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  IT IS A PLEASURE to have been asked to write the foreword to this book. Quite simply, Ridley Scott is among the finest directors to have emerged from the long and fairly illustrious history of British cinema. His breadth of vision, as well as the sheer range and diversity of his work—from Blade Runner to Thelma & Louise, from Body of Lies to Gladiator, mark him out as an extraordinarily gifted man.


  Ridley was one of a group of British directors, which included Alan Parker, Hugh Hudson, Adrian Lyne, and of course his brother Tony Scott, who emerged from the world of advertising during the 1970s. They all had a highly developed visual sense which represented something of a departure from the generation that had immediately preceded them. Their post-war outlook, forged in the sixties, encouraged them to interpret the world in a very different way from that of Karel Reisz, John Schlesinger, and Tony Richardson, some of the dominant names of British cinema just a few years earlier.


  I began working with Ridley on the development of a couple of screenplays: The Duellists, and a pretty grim version of “The Gunpowder Plot” in 1975.


  Alan Parker’s Bugsy Malone was presented at the Cannes Film Festival the following year and received an ecstatic response; walking down the red carpet following that gala screening, David Picker (then president of Paramount Pictures) called over to me and said: “Boy, oh boy, that Parker’s an extraordinary talent. Do you know anyone else like him?” And I shot back, “Yes, I’m working with a chap named Ridley Scott.” To which he replied, “I’d really like to meet him.”


  I went straight from the cinema, phoned Ridley at home, and suggest that he jump on a plane first thing the next morning. Lunchtime the following day we were having lunch on the beach—not all that unusual in Cannes—making a deal. When we got to the crux of what film it would be (we had the two scripts) it became clear that one was likely to cost two million dollars, and the other we felt we could make for around $1.2 million. David Picker gave the matter about thirty seconds thought and said, “I’ll take the cheaper one.” We both nodded, and six months later were on the set of The Duellists.


  I think those early films made by Ridley and his peers just looked more handsome, because they owed nothing to what at the time were the dominant television drama or documentary traditions.


  Over the next three decades Ridley has proved to have the most extraordinary ability to recreate and reimagine the world.


  Early on I remember someone criticizing his work, saying “the images are too perfect.” For me that was a bit like suggesting that Vermeer or Rembrandt painted too well. In the end he has this quite extraordinary eye. What would you do, deny it? Pretend not to have it? I should be so lucky!


  Amongst his work you will find at least half a dozen really great movies. Ridley has made a massive contribution to world cinema, and to the British film industry in particular. This encyclopedia, itself the result of meticulous and painstaking scholarship, is a fitting tribute to the breadth of Ridley’s work and his extraordinary contribution to the history and improvement of the moving image.
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  R IDLEY SCOTT’S long career as a director has formed the subject of several surveys in the past, most notably by James Clarke, Richard Alan Schwarz, and Paul M. Sammon. We also know a considerable amount about his life—his origins in South Shields, his early years at London’s Royal College of Art, and his television work with the BBC and Independent Television—from books such as Laurence F. Knapp’s and Andrea F. Kulas’s Ridley Scott Interviews (2005). What is perhaps less known, however, is the sheer range of activities in which Scott has been involved—as a director (of feature films, commercials, and television dramas), designer, producer, film mogul, and advertising executive. This Ridley Scott Encyclopedia is the first book focusing on all aspects of his work in a career lasting nearly fifty years.


  The entries in the encyclopedia come from four basic categories. The first is Ridley Scott’s work as a director, encompassing not only all his feature films but also some of his work in television and in commercials. Every major feature film produced for the cinema and television from The Duellists (1977) to Body of Lies (2008) is covered, as well as some unrealized projects (“The Hot Zone,”“Tripoli,” and “I Am Legend”). Some unrealized projects (“The A Team,” “Diamond Dead,”“Mary Queen of Scots,” and “Stones”) are omitted on the grounds of lack of information: many of them exist only as announcements in past issues of Variety or The Hollywood Reporter. With the help of IMDb.com, the Internet Movie Database, the encyclopedia also provides information on some of Scott’s early television work as director and designer. Included is the first major analysis of “The League of Uncharitable Ladies,” an episode in the spy series Adam Adamant Lives! (1966). All entries incorporate factual information about the genesis of each production, a selection of reviews (from newspapers and online), and a short critical analysis relating individual works to some of Scott’s major thematic preoccupations.


  The Ridley Scott Encyclopedia breaks new ground in analyzing Scott’s work as a producer as well as a director. Through his various companies, such as Percy Main and Scott Free, he has been involved in several projects, all of which develop some of the themes covered in his work as a director. This is particularly true in recent years, where television series such as Numb3rs and films such as Tristan + Isolde focus on the political issues raised in Kingdom of Heaven and Body of Lies. As a producer, Scott has also been responsible for comedies such as Monkey Trouble and Where the Money Is, which tends to disprove the theory (raised by many critics at the time of Matchstick Men ’s release) that he is only really at home with adventure films or epics. The encyclopedia also analyzes some of Scott’s most famous television commercials. In a recent interview he claims to have directed over three thousand of them; this encyclopedia looks at only twenty-five (which are accessible either in libraries or online). Many of the themes raised in Scott’s films are also evident in many commercials, which might dispel the notion once and for all that he is purely interested in visuals.


  The second category in this encyclopedia encompasses the people who have been involved in Scott’s projects. They include actors, directors, producers, designers, writers, and other creative personnel. Many of them have made perceptive comments about Scott as a director or producer in interviews; where appropriate, extracts are included in each entry. In the past, critics have often claimed that Scott is primarily concerned with visuals, taking little note of other aspects of the mise-en-scène (performances, music). The encyclopedia shows that this is certainly not the case. Several creative people—Russell Crowe, Hans Zimmer, Sigourney Weaver—have regularly worked for Scott in the belief that he can provide them with opportunities not found elsewhere. This encyclopedia shows why.


  The third category focuses on general thematic issues raised in Scott’s oeuvre. They encompass gender construction, political issues (which assume particular significance after 9/11), and geographical locations. Many of his films—with Scott as either producer or director—have used specific locations (Los Angeles, New York, Provence) to reinforce particular themes. This is not only characteristic of familiar works (Blade Runner) but also influences the ways in which episodes of Numb3rs are filmed.


  Finally, the encyclopedia incorporates entries on films by other directors who have influenced Scott’s approach to his work as a director or producer. This includes not only classic works such as The Seventh Seal or The Third Man but also more recent films such as The Good Shepherd. In the case of 1492: The Conquest of Paradise, space has been allotted to the rival film Christopher Columbus, produced by the Salkind brothers, which was released at the same time as the Scott film (and flopped at the box office). Such entries demonstrate Scott’s enduring respect for other directors, both past and present, who have contributed to the enrichment of cinema as an art form.


  Each entry is followed by a bibliography of published sources, both in print form and online. Perhaps uniquely, Scott has understood the potential of the Internet to reach his audiences both for his film and television work. Many of the interviews he has given—particularly in recent years—have been published online and can be readily accessed. On the other hand, many of them tend to say much the same thing (especially when they are publicizing an individual film); with this in mind, I have included only a selection of them in this encyclopedia. Readers seeking further published interviews with Scott online are encouraged to search for themselves. Nonetheless, the bibliography included in this work remains the most comprehensive yet published on Scott’s work both past and present.


  Ridley Scott has always been an exceptionally busy person and remains so to this day. As I write this introduction (in March 2009), I discover from the Internet Movie Database that he is currently involved in nine projects, ranging from Tell-Tale (an adaptation of Edgar Allan Poe’s “The Tell-Tale Heart”) to Into the Storm (a sequel to The Gathering Storm) and Welcome to the Rileys (directed by Jake Scott), not to mention another series of Numb3rs (which is currently being broadcast on CBS). Perhaps future editions of The Ridley Scott Encyclopedia will incorporate entries on these works, as well as updating the bibliographies.


  I must admit that writing this encyclopedia proved a most enjoyable task. Scott has always been reliable—someone who could be trusted to helm a big-budget project and turn in a profit. Hopefully this encyclopedia will show that he is also a great director/producer, whose oeuvre has a lot to say to today’s audiences about living in the post-9/11 world.


  [image: A]


  ABOUTBUL, ALON (1965– )


  Israeli actor whose films include Munich (2005), Noodle (2007), and BODY OF LIES. Cast as the extremist leader Al-Saleem, Aboutbul offers a penetrating study of an intelligent man who believes that his cause is worth fighting for. “Non-believers” such as Roger Ferris (LEONARDO DICAPRIO) must be executed for the wrongs they have committed against Muslims in the past. The best course of action for them is “to pray. The time has come. God is great.” Al-Saleem’s behavior proves the truth of W. H. Auden’s lines (included as a preface to the film): “I and the public know/ What all schoolchildren learn/ Those to whom evil is done/ Do evil in return.”


  ADAM ADAMANT LIVES!


  GB 1966 TV series, 29 × 50-min episodes, b/w. Production Company: British Broadcasting Corporation. Producer: Verity Lambert. Directors: Moira Armstrong (seven episodes), Philip Dudley (four episodes), Ridley Scott (three episodes), Paul Ciappessoni (three episodes), Henri Safran (three episodes), Roger Jenkins (two episodes), Leonard Lewis (two episodes), Laurence Bourne (two episodes). Writers: Dick Vosburgh (two episodes), Tony Williamson (nine episodes). Production Designers: Peter Kindred (five episodes), Michael Young (five episodes), Evan Hercules (four episodes). Music: David Lee. Cast: Gerald Harper (Adam Adamant), Juliet Harmer (Georgina Jones), Jack May (William E. Simms).


  Adam Adamant Lives! was conceived as an escapist adventure series, the BBC’s answer to the highly successful Independent Television (ITV) series The Avengers. The BBC’s head of drama, Sydney Newman, had originally planned to adapt the stories of Sexton Blake, a comic-book hero created in 1893, which had already been successfully broadcast on radio. However, the rights could not be secured, so Newman created a series from scratch. The name Adam Adamant came from the mineral adamantine, which is “tougher than diamonds.” The series was conceived as a prestige drama. Newman invited the British singer Kathy Kirby to record the theme tune in an orchestral arrangement strongly reminiscent of Shirley Bassey’s “Goldfinger” (1962).


  Adam Adamant (GERALD HARPER) was an Edwardian adventurer who had been frozen in a block of ice for sixty years. His attitudes and values were entirely different from those of the 1960s: one of the series’ chief premises was to show how he was both entranced and appalled by the contemporary world. He was especially shocked by what he perceived as a lack of morality where women were concerned. He could not adjust to the fact that many of them felt quite capable of choosing their own destinies. He found it particularly difficult to understand the behavior of his sidekick, Georgina Jones (JULIET HARMER), a typically free-spirited 1960s woman who always wanted to be in the thick of the action.


  As with The Avengers, the plots of Adam Adamant Lives! were generally far-fetched, with Adam rescuing the weak and oppressed from villains who sought to take over the world. The villains were often portrayed as slightly camp—in contrast to Adam’s gentlemanly appearance. In several episodes there was also an evil female accomplice, someone who could twist Adam around their little fingers. In a 2006 documentary, the series producer VERITY LAMBERT stressed that such women epitomized the spirit of the 1960s, where people sought new forms of self-expression. Nonetheless Adam usually emerged victorious by outwitting these women, or—if that strategy failed—by striking them down (accompanied by an apology for doing so). He would subsequently save the world from certain doom by vanquishing the villains.


  The series ran for two seasons, 1966–1967, when the BBC canceled it because it had not attracted sufficiently high ratings. It remained forgotten until the 2007 release of all the surviving episodes in the BBC archives—plus a documentary on the making of the series—in a five-DVD set. It provides a fascinating example of an era in British television history—the so-called “swinging sixties”—when it really did seem as if new possibilities were being created, especially for women. Ridley Scott directed one episode in series one: “THE LEAGUE OF UNCHARITABLE LADIES” (broadcast 22 September 1966) and two in series two—“Death Begins at Seventy” (broadcast 18 February 1967) and “The Resurrectionists” (broadcast 11 March 1967). Although primitively filmed (directors were given a maximum of two days’ studio time to shoot each 50-minute episode), it provides a fascinating record of Ridley Scott’s early attempts at directing.


  Reference


  Verity Lambert, interviewed in This Man Is the One (documentary celebrating the fortieth anniversary of Adam Adamant Lives! (London: BBC Worldwide, 2006).


  AFFLECK, CASEY (1975– )


  Casey Affleck made his debut in To Die For (1995) and teamed with BRAD PITT on all three Oceans films—Ocean’s Eleven (2001), Ocean’s Twelve (2004), and Ocean’s Thirteen (2007).


  Cast as Robert Ford in THE ASSASSINATION OF JESSE JAMES BY THE COWARD ROBERT FORD, Affleck plays a sniveling little crawler whose life revolves around following in Jesse James’s (BRAD PITT’s) footsteps. In director ANDREW DOMINIK’s screenplay, Ford conceives himself as a nobody—someone paling into insignificance beside a man such as Jesse James. Once he has murdered James, however, his character changes completely; no longer the subordinate, he barnstorms across the Broadway stage, reenacting the crime for appreciative audiences. The screenplay describes the climax to his performance thus: “The house lights dim with darkness. Then rise on a stage which contains only Robert Ford. He slings his gun and proclaims with gravity: ‘And that’s how I killed Jesse James.’” Although the narrator (HUGH ROSS) tells that by the end of his life Ford “was ashamed of his persiflage, his boasting, his pretensions of courage and ruthlessness,” this is clearly not the case; Ford revels in his celebrity status. Like James, he willingly courts death as he removes his cartridge belt, winds it around his gun and rests it against the cash register of the Omaha Club. This provides an open invitation for Edward Patrick O’Kelly (Michael Copeman) to assassinate him.


  References


  “About the Production,” http://party931.com/common/movies/notes/54706-1-full.html (accessed 12 August 2008); Andrew Dominik,“The Assassination of Jesse James by the Coward Robert Ford,” Final White Draft Screenplay dated 17 August 2005, www.simplyscripts.com/oscar80.html (accessed 5 February 2009); Damon Wise, “Casey Affleck Is the Coward Robert Ford,” Empire 221 (November 2007): 146–47; Damon Wise,“Casey, the Brother,” The Times: The Knowledge, 24 November 2007, 6–7.


  ALIEN


  GB 1979 r/t 124 min col. Production Companies: Brandywine Productions and Twentieth Century-Fox Productions. Producers: Gordon Carroll, David Giler, and Walter Hill. Director: Ridley Scott. Writers: Walter Hill and Dan O’Bannon. Director of Photography: Derek Vanlint. Music: Jerry Goldsmith. Production designer: Michael Seymour. Cast: Tom Skerritt (Dallas), Sigourney Weaver (Ripley), Veronica Cartwright (Lambert), Harry Dean Stanton (Brett), John Hurt (Kane), Ian Holm (Ash), Yaphet Kotto (Parker).


  The then-head of Twentieth Century-Fox, Sandy Lieberson, saw THE DUELLISTS and decided to look for a project Ridley Scott might find attractive. One such project was a script co-written by WALTER HILL and DAN O’BANNON, originally entitled Star Beast. After several rewrites and a name change to Alien, the screenplay was optioned by a Fox-related company Brandywine Productions, founded by Hill, DAVID GILER, and producer GORDON CARROLL. Giler and Hill rewrote O’Bannon’s screenplay, preserving the original plot but altering the dialogue. They made several changes, including switching the gender of the central character from a man to a woman. It was this script that Scott eventually agreed to direct with Hill, Giler, and Carroll as producers. The budget was fixed at $8 million, a substantial increase on The Duellists, which cost $900,000.


  The film itself has its roots in 1950s horror films such as THE THING FROM ANOTHER WORLD (1951) and INVASION OF THE BODY SNATCHERS (1956), as well as comic books. The cartoonist RON COBB, whose previous work included creating several creatures for George Lucas’s Star Wars (1977), was hired to design Alien ’s human spacecraft, the mechanisms within it, and everything else connected with the human world. The spacesuits were designed by the French artist Jean Giraud (aka Moebius); the alien itself was created by the Swiss painter and sculptor H. R. GIGER. The designs featured the creative use of bones in the architecture (the set constructors used real bones in making the interior of the alien ship). The design of the creature, with strong Freudian sexual overtones and multiple phallic symbols, provides a compelling androgynous image, conforming to images in horror films that often redraw gender lines.


  JERRY GOLDSMITH was responsible for the score; but Scott remained unhappy with some of it. Some of the cues scored for Alien were replaced with ones Goldsmith composed years earlier for John Huston’s Freud (1961). According to PAUL M. SAMMON, Scott substituted Goldsmith’s end-credit music with an extract from Howard Hanson’s Symphony No. 2 (“Romantic”) in the belief that Hanson’s “feminine” music ended the film on a hard-won but triumphant note.


  The film caused a great stir on its American opening (despite Frank Rich’s rather tepid review in Time which considered the piece “a cinematic bastard, and a pretty mean bastard at that. Alien contains a couple of genuine jolts, a barrage of convincing special effects and enough gore to gross out children of all ages. What is missing is wit, imagination and the vaguest hint of human feeling.” The London Daily Mirror invited some of its readers to share a special preview experience of the film which “is breaking all box-office records in America”; one of them was quoted as saying that “It’s [the film is] the most wonderful experience in the world. He [H. R. Giger] may paint strange pictures, but he’s no madman.” The reviews were equally enthusiastic: the Sunday Express critic felt that “the hairs pricked on the back of my neck . . . and I swear I heard them do so.” Nigel Andrews felt that there had never been a movie “which looks as resplendent as this since [Kubrick’s] 2001.” Philip French believed that while the film was “not a particularly elevating experience . . . it is a uniquely cinematic one, and as a piece of professional filmmaking it reflects credit on everyone concerned.”


  The film was a great financial success, and won the Academy Award in 1979 for Best Visual Effects, as well as receiving a nomination for Best Art Decoration—Set Decoration. The Academy of Science Fiction, Fantasy and Horror Films, USA, named it the Best Science Fiction film of the year and Ridley Scott Best Director, and it won the Hugo Award for Best Dramatic Presentation. In 2002 the United States National Film Registry incorporated it into its collection on the grounds that the film was “culturally, historically or aesthetically significant.” In 2003 the film was rereleased as THE DIRECTOR’S CUT. The film continues to exert an influence today. The critic Andrew O’Hehir wrote in 2006 that “almost every horror film since Alien has ripped it off in some way, but most of the imitations have focused on details.” In 2007 Empire Magazine named the “chestbuster” scene the greatest R-rated movie moment ever.


  Alien represents a radical departure from Scott’s previous work. He had never done a science fiction film, even though he had some experience of time-travel subjects while directing episodes of the BBC series ADAM ADAMANT LIVES! Nonetheless, Alien contains distinct echoes of THE DUELLISTS. The spaceship in the film is called NOSTROMO—a conscious borrowing from JOSEPH CONRAD’s novel that reminds us of Scott’s interest in his work. Although a matter of conjecture, it might be argued that Alien resembles Nostromo in its portrayal of characters that never change. Ian Watt argues that Conrad’s purpose lies in demonstrating the importance of action, for it is only when people act that “they will find, or probably fail to find, the realization of their ideas and aims as individuals.” The same applies to the characters in Alien, as Scott shows how authority and power are ceded to people irrespective of sex, solely in regard to their position and function. The film takes for granted Ripley’s (SIGOURNEY WEAVER’s) assumption of command, her right to order and boss the men around. Her most effective ally is Parker (YAPHET KOTTO), a black male worker committed to action, especially when it comes to destroying the alien. Ripley herself spends the last seventeen minutes of the film making her own—successful—stand against it.


  The Conradian echoes in Alien are also evident in its focus on duty and responsibility. In The Duellists, the two protagonists are obsessed with the idea of correct procedure to sustain their HONOR, even if that means sacrificing their humanity. In Alien Ripley displays similar traits, as she refuses to open the airlock through which the stricken Kane (JOHN HURT), Dallas (TOM SKERRITT), and Lambert (VERONICA CARTWRIGHT) might pass to safety. Her insistence on the rules leads her to sacrifice friends, colleagues, and (in Dallas’s case) loved ones. Initially we are encouraged to sympathize with Ash (IAN HOLM), who takes a chance by opening the airlock, even if he incurs Ripley’s wrath as she accuses him of neglecting his responsibilities as a science officer. Scott emphasizes Ash’s apparent humanity as he shows the science officer wringing his hands in anxiety, on the verge of breaking into a cold sweat.


  As the action unfolds, however, we gradually understand that Ripley’s concern for the rules has been prompted by her suspicion about Ash’s competence for the job. Compare this clear-headed attitude with Dallas’s and Ash’s emphasis on the protocols laid down by the Company.“The money’s safe!” exclaims Dallas as he leaves the mother ship to explore the alien planet. For his part, Ash seems more preoccupied with conducting exhaustive tests on the alien than protecting human life. Scott observes in the DVD commentary to the film’s 2003 release that Ash’s preoccupation with the job reveals that “he has an agenda . . . no one knows what it is.” Parker understands his shortcomings; at one point when Ripley assigns a duty to the two of them, Parker insists he will do it alone.


  The sheer futility of adhering to Company rules is revealed when Parker and Ash discover that Ash is a robot, planted on the spaceship for the express purpose of controlling the crew. Those who blindly live by rules without exploring their implications will end up like Ash—automatons with no capacity for self-determination. In the Company’s view, such people are expendable, so long as the alien can be brought back to earth without damage.


  Alien also makes some telling points about the fragility of gender roles. If Ash has been implanted into the spaceship’s womb, Kane, when the alien is in his stomach, is impregnated. The male has become feminized, quite literally devoured by it. Other male members of the crew suffer a similar fate: Brett (HARRY DEAN STANTON) and Dallas are covered in mucus, transformed into wombs to fertilize alien eggs. Lambert dies because she is traumatized by the alien’s perceived “threat,” being unfamiliar with its predatory MASCULINITY. The alien is also a good example of how CHILDHOOD can be corrupted if the “parents” (in this case, Kane and the alien) are corrupt. It is not just the protagonists who are victims of “gender trouble.““Mother,” the spaceship’s computer, not only symbolically gives birth to the crew, but has the power to dispense with them at the end of the film. By destroying the spaceship, Ripley curtails “Mother’s” malevolent power; no longer a vehicle for producing and sustaining human life, it has been programmed simply to destroy human beings once they have outlived their usefulness. The same logic governs Ash’s behavior; he is not a human being at all, but an android, an asexual being identified with “Mother.” Having fulfilled his appointed task—to capture the alien and organize its safe passage to Earth—he has no other function in the film, and can thus be destroyed.


  But perhaps the film’s politics are not quite as radical as a first viewing might suggest. At one point Ash tries to kill Ripley by forcing a rolled-up pornographic magazine down her throat. Scott has described this sequence in the Director’s Commentary as evidence of the robot’s destructive sex-drive; he does not have a penis, so he has to find other means of asserting his MASCULINITY. More significantly, this scene shows how male violence has been equated with science and progress. The Darwinian concept of the survival of the fittest is clearly emphasized: as men are stronger, they believe they have the “natural” right to assert their authority. Stephen Mulhall sums up this view of life thus: “rapacious, inherently violent and violating.” Significantly, the only way in which the alien can be destroyed is through “masculine” methods, as Ripley buries a harpoon in its heart and sends it spinning into outer space. She might emerge victorious by nullifying the alien’s perceived “threat,” but achieves it at the expense of her femininity. She herself becomes “rapacious, inherently violent and violating.”


  The final sequence can be interpreted optimistically, as Ripley returns to the womb of the module to look after the cat Jones, and hopefully to hibernate during the six weeks it will take to return to Earth. She recovers her maternal instincts as she cradles the cat in her arms, and thereby shows how life in the cosmos is not inimical to humanity. On the other hand, there are certain elements that seek to undermine the tranquility of this sequence. Ripley might have recovered her femininity, but it is significant that she enjoys a close relationship with an animal rather than a human being. Moreover, her isolation recalls the end of The Duellists, when D’Hubert (HARVEY KEITEL) looks out over the landscape like Napoleon, proud but inescapably alone. In the earlier film Scott used this image to show how the soldier’s obsession costs him everything: friendship, career, and self-respect. In Alien Ripley is certainly characterized as a strong woman, but throughout the previous two hours the notion of strength has been associated with the alien—the penis-shaped organism emerging from Kane’s stomach, the beast crushing Parker like a pygmy. Ripley might triumph in the end, but she has herself been transformed into an alien—someone committed to the Darwinian notion of the survival of the fittest.


  Alien has been the subject of considerable critical comment since its release. Peter Lev (1998) believes that this film and Scott’s subsequent work in BLADE RUNNER “project a future of oppressive institutions.” Thomas B. Byers develops the point by identifying the Company as symptomatic of many modern capitalist organizations valuing commodities above human life. On this view,“human beings have become the true aliens.” This picks up a point first made in 1980 by Jeff Gould, who identified the alien as resembling “nothing so much as that other superorganism, and victor in an evolutionary struggle: the multinational (soon to be interstellar) corporation. In the system of the narrative, the Alien is the double . . . of the Company.”


  Other critics have seen the film as a comment on late 1970s America. William Paul, among others, suggests that its social structure “is based on something corrupt because corruption actually exists at the top. After Watergate the loss of a head of state (with Nixon’s resignation) and the greatly weakened presidency that followed it, provoked an anxiety about leadership that permeated the culture. American society had become a social body without a head.”


  James H. Kavanagh identifies Alien as a feminist parable, portraying Ripley as “a strong woman . . . a new type of humanist hero—this, after literally chewing up all other differences existing within the space of the human.” In contrast, Judith Newton argues that the film’s ending invests Ripley with “traditionally feminine qualities. . . . we see her stripped to her bikini underpants . . . exposing a long, and lovingly recorded, expanse of marvellous body . . . [She] is not only divested of coalition and reinvested with feminity [sic] she is also confirmed as a Company Woman.” This essentially patriarchal strategy has also been developed by Barbara Creed, who identifies the alien as an example of the “monstrous-feminine”—a being which cannot be contained within Freudian, masculinist discourse: “the monstrous creature is constructed as the phallus of the negative mother . . . What is horrific is her desire to cling to her offspring in order to continue to ‘have the phallus.’ Her monstrous desire is concretized as the figure of the alien; the creature whose deadly mission is . . . to reincorporate and destroy all life.” The sign of Ripley stripping at the end of the film represents the (male) director’s belief that “the monstrousness of women” has been controlled “through the display of woman as reassuring and pleasurable sign . . . The final sequence works, not only to dispose of the alien, but also to repress the nightmare image of the monstrous-feminine within the text’s patriarchal discourses.” Catherine Constable develops Creed’s thesis by arguing that “human reproduction [in th film] is represented as scientific or sterile, in clear contrast to the alien’s physical materiality, thus setting up an opposition between the human and the monstrous.” On this view, the monstrous-feminine alien is also the most fertile being on the ship, which would suggest that Scott’s attempts to contain it at the end of the film are ultimately futile.


  Nonetheless, the director appears to make strenuous efforts to contain his material within a patriarchal framework. Annette Kuhn suggests that the special effects sequences—for example, the alien emerging from Kane’s stomach—“invite the [male] spectator’s awed gaze . . . What sort of appeal to scopophilia is being made in such displays of cinema’s codes of visibility?” Jenny Wolmark approaches the film from a POSTMODERN perspective, arguing that the combination of male and female traits in Ripley’s character allows “for the development of an alternative framework for thinking about [sexual] difference, one that is not characterized by polarities and hierarchies, but which is contingent, on the edges of the possible.”


  Pamela Church Gibson argues that, while there has been a considerable amount of comment on the film itself, little has been published on the ways in which audiences react to it. She argues that “avowed fans . . . —unlike many academics—are invariably familiar with the work of the artist H. R. Giger . . . This might be because Giger’s work is too unsettling, too transgressive, or too phallic . . . The disregard for Giger’s work could also be the result of artistic snobbery—his work seen as second-rate, as not coming within any recognized canon. But really there seems to be a lack of knowledge, rather than a considered judgment, among film scholars.”


  Alien ’s narrative sources have been explored by Robbie Robertson. They include Joseph Conrad, H. P. Lovecraft, popular literature of the nineteenth century (The War of the Worlds, for example), American B pictures of the 1950s, and short stories such as A. E. Van Vogt’s The Voyage of the Space Beagle (1950).
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  ALIEN: THE DIRECTOR’S CUT


  GB/US 2003 117 min col. Rerelease of the original film with several minor changes. They include a new scene where the crew hear an unearthly signal from the planet and look at each other as if uncertain as to its identity. Lambert (VERONICA CARTWRIGHT) calls it a planetoid, while Ash (IAN HOLM) thinks that people can walk on the planet.


  The Director’s Cut includes more panning shots of the alien’s lair, and a closer shot of the membrane and skin. It also incorporates an extra sequence in which Parker (YAPHET KOTTO) asks how Kane (JOHN HURT) can breathe with the face-hugger on his features. Meanwhile Dallas (TOM SKERRITT) is angry at Ripley for refusing his order to let the infected Kane into the NOSTROMO, even though Dallas has disregarded Company policy by permitting it in the first place.


  The Director’s Cut has a new version of Brett’s (HARRY DEAN STANTON’s) death, as the creature’s claws move slowly into frame, then lift him up and away. Parker and Ripley rush into the room, and look up to see the alien and the empty airlock. Drops of blood fall on to the camera lens. Scott cuts back to Parker and Ripley holding their hands out to catch the blood, and Parker dropping his weapon onto a bloodstained floor. The sequence ends with a close-up on Jones the cat as Parker screams “Brett!!”


  Most significantly, the Director’s Cut restores the sequence created by Scott in collaboration with special effects designer NICK ALLDER, in which Ripley discovers Dallas and Brett in an underground cavern being converted into alien spores. Originally cut from the 1979 version on the grounds that it impeded plot-development, this sequence provides an explanation as to why the alien poses such a threat to the crew’s future.


  Because of the shortening of certain sequences, the Director’s Cut is actually forty-six seconds shorter than the original. The Cinefantastique reviewer described it as “a harrowing and truly unique piece of art rather than commerce.”
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  ALIEN QUADRILOGY


  The Alien Quadrilogy is a four-movie, nine-DVD box set of ALIEN, Aliens, Alien 3 and Alien: Resurrection. Released by Twentieth Century-Fox on December 2, 2003, following the rerelease of Alien in theaters on Halloween 2003. This nine-disc set replaced the five-disc set of the series, The Alien Legacy.


  Created by DVD producer CHARLES DE LAUZIRIKA, the Alien Quadrilogy features each of the four movies with two discs; one contains the theatrical and director’s cut/special edition of the movie, and the second includes bonus features such as “making of” documentaries. The ninth disc includes bonus features for the entire franchise, such as an edited version of “Alien Evolution,” a documentary made by the UK’s Channel 4. The Alien Quadrilogy was well received by DVD critics and went on to win several awards, including the DVD Exclusive Award for Best Classic Movie (including all extras) and Best Audio Commentary for Alien, as well as landing on several top ten DVD lists. In 2005, for the twenty-fifth anniversary, the Alien Quadrilogy was rere-leased in Alien-head packaging, with the DVDs stored inside the head.


  ALIEN (VIDEO GAME)


  Alien is a game produced by Argonaut Software in 1984 and released by Argus Press—it is based on the film ALIEN directed by Ridley Scott. The game used very simple black and green graphics, with a little extra color for some text and for the location of the characters.


  Alien was a slow-moving but suspense-heavy strategy game. An omniscient, menu-driven game, the player was put in charge of all of the crew members of the NOSTROMO. The game started with one of the crew members being killed by the alien, which mirrored the death of Kane (JOHN HURT) when he gave birth to the alien in the movie. The player moved the characters around on a map-grid representation of the ship as they searched for the alien. Littered around the map were various useful objects such as nets, incinerators, laser pistols, and oxygen tanks. The player could order one of the crew members to pick up such objects and use them when needed.


  The game-play was challenging in that, based on the current situation, the emotional status of your crewmen could change. The emotional status could range from confident, stable, uneasy, shaken, hysterical, and broken. This meant that the crew members would not always obey the player’s orders and could be frozen by fear or unwillingness to enter a hazardous situation. Ordering characters to pick up weapons could positively affect their emotional status and make them more likely to follow orders. Sending a character off alone could negatively affect emotional status, causing the character to perform poorly.


  One of the crew members was secretly an android and he would turn on the other crew when the player least expected it. When the crew was reduced to three, there was the option of self-destructing the ship and escaping in the Narcissus.


  ALIEN VS. PREDATOR


  Two highly successful franchises brought together by Paul Thomas Anderson in 2004. Throughout the film there are references to ALIEN; for example, the altars in the Chamber of Sacrifices are arranged in the same fashion as the hibernation pods at the beginning of Scott’s film.


  The follow-up film Aliens vs. Predator: Requiem (2007) likewise contained references to Scott’s film. DAN O’BANNON and RON SHUSETT took credit on both films for the original story.


  ALIEN WAR


  A “total reality” experience based on the ALIEN trilogy, which opened in London in 1993. Created by a pair of Glaswegians, Gary Gillies and John Gorman, this “living theatrical exhibition” recreates the experience of Alien employing costumes, props, and other memorabilia from SHEPPERTON STUDIOS. Twelve customers at a time were led through by Colonial Marines for a tour of the base owned by Weyland Yutani, the so-called company that owned the NOSTROMO. The attraction failed to find a large enough public and closed fairly soon afterwards.
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  ALIENS NOVELS


  The Aliens novels are an extension of the ALIEN franchise. Up until 1998, the novels were published by Bantam Books and were mostly adaptations of various comics previously published by Dark Horse Comics. The most recent run of novels, which began in 2005, consists of original stories being published by Dark Horse Comics under their DH Press imprint. They include Earth Hive (1993), Nightmare Asylum (1993), The Female War (1993), Genocide (1994), Alien Harvest (1995), Labyrinth (1996), Rogue (1995), Berserker (1998), Original Sin (2005), DNA War (2006), Cauldron (2007), Steal Egg (2007), Criminal Enterprise (2008), and No Exit (2008).


  ALL THE INVISIBLE CHILDREN—“JONATHAN”


  France, Italy 2005 17 min (total r/t 129 min) col. Production Companies: RAI, Adriana Chiesa Enterprises, and UNICEF. Producers: Maria Grazia Cucinotta, Chiara Tilesi, and Stefano Veneruso. Director: Ridley Scott. Writer: Jordan Scott. Director of Photography: James Whitaker. Production Designer: Ben Scott. Music: Ramin Djawadi. Cast: David Thewlis, Kelly Macdonald, Jordan Clarke, Jack Thompson, Joshua Light.


  One of an omnibus of seven short films on the subject of CHILDHOOD made by different directors (the other six were Mehdi Charef, Emir Kusturica, Spike Lee, Katia Lund, Stefano Veneruso, and JOHN WOO) as part of an initiative supported by the children’s relief charity UNICEF. Scott’s contribution—“Jonathan”—told of the eponymous hero, a photojournalist (DAVID THEWLIS) whose work has left him disillusioned and unhinged. Retreating from what he has experienced, he regressed back to when life was at its best, seeking renewal through a return to childhood. The children he meets on the way inspire him to embrace life again. The film deals once again with the theme of journeys and spiritual renewal, ideas which have been characteristic of Scott’s work since LEGEND. The film was well received, particularly by filmgoers outside Italy; by 2006 it was the highest-grossing Italian film abroad.


  All the Invisible Children has honorable intentions. But its unevenness means it feels more like several standalone films than an illuminating riff on one theme. Standouts are Spike Lee’s incisive “Jesus Children of America,” about an HIV-positive teen and “Joao and Bilu,” Katia Lund’s vibrant portrait of Sao Paolo’s street kids.“Ciro,” Stefano Veneruso’s paean to Neapolitan street children, suffers an uncertain script although it boasts authentic non-professional performances. Less compelling are the plodding “Tanza” from Mehdi Charef; Jordan and Ridley Scott’s unresolved war photographer episode “Jonathan”; and John Woo’s over-schmaltzy “Song Song and the Little Cat.” Portmanteaus can be hard to market. All the Invisible Children also lacks the edge that persuaded some audiences to try the likes of the similarly structured 11'09"01.
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  ALLDER, NICK


  Special effects supervisor for ALIEN. He was heavily involved in the making of a sequence cut from the original release but restored in THE DIRECTOR’S CUT (2003) in which Ripley (SIGOURNEY WEAVER) discovers Dallas (TOM SKERRITT) partially devoured yet still alive, glued to a niche in a wall with a sticky pitch-like substance. On the opposite wall, what remains of Brett (HARRY DEAN STANTON) is being transformed into one of the alien spores. Shaking with fear, Ripley accedes to her captain’s plea for an act of mercy and destroys the entire room with a flame-thrower. Scott recalled in an interview with Don Shay that the sequence provided “a way of explaining what had happened on the derelict [spaceship] and what was now happening on the NOSTROMO. And I think it provided some explanation for the alien’s killing spree . . . it has a very limited life span in which to reproduce itself. It also helped explain why it didn’t attack Ripley in the Narcissus. Its days were over.” Scott eventually decided that the sequence slowed up the film’s plot-development, and ultimately removed it. Nick Allder also collaborated with ROB BOTTIN on the creation of the special effects for LEGEND.
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  ALLMAN, GREGG (1947– )


  Rock and blues singer, best known as a founding member of The Allman Brothers Band. Allman provided the vocals for the title song in BLACK RAIN, a David Paich-produced “I’ll Be Holding On,” a power ballad so formulaic that his band Toto wouldn’t have touched it, according to the All-Music Guide Review.
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  ALTMAN, BRUCE (1955– )


  Born in the Bronx, New York, Altman’s early screen career included roles in Regarding Henry (1991) and Glengarry Glen Ross (1993).


  Cast as the therapist Dr. Klein in MATCHSTICK MEN, Altman offers a convincing portrait of a sympathetic person paid to listen to and advise Roy (NICOLAS CAGE). The only suggestion we might have that Klein might not be what he seems is that he smokes a pipe; as Scott and the co-writers NICK AND TED GRIFFIN suggest in the Director’s Commentary to the DVD release of the film, anyone who smokes is not really trustworthy. In August 2008 Altman appeared as himself in an episode of AMC’s Cinemania devoted to Matchstick Men. Hosted by comedian Regan Burns, this trivia competition—broadcast during the commercial breaks of the film—pitted two diehard fans against one another to see who knew the most about the actors, specific quotes and other details relating to Matchstick Men.
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  AMERICAN FIGHTER PILOT


  US 2002 TV series 7 × 60 min episodes (only two broadcast) col. Production Companies: Columbia Broadcasting System, Skip Film, Warfront Pictures, and Zeal Pictures. Executive Producers: Ridley Scott, Tony Scott, Jesse Negron. Producers: Maria Baltazzia, Jennifer Bresnan, Sean T. Coughlin, David Goffin, Erica Hanson, Geoff Mazer, Andy Meyer. Writer / Director: Jesse Negron. Music: Harry Gregson-Williams, Steve Jablonsky, John E. Nordstrom, and Andrew Rollins. Cast: Tod Giggy, Mike Love, Marcus Gregory, Robert Garland, Chris Penn (narrator), Regina Pope (narrator).


  This reality series carries on from where BLACK HAWK DOWN left off, in its portrayal of the US Army. It followed three male US Air Force officers as they attended flight school at Tyndall Air Force Base in Panama City, Florida. If they passed the course, which lasts several months, they would become pilots of F-15 fighter jets. The series featured classroom training, practical exercises, and interviews with instructors. Viewers also saw how the officers’ wives and families were affected by the high-stress environment. The series covered similar ground to that of British Second World War documentaries such as FIGHTER PILOT.


  The series began life as a film but, once CBS expressed interest in broadcasting it, creator JESSE NEGRON decided to turn it into a reality show. Photography on the series was filmed in 2000, and during that time Negron was granted unprecedented access by air force and Navy alike. He followed his subjects into the classroom, aboard F-16s, inside diving tanks and everywhere else their training took them. He even managed to film the solo party, a ritual hitherto unseen by television viewers to celebrate the students’ first solo flight in an F-15. According to US Air Force reports, the crew worked on the project for two years. To get the necessary aerial footage, crews filmed from the backseats of F-15s and affixed cameras to aircraft to capture training sessions. In addition to from-the-cockpit shots, camera crews followed these Top Guns-in-training from their homes to churches to local businesses in order to capture the culture and lifestyles of fighter pilots. The production was overseen by TONY SCOTT, who had been responsible for TOP GUN (1983), a fictionalized account of similar activities starring TOM CRUISE.


  After filming was completed, the production was left on the shelf until CBS agreed to air the series in March 2002, as a way of fulfilling the White House’s demand for “morale building” productions. In November 2001 Karl Rove, President George W. Bush’s top White House adviser, was dispatched to Hollywood to discuss how its producers and celebrities could contribute to the war effort. Rove sought from Hollywood a commitment to patriotic material while the White House conducted its war on terrorism.


  While American Fighter Pilot was filmed entirely before 9/11, the producers claim the event had little effect on the show. “Our project would have stayed the same,” claimed director Negron in a prebroadcast interview: “What changed was people became much more interested in who our warriors were and who is defending our country.” Nonetheless he did add some extra material, such as recalling the terrorist attacks in a title sequence at the beginning of each episode, plus post-9/11 interview footage of the pilots (some of whom apparently fought in the war in Afghanistan). The Pentagon was reportedly thrilled with the show:“It’s important to them that the American public sees this with the black eyes in it—that this is the way our warriors are made,” claimed Negron in an interview quoted in the Michigan Daily.


  The publicity reinforced the jingoistic mood: “The show is a Top Gun -like reality series that follows three men from different walks of life as they train to become F-15 fighter pilots . . . As these heroes prepare to take control of some of the most complex and expensive planes in the world, they come face to face with the life-threatening reality of their chosen career.” Sadly, the reviewers did not share this view: Caryn James in the New York Times described the series as “one long, unconvincing commercial for the Air Force . . . The series tries to make up for its lack of stirring characters with music-video editing and graphics, but the effect is hay-wire—not lively.” Regional newspapers such as the Michigan Daily thought that the characters “offer little humor depth to the show, at least outside of . . . vomiting on one of the test flights.” The Pittsburgh Post-Gazette went further by claiming that “editing chores on this choppy program were apparently farmed out to CBS’s sister network MTV, which never met two seconds of film it couldn’t slice into nanosecond clips.” As a result,“the show’s look, simply put, is repulsive.” Viewers responded equally unenthusiastically to the series: only 4.8 million people watched the first show on 29 March 2002, and CBS canceled it after two episodes.


  Nonetheless, the series reinforces thematic concerns characteristic of Ridley Scott’s other work. MASCULINITY and male bonding are intrinsic to the Fighter Pilot ’s life. In the transcript of the two broadcast programs, one of the instructors says that he is looking for recruits “that have the hearts of a lion,” who can “take this jet [the F-15] off and kick the crap out of any MIG-29 on the planet.” Once they have learned to fly solo, they can be admitted “to the brotherhood.” However, the recruits have to learn how to be strong; to put up with “the crap” thrown at them by the instructors: “Maybe an IP [Instructor Pilot] will refer to a student as a maggot because it’s the lowest form of life that ever has the hope of flying.” At the end of each week pilots gather to drink in the camp bar; this, they are told, is a means of learning more about flying “than you will on any flight.” It also provides a means “for bonding and storytelling . . . This is a fraternity that you are attempting to enter, and as a student, you haven’t entered it yet.” At the beginning of the series, the three featured recruits—Mike Love, Marcus Gregory, and Todd Giggy—are even deprived of their male identities; in the self-enclosed world of the camp “they really don’t have a tactical call sign [like the qualified pilots]. Somewhere over the course of that six-week [induction] period, they will do something that earns them a certain call sign. So in the meantime, we just name ’em [boners] . . . and just the boner with a number.”


  Anyone who deviates from these group norms is perceived as inadequate. Giggy turns up for training with bleached hair; the instructors claim—falsely—that he is “a complete wuss,” as he has let his wife Lori change his hair color. One instructor claims that “if you want to highlight yourself in less than optimum or negative ways [by bleaching your hair], you’re gonna incur some wrath, especially if you don’t have any clout to stand on at all.” As a devoted family man, Gregory finds it difficult to socialize with his fellow pilots, particularly when they bring women in for entertainment because “it lightens up the atmosphere, and . . . the guys like it after a long day.” He has to learn the importance of “working together and trying to succeed together” in spite of his personal likes and dislikes.


  Eventually the three recruits emerge triumphant by passing the grueling 112-day course. They acquire their particular identities (Marcus “Patch” Gregory, Mike “Getsno” Love, and Todd “Merkin” Giggy), while understanding at the same time the importance of remaining part of a group dedicated to protecting their families from enemies seeking to kill their wives and children. The experience of training teaches them “how to trust people and get to know them, [especially] the kind of guys to go to war with.” In the final episode the entire group of pilots are shown coming together and chanting “We are warriors!” in an assertion of masculine strength and pride.


  Although the three recruits remain devoted family men, they have a fixed concept of gender roles. While they consider it their duty to go out and fight for their country, their spouses are expected to stay at home and support them or look after their children. The concept of LOVE VS. DUTY, so important to many Scott films, is not an issue. Love describes his wife Mauri as “the most fantastic mother to my children that I could have ever found, and she does that while still being a great wife to me.” Mauri herself finds her existence difficult, to say the least: “On the average I see Michael for two hours, you know, an evening, if that, and mainly just for dinner. It’s very hard to be alone and in a new place, and the only people that you have are your children . . . I really wanted a husband who worked a nine-to-five job.” However, she devotes herself to Love: “Michael wanted it [to be a fighter pilot] so bad, and that, just, to me, that was the big thing that turned me around.” Giggy admires his wife Lori who understood “from the get-go . . . what my schedule was like.” Gregory’s spouse Sunni is about to have a baby but is denied the experience of “the baby story” when “the husband goes to all their appointments and they have a lot of that fun bonding.” Her husband tries to set aside some time “to talk and stuff” but he is usually so tired after a hard day that he has to rest,“to get enough sleep for the next day.”


  All three recruits are devotes to the ideals of AMERICANISM, most succinctly defined by their senior pilot instructor, Robert Garland: “Faith in God, your love of your family and then your country, an opportunity to defend your country, one nation under God, is the highest calling that a man can have.” Gregory is seen worshiping in church and listening to the minister telling him that “when we disobey God, there are always consequences.” Gregory responds: “Now there’s hostility and there’s disobedience in the world, and . . . [there’s] the account of Cain killing Abel. Now there’s hatred and murder springing up . . . Everyone seeks to find their purpose.” His purpose, as he sees it, is to eliminate hostility and disobedience by removing those enemy forces that threaten the liberty of all Americans—including his family. Love insists that he always puts his family first. One of the instructors describes the entire series as a journey, “a challenging time in our life [and the recruits’ lives] and our service to our country.” Another recruit believes himself in a fortunate position to be able to respond to the events of 9/11: “This is what I am here for. This is why I serve. I’m an American fighter pilot. We’re not gonna let that [disaster] happen again.” At the beginning of the episode the narrator (Chris Penn) sums up the series thus: “In the end, war awaits, and a nation is calling for heroes. Tonight the [three recruits’] quest to be top gun continues.”


  American Fighter Pilot positions itself squarely as one of the FILMS AFTER 9/11. Each episode begins with an image of the disaster—for example, one of the hijacked planes hitting the Twin Towers, and a shot of the Stars and Stripes fluttering in the breeze. A montage follows, containing other images of the disaster and shots of Osama bin Laden. On the soundtrack the voice of President George W. Bush can be heard intoning the following speech: “We’re the brightest nation for freedom and opportunity in the world. And no one will keep that light from shining. Our country is strong. A great people have been moved to defend a great nation.” The implication is clear: when the recruits have finished their training, they will undertake the great task of defending their country. In the light of such noble intentions, it is sad that the series bombed.


  The complete series of American Fighter Pilot was released on DVD in late 2005, including the two episodes already broadcast plus five hitherto unseen episodes. The three-disc set also includes a “Making of …” documentary with Negron, Tony Scott, and co-executive producer Leon Melas. Sadly, the customer reviews were not much different from those of the newspapers three years earlier. One customer on the Amazon website described the series as containing “the worst editing I have seen. You will enjoy it if you suffer from schizophrenia or suffer from Attention Deficit Disorder, since no single video clip lasts for more than one second.” Another, more sympathetic, reviewer believed that it was a “great documentary if you like fighter jets and what it takes to get there[; if you do,] then this series is well worth it.” Unfortunately, the majority seemed to agree with the Pittsburgh Post-Gazette reviewer who summed up the series as “virtually unwatchable.”
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  AMERICAN GANGSTER


  US 2007 r/t 156 min col. Production Companies: Universal Pictures, Imagine Entertainment, Relativity Media, and Scott Free. Producers: Brian Grazer and Ridley Scott. Director: Ridley Scott. Writer: Steven Zaillian, based on an article by Mark Jacobson. Director of Photography: Harris Savides. Production Design: Arthur Max. Music: Marc Streitenfeld. Cast: Denzel Washington (Frank Lucas), Russell Crowe (Det. Richie Roberts), Chiwetel Ejiofor (Huey Lucas), Josh Brolin (Detective Trupo), Armand Assante (Dominic Cattano), Ruby Dee (Mama Lucas), Cuba Gooding Jr. (Nicky Barnes).


  The story was first inspired by an article in New York magazine written by MARK JACOBSON. He was introduced to the real Frank Lucas by author and filmmaker NICHOLAS PILEGGI, writer of the 1995 film Casino. Not long afterwards, Pileggi encouraged STEVEN ZAILLIAN to write an adaptation of Jacobson’s article. While Zaillian was working on this, producer BRIAN GRAZER bought the rights to the project. Antoine Fuqua was originally set to direct the film in 2004 with DENZEL WASHINGTON and Benicio Del Toro starring, but production was halted one month prior to shooting after Universal Pictures canceled the film over budget concerns. A year later Terry George was brought in to rewrite Zaillian’s script in the hope of reducing costs; George had planned on reuniting with his Hotel Rwanda lead DON CHEADLE to portray Lucas. However, the project foundered once again, so producer Grazer rehired Zaillian to redraft another screenplay, and pursued Ridley Scott as his director. According to an interview in the film’s production information, Grazer “charged forward with all [his] energy and full commitment to get it made. I’d taken the script to Ridley Scott seven or eight times, but the timing was never right for him. This time—the ninth or tenth time, he said—‘Yes.’” Scott himself suggests in the commentary to the film’s 2008 DVD release that he first became interested in the project while filming KINGDOM OF HEAVEN. While filming A GOOD YEAR, both he and RUSSELL CROWE discussed the project, which led to them signing on. Washington was reengaged to play Frank without taking a fee (having previously signed a contract for the aborted film which guaranteed him his twenty million-dollar salary whether it was made or not).


  Filming took place in all five boroughs of New York City, primarily in practical locations. There were also
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