a red glow when vour time is up and deep
fry your hands should you try to cross them,
pollution control devices for the tops of cars;
a Voight-Kampf machine that measures
“empathy’” and a series of tools used by Deck-
ard in tracking down renegade replicants.

Despite the forboding atmosphere de-

feontinwed on poge 61)

This incredible piece of artwork shows the view from inside a Palice Spinner,
including the complex read-ouls and monitors showing aerial views
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Syd Mead

feontinued from page 39)

picted in Blade Runner's vision of the future
and Mead"s enjoyment in the work, he does
confess, “This is someone else’s story, | was
hired to visually represent it according to the
dictates of the script. Personally, | don't see
the future going that way. I'm an optimist,”

In Mead's eves, cities will flourish, not de-
cay, in years 1o come, 1 know that we're go-
ing to have 3,000 foot buildings,” he de-
clares. “That idea jibes with the current
trends of enclosing space. But 1 think that,
once you're inside the future skyscraper, the
building will represent a variety of spaces
from parks and zoos to business centers.
Right now, we're just building artificial cliffs
in cities, dull structures.

“In the future, we'll probably go back 10
the concept of artfully constructed vistas that
will take some of their cues from nature. We
all like nature’s randomness in terms of de-
sign. We like that visual variety. If everything
becomes architecturally too streamlined or
cubistic, there will be a negative effect on peo-
ple. It won't seem fuman. The architecture
of the future will have to be very creative,

1 see the next generation of people grow-
ing up being able to contribute 1o that creative
element. They will be much less intimidated
by technology. Right now, technology is
hamstrung because of the so-called Mower
children; the 19605 youth who are now in
their 30s and 40s. Right now, | believe what
we're experiencing is the last wave of techno-
logy-inspired paranoia as this final remnant
of the hippie generation moves into politics.

“They're the last group of sad, disillu-
sioned people who just can't figure out how
to bridge the gap between a thoroughly tech-
nologically supported natural society and the
old industrial revolution machinery, Tech-
nology isn't a villain, Even in our movie, the
robot replicants are actually people.”

Mead sincerely believes that society’s well-
being depends on humanity's pushing for a
more productive lifestyle through the use of
technology. “‘Nature isn't really very effi-
cient,” he says, “*1've always been fascinated
with organic/mechanical crossover.”” He
talks for a few minutes about new develop-
ments in protein-molecule computers before
returning to the subject of his film career.

With Blade Runner now part of past his-
tory, Mead is turning to a few new movie as-
signments while keeping in touch with the
corporate design world. He's not in the nield
of design for the glamour. His biggest reward
lies in solving a problem. **1 don't really have
to see my designs rolling down the street in
order to be fulfilled," he states.

He pauses for a moment before reconsid-
ering,”*But there 1S one scene in Blade Run-
ner, .. The Spinner takes off from the street.
It's moving down the block. The rain is fall-
ing, illuminated by all this strange lighting.
The scene is really a moving sketchbook of all
the designs 1 did for the film; vehicles, build-
ings. . .everything.”" He finds himself lost in
visualizing that single segment of the movie
and says with a laugh, **It"s pretly super.” =
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