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No part of this publication may be reproduced or transmitted in any form
or by any means, electronic or mechanical, including photocopy, recording
or any other information storage or retrieval system now known or to be
invented, without permission in writing from the publishers, except by a
reviewer who wishes to quote brief passages in connection with a review
written for inclusion in a magazine, newspaper, or broadcast.
This book is a work of scholarship regarding the life and career of Ray
Harryhausen in motion pictures and related works, and represents no
venture on any trademark or copyright status. Grateful acknowledgment
is made to the studios and distributors, their parent companies and/
or subsidiaries, and related agencies, whose work is illustrated in this
book, including but not limited to: 20th Century-Fox, Canal+ Image
UK Ltd., Columbia Pictures Industries, Inc., The Hollywood Chamber
of Commerce, MGM, Paramount Studios, RKO Pictures, Inc., Turner
Entertainment Co. A Warner Bros. Entertainment Company, United
Artists, Warner Bros. Pictures, Inc., and Warner Bros.– Seven Arts, Inc.
Oscar® and Academy Award® are the Registered Trade Marks and
Service Marks of The Academy of Motion Picture Arts and Sciences.
The films King Kong (1933) and Son of Kong (1933) are copyright
© Warner Bros. Studios, Inc. Referential usage of the name “King
Kong” and related images is not to be construed as a challenge to any
trademark status. The related pictorial material that appears here is for
the sole purpose of illustrating the creative processes involved in the
making of the motion pictures discussed.
Puppetoon® is the registered trademark of Arnold Leibovit Productions,
Ltd., all rights reserved. Referential usage of the name “Puppetoon(s)”
and related images is not to be construed as an endorsement by
Arnold Leibovit Productions nor as a challenge to any trademark status.
Famous Monsters of Filmland (words and distinctive lettering design)
is a registered trademark of Philip Kim. Facsimile typestyle “Misfits” is
a separately licensed font.
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All pictorial material reproduced herein derives from the voluntary,
non-compensated contributions of pictorial or other memorabilia
from the private collections of the author, publisher, and the artists
interviewed herein, and from the select private archives of individual
contributors. This material appears herein for the sole purpose of
illustrating and illuminating the creative processes involved in the
making of the motion pictures thus discussed and, where possible,
the authors have attempted to accurately acknowledge and credit the
owners of such property. However, because of the number of items
involved, and perhaps more importantly, the passage of time, mistakes
or omissions may occur.
The author and publisher claim no exclusive rights in the underlying
artistic works embodied in the images, related indicia, and memorabilia shown in this book, and it is not the publisher’s intention to
violate any of the rights of these generous contributors, the creators
of the items, or the owners of the rights to the films for which this
material was created. Referential usage of names, characters, titles,
story lines, and related images is not to be construed as a challenge
to any copyright or trademark status and whatever underlying
copyrights still exist in the photographs, movie stills, posters, props,
etc., shown in this book remain the property of their respective
owners.
Because the author and publisher believe that publication of this book
can only help to increase public awareness and interest in these classic
movies, the author and publisher hope that the respective owners of
any copyrights of these properties, whether correctly credited or not,
will see this book as an attempt to preserve and promote a piece of
movie history — a history of which those owners are integral parts.
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I Used My Mother’s
Fur Coat...

The Allosaurus and Man Figure

The Second Brontosaurus Model Test

)RU KLV ÀUVW FRORU WHVW 5D\ H[SHULPHQWHG ZLWK
WKHHOHPHQWVRIZKDWODWHUEHFDPHWKHEDVLVRIKLV
'\QDPDWLRQSURFHVV)LUVW5D\ÀOPHGOLYHDFWLRQRI
DIULHQGVFUDPEOLQJXSDURFN\KLOOWKHQFRPELQHG
LWZLWKDPLQLDWXUHMXQJOHYLDVSOLWVFUHHQ7KLVLPDJH ZDV WKHQ UHDU SURMHFWHG RQH IUDPH DW D WLPH
RQWR D WUDQVOXFHQW VFUHHQ ZKLOH 5D\ DQLPDWHG DQ
$OORVDXUXV ÀJXUH LQ IURQW RI LW D IRUHJURXQG PLQLDWXUHIHUQXQIRUWXQDWHO\HPSKDVL]HVWKHXQVWHDGLQHVVRIWKHUHDUSURMHFWHGLPDJH 
7KH$OORVDXUXVHQWHUVIURPWKHULJKWZLWKRQO\
WKHWRSKDOIRILWVERG\YLVLEOH2QWKHOHIWDPDQ
RQDURFN\LQFOLQHLVVWUXJJOLQJWRJHWDZD\DVWKH
URFNEHQHDWKKLPFUXPEOHV7KHPDQVOLGHVGRZQ
WKHURFNDQGPRYHVRXWRIIUDPHDVWKH$OORVDXUXV
OXQJHV DW KLP 7KH $OORVDXUXV UHDFKHV GRZQ
DQG SLFNV XS D VXEVWLWXWHG DQLPDWHG PDQ E\ WKH
ZDLVWKROGLQJKLPLQLWVFODZVDVLWELWHVKLVKHDG
7KH FUHDWXUH GHYRXUV KLP ZLWK WZR TXLFN JXOSV
VZDOORZLQJ GHHSO\ DQG WKHQ FDVXDOO\ ZLSHV WKH
VLGHRILWVPRXWK

$OWKRXJK QRW VWULFWO\ SDUW RI WKH Evolution
SURMHFW WKLV FRORU IRRWDJH GRHV XVH WKH VHFRQG
VPDOOHU%URQWRVDXUXVPRGHO5D\EXLOWIRUWKHODWWHU
ÀOP7KHDUPDWXUHRIWKH%URQWRVDXUXVUHPDLQVLQ
5D\·VFROOHFWLRQ
7KH IRRWDJH EHJLQV ZLWK D SDQRUDPLF YLHZ RI
D ODNH DQG PRXQWDLQV ZLWK EHDPV RI VXQOLJKW
LOOXPLQDWLQJ SDUW RI WKH URFN IDFH 7KH ODQG WR
WKH ULJKW LV D PLQLDWXUH DQG WKH PRXQWDLQV DUH
D SDLQWHG EDFNGURS 7KH %URQWRVDXUXV VORZO\
ZDGHV RXW RI WKH ZDWHU WR WKH VKRUH RQ WKH ULJKW
7KHIRUHJURXQGDUHDRIUHDOZDWHUZDVDGGHGE\D
PDWWHDOWKRXJKWKHZDWHUVOLJKWO\´EXUQVWKURXJKµ
WKH LPDJH RI WKH %URQWRVDXUXV 7KHUH LV DQ DGGHG
ZDWHUULSSOHHͿHFW VWUDQGVRIFRWWRQZRRODQLPDWHG
DORQJVLGH WKH PRGHO  $QLPDWHG ZLUHVXSSRUWHG
ELUGVÁLWDFURVVWKHVN\7KLVVHTXHQFHFDQEHVHHQ
LQ D PRUH FRPSOHWH YHUVLRQ LQ WKH GRFXPHQWDU\
Aliens, Dragons, Monsters and Me EXW LW ZDV
SULQWHGLQUHYHUVHDQGLQEODFNDQGZKLWH$OWKRXJK
VOLJKWO\ VKRUWHU WKH YHUVLRQ LQ The Harryhausen
ChroniclesLVFRUUHFWO\SULQWHGDQGLQFRORU

The Allosaurus Feeding
8VLQJDIXOOPLQLDWXUHMXQJOHVHW5D\DQLPDWHG
WKH $OORVDXUXV IHHGLQJ RQ D IDOOHQ EXW VWLOO DOLYH 
(U\RSVDFUHDWXUHWKDWUHVHPEOHVDIDWFURFRGLOH$
UHG JDSLQJ KROH FDQ EH VHHQ LQ WKH GHIHDWHG DQLPDO·V VLGH 7KH $OORVDXUXV OHDQV GRZQ DQG WDNHV
D IHZ ELWHV VZDOORZLQJ DQG FKHZLQJ $V WKRXJK
DZDUH WKDW LW LV EHLQJ ZDWFKHG WKH $OORVDXUXV
JODQFHV WRZDUGV FDPHUD VWLOO FKHZLQJ ,W VWDUWV WR
EHQG GRZQ WR FRQWLQXH IHHGLQJ EXW EROWV XSULJKW
DQG VWDUHV DW WKH FDPHUD URDUV DQG WKHQ UHWXUQV
WRHDWLQJLWVYLFWLP5D\ZRXOGUHWXUQWRWKLVUDWKHU
JUXHVRPH DFWLRQ RI WKH EHDWHQ RSSRQHQW OLWHUDOO\
EHLQJHDWHQDOLYHLQPDQ\ODWHUÀOPV

A plaster cast of
the face of Ray’s
±GEZIQER²½KYVI

Right, top: Ray’s Allosaurus from the 1940s.
Right, middle and bottom: About 20 years later, a
newer Allosaurus invades the camp of the Shell
people in Hammer’s One Million Years B.C.
Author Mark F. Berry put it best when he wrote
in his book The Dinosaur Filmography: “The
Allosaurus raid is not just the high point of the
½PQMXMWSRISJXLILMKLTSMRXWMRXLILMWXSV]
of stop-motion. The set-up, pacing, editing,
and choreography of the scene, and of course
the masterfully integrated animation, are all
IWWIRXMEPP]¾E[PIWW-XVIZIEPW,EVV]LEYWIREXXLI
very pinnacle of his powers.”
The middle photo shows the setup with a sturdy
cantilevered set piece extending into the scene in
front of the rear-projected live action. The bottom
photo is a rare color version of a famous publicity
still most commonly seen in black and white.
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Evolution of the World
7KLVZDVE\IDU5D\·VPRVWDPELWLRXVXQGHUWDNLQJLQKLVH[SHULPHQWDOSHULRGDQGZDVDQDWWHPSW
WR VKRZ WKH EHJLQQLQJV RI OLIH RQ (DUWK WKURXJK
DQLPDWLRQ 7KH ÀOPLQJ RI Evolution ZDV VSUHDG
RYHU D SHULRG RI RQHDQGDKDOI \HDUV IURP 
LQWR DQGSURYHGLQYDOXDEOHEHFDXVHLWDGGHG
WR5D\·VH[SHULHQFHDQGODWHUVHUYHGDVDPRUHIXOO\UHDOL]HGVKRZFDVHRIKLVDQLPDWLRQIRUSURVSHFWLYH HPSOR\HUV 7KH VXUYLYLQJ FRORU IRRWDJH LV DW
WLPHVVSHFWDFXODUVXEWOHLPDJLQDWLYHH[FLWLQJDQG
DERYH DOO KLJKO\ HQMR\DEOH 7KH IXOO\ UHDOL]HG VHTXHQFHVFRQWDLQDQXPEHURIWUDFNLQJVKRWVDQGDUH
DOVRTXLWHYLROHQWZKHQFRPSDUHGZLWKODWHUZRUN
ZLWKWKHXVHRIEORRGPXFKLQHYLGHQFH
$SDUW IURP D IHZ FRQFHSWXDO GUDZLQJV Evolution ZDV QHYHU VHW GRZQ RQ SDSHU LQ DQ\ IRUP
5DWKHU5D\YLVXDOL]HGWKHÀOPHQWLUHO\LQKLVPLQG
+H EHJDQ E\ DQLPDWLQJ WKH SUHKLVWRULF DQLPDO
VHFWLRQVEHFDXVHIRUKLPWKH\ZHUHQRWRQO\PRUH
HQMR\DEOH EXW DOVR WKH PRVW LQWULJXLQJ +H WKHQ
SODQQHGWREDFNWUDFNDQGVKRZWKHXQGHUVHDDPRHEDVDWWKHYHU\EHJLQQLQJRIOLIHRQHDUWK
7KH IRRWDJH EHJLQV ZLWK D EULHI FXW RI D KLJKO\
GHWDLOHGEXWXQRFFXSLHGMXQJOHVHW,QWKHIROORZLQJVKRWDELUGÁLWVE\DQGWKHQWKH%URQWRVDXUXV
ZDONVLQWRWKHVKRWDORQJDUDLVHGDUHDRIVKRUHOLQH
WKDWKDVDVLQJOHSDOPRQLWVIDUHGJH7KHODQGWR
WKHULJKWLVDPLQLDWXUHZLWKDSDLQWHGEDFNGURS D
ZLUH VXSSRUWHG ELUG ÁLHV EHKLQG WKH PRXQWDLQ DW
RQHSRLQW 5HDOZDWHULVPDWWHGLQWRWKHULJKWKDQG
FRUQHURIWKHIUDPH7KHPRXQWDLQDSSHDUVWREHUHÁHFWHGLQWKHZDWHUEXW5D\KDVDGPLWWHGWKDWWKLV
ZDVMXVWDOXFN\DFFLGHQWRIWKHOLYHDFWLRQÀOPLQJ
DW/DNH6KHUZRRG7KHGLQRVDXU·VWDLOVZLVKHVDQG
NQRFNV D URFN LQWR WKH ZDWHU DV DQRWKHU ELUG ÁLHV
SDVW 7KH %URQWRVDXUXV ORRNV RXW DFURVV WKH ODNH
DQGWKHQORRNVGRZQDWWKHZDWHU
7KHQH[WVHTXHQFHEHJLQVZLWKDWUDFNLQJVKRWRI
WKH%URQWRVDXUXVZDONLQJIURPULJKWWROHIWDFURVVD
MXQJOHVHWWLQJEHIRUHFXWWLQJWRWKHFUHDWXUHZDONLQJ
XSDVOLJKWLQFOLQHDPL[WXUHRIGHWDLOHGPLQLDWXUH
VHW IRUHJURXQG JODVV SDLQWLQJ DQG SDLQWHG EDFNJURXQG$ZLUHVXSSRUWHGDQLPDWHGELUGÁLHVDZD\
WRWKHOHIWMXVWLQIURQWRIWKHPRGHO7KH%URQWRVDXUXVFRPHVWRDVWRSDVDQRWKHUELUGÁLHVSDVWLWVKHDG
WKHQORRNVEDFNEHIRUHUHVXPLQJLWVMRXUQH\
,Q D ZLGHDQJOH YLHZ WKH %URQWRVDXUXV ZDONV
VORZO\ LQWR DQRWKHU GHWDLOHG VHW 0LQLDWXUH WUHHV
DQGYHJHWDWLRQDUHFRPSOHPHQWHGE\DEDFNJURXQG
SDLQWLQJ RI KLJK FORXGFRYHUHG SHDNV DQG D IRUHJURXQG JODVV SDLQWLQJ RI D WUHH LQ VLOKRXHWWH 7KH
%URQWRVDXUXVEHJLQVWRIHHGIURPWKHJURXQGDQG

WKHWUHHWRSV$VLWUHDUVXSRQLWVKLQGOHJVWRUHDFK
KLJKHUYHJHWDWLRQDQ$OORVDXUXVOHDSVLQWRWKHVKRW
IURPWKHOHIWDQGRYHUWKHWRSRIWKHFDPHUDLWVWDLO
VZLVKLQJ EDFN DQG IRUWK 7KH LQVSLUDWLRQ IRU WKLV
VKRW5D\VD\VFDPHIURPDFHUWDLQPXVLFDOSKUDVH
LQ The Firebird Suite E\ ,JRU 6WUDYLQVN\ 7KH %URQWRVDXUXVLQWKHGLVWDQFHWXUQVLWVKHDGDQGGURSV
EDFNRQWRDOOIRXUVEDFNLQJDZD\VOLJKWO\
7KH$OORVDXUXVDGYDQFHVWKUHDWHQLQJO\WRZDUGV
LWVSUH\VWRRSLQJORZDQGURDULQJLWVWDLOPRYLQJ
IURP VLGH WR VLGH 7KH %URQWRVDXUXV IDFLQJ IURQW
URDUVDQGWXUQVWRIDFHWKH$OORVDXUXV VWLOORXWRI
VKRW  ZKLOH LWV QHFN VWUHWFKHV XS DQG GRZQ DV LW
URDUVDQGEDFNVDZD\
,Q DQ HQWLUHO\ QHZ VHTXHQFH WKHUH LV D IXOO
OHQJWKVKRWRID7ULFHUDWRSVDVWKH$OORVDXUXVOHDSV
RQLWVEDFN7KH7ULFHUDWRSVZDONVDORQJLQDWUDFNLQJVKRWDVLWVDWWDFNHUÀUVWELWHVGHHSLQWRLWVQHFN
GUDZLQJEORRGDQGWKHQFKRPSVLQWRLWVERQ\DU-

PRUHGIULOO%HKLQGLVDKLJKO\GHWDLOHGMXQJOHZLWK
PLQLDWXUH SDOPV LQ WKH IRUHJURXQG 7KH $OORVDXUXV VWLOO RQ WKH ZDONLQJ 7ULFHUDWRSV· EDFN WXUQV
LWV DWWHQWLRQ WR RQH RI WKH YHJHWDULDQ·V KRUQV 7KH
7ULFHUDWRSVWXUQVDZD\IURPWKHFDPHUDDQGWKHQ
WZLVWVWRRQHVLGHWKURZLQJRͿWKH$OORVDXUXV,Q
WKHQH[WFXWWKH$OORVDXUXVIDOOVIURPWKHULJKWRI
WKH IUDPH RQWR LWV VLGH LWV WDLO VZLVKLQJ YLROHQWO\
WKH$OORVDXUXV·DFWLRQVDUHREYLRXVO\LQVSLUHGE\
WKH IHOOHG Kong 7\UDQQRVDXUXV  7KH FUHDWXUH UHJDLQV LWV IRRWLQJ DQG ORRNV EDFN DW LWV SUH\ LWV OLS
FXUOLQJDVLWURDUVWKHQOHDSVIRUZDUG
7KH 7ULFHUDWRSV VWDQGV WR WKH ULJKW KHDG KHOG
ORZSRLQWLQJLWVKRUQVWRZDUGWKH$OORVDXUXV7KH
DWWDFNHUFRPHVLQWRWKHVKRWIURPWKHOHIWZKLOHWKH
7ULFHUDWRSV EDFNV DZD\ $V WKH DQLPDOV IDFH HDFK
RWKHU RQFH DJDLQ WKH 7ULFHUDWRSV PRYHV IRUZDUG
DQG WKH $OORVDXUXV UHWUHDWV 7KH 7ULFHUDWRSV WKHQ
UXQV IRUZDUG DQG WKH $OORVDXUXV WDNHV HYDVLYH

The Harryhausen house as seen today.
Ray’s “hobby house” can be seen in the
back at the far end of the driveway.
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He Was a King in
His World

A

rmed with a rough story outline and a
commissioned illustration of a huge ape
attacking a modern-day explorer, painted
in oil by Willis O’Brien and artist Byron
Crabbe, Cooper approached David O. Selznick, executive vice-president in charge of production (and
future producer of Gone With the Wind). Selznick
showed little interest in the idea but trusted Cooper’s instinct completely. Cooper said, “I can tell
you, David played one vital part. He was the only
human being who backed me 100%. He didn’t look
at the rushes; he didn’t know what the hell I was
doing. All he knew was that Monty (director Ernest
Schoedsack) and I had only done three pictures and
all of them had been big hits — Grass (1925), Chang
(1927) and The Four Feathers (1929). He skimmed
RͿWKHEXGJHWVRIRWKHUSLFWXUHVWRNHHSXVJRLQJµ
[16] Selznick instructed Cooper to approach the
RKO executives in New York for approval. Before
they committed themselves, they asked that he produce a test reel. The reel was completed; although it
was not accepted unanimously, full production on
King Kong was given the go-ahead.

Above: The original hand-painted logo art for RKO Pictures rendered in watercolor, airbrush, and gouache in black, white, and graytones on a 19” x 24”
4-ply illustration board. This camera logo art was shot for every black and
[LMXI6/3½PQJVSQXLIWXLVSYKLXLIWXSVIKMWXIVMXWXVEHIQEVO
&IPS[8LIIJJIGXWGVI[TVITEVIWXS½PQXLIJEQSYW6/3+PSFIERH
Tower logo. Second from left is Linwood Dunn who, during his early career,
created optical effects for Citizen KaneERHQER]SXLIV6/3½PQW.
&SXXSQ8[SZMI[WSJ6/37XYHMSWMR

L-R: Merian C. Cooper, John Hay “Jock” Whitney, and David O. Selznick. Whitney was U.S. Ambassador
to the United Kingdom, publisher of The New York Herald Tribune, philanthropist, and through his
ZIRXYVIGETMXEP½VQ.,;LMXRI] 'SQTER]ERMRZIWXSVMRWIZIVEPFVSEH[E]WLS[WERHXLI8IGLRMGSPSV
GSVTSVEXMSR-R'SSTIVERH;LMXRI]GSJSYRHIH4MSRIIV4MGXYVIW[LMGLMRGPYHIHEHMWXVMFYXMSRHIEP
[MXL6/3;LMXRI]EPWSMRZIWXIHMR(EZMH37IP^RMGO´WTVSHYGXMSRGSQTER]ERHWIVZIHEW
'LEMVQERSJXLI&SEVH,ITYXYTLEPJXLIQSRI]XSSTXMSRXLI½PQVMKLXWXS1EVKEVIX1MXGLIPP´WGone
with the Wind,IXLIRMRZIWXIHMRXLITVSHYGXMSRSJXLEX½PQEW[IPPEWMRRebecca  

Above: Heu-Heu, or The Monster  F],
Rider Haggard, a precedent and perhaps inspiration
for some of the story elements in King Kong. In
,EKKEVH´WWLSVXRSZIP%PPER5YEXIVQEMR½RHWEPSWX
MWPERHGMX][LSWIMRLEFMXERXWVIKYPEVP]WEGVM½GIRYFMPI
young women to the giant ape-god, Heu-Heu. In
addition, at the end it is revealed that the “ape” is
XLIXVMFI´W,MKL4VMIWXMREGSWXYQI-REGPMQEGXMG
cataclysm, the island is sinking. The High Priest, in his
ape suit, climbs to the summit to try and save himself,
½REPP]HMWETTIEVMRKFIRIEXLXLI[EZIW¯EGXMSRERH
MQEKIV]ZIV]WMQMPEVXSXLI½REPISJSon of Kong.
Left: Merian C. Cooper shows pre-production art to
(EZMH37IP^RMGO-REPIXXIV'SSTIV[VSXI
“It [the Empire State Building concept] was, in
JEGXXLI½VWXGSQTPIXIWGIRI-ZMWYEPM^IHHYVMRK
the creative birth of Kong back in 1929. It was
XLI³)QTMVI7XEXI´WOIXGLXLEX½REPP]WSPHXLI6/3
³LSPHSYXW´SRXLIMHIESJmaking the picture.”
-VSRMGEPP]MRHYIXSGSRGIVRWSJTSWWMFPI
GST]VMKLXMRJVMRKIQIRXSJXLI½PQZIVWMSRSJ4SI´W
Murders in the Rue Morgue (which included
ERETIGEVV]MRKEKMVPEGVSWWXLIVSSJXSTWSJ4EVMW 
Cooper suggested “we give up the New York
sequence, and end the the story on the island. This
[MPPETTEVIRXP]SFZMEXIEPPPIKEPHMJ½GYPXMIW;I[MPP
not have as good a picture, but we will have a good
picture, I believe.” Ultimately it was decided that
there was no risk of copyright infringement.
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L-R: Merian Cooper, Willis O’Brien,
Fay Wray, and Ernest Schoedsack.

Three cameras
shot different
angles of the
natives lined up
atop the roof of
ERSJ½GIFYMPHMRK
on the studio lot
EFSZI 8LIWI
½PQIHIPIQIRXW
were later matted
onto the miniature
of the Great Wall.

0SGEXIHSRXLIFEGOPSXSJXLI6/34EXLq7XYHMS
in Culver City, the “Temple of Jerusalem” set from
Cecil B. DeMille’s King of Kings  SVMKMREPP]FYMPXEXEGSWXSJ[EWVIHVIWWIHEW
XLI+VIEX;EPPJSVEQIVI

The Great Wall was later
FYVRIHXSXLIKVSYRHEWE
stand-in for Atlanta’s train
station and ammunition
dumps in Gone With
the Wind  

Willis O’Brien and Kong • 137

Army/Navy
Films
Erwin Bronner with
E.EWTIV½KYVIJSV
Hotlips Jasper

(1945). Bronner was
EXXLI4EPWXYHMSXLI
same time as Ray.

Gaye
Knighties

7XYHMS1EREKIV+ISVKI.SVHER
PIJX ERHERMQEXSV&SF0EVWSR
with Gaye Knighties
QMRMEXYVIWMR
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E

ach Puppetoon ® required roughly 12,000 separate
animation moves using from 3,000 to 9,000 individually
carved puppets at a cost of approximately $25,000 for
 HDFK VHYHQPLQXWH ÀOP DERXW  WRGD\  :LWK
the animators forever facing a deadline, speed and total
FRPPLWPHQWZHUHWKHRUGHURIWKHGD\7KH\WULHGWRFRPSOHWH
at least one scene every two days which often meant working
ORQJKRXUV7\SLFDOO\5D\WKUHZKLPVHOIWRWDOO\LQWRKLVZRUN
DQG UHPHPEHUV WKRVH QRQXQLRQ WLPHV RQO\ WRR ZHOO DIWHU
animating one particularly complex set-up for an extended
SHULRGKHEHFDPHIDLQWWULSSHGRYHUDFDPHUDWULSRG UXLQLQJ
D VHWXS  DQG FROODSVHG IURP H[KDXVWLRQ 2Q WKH RWKHU KDQG
he found a soul-mate in the paint department, Lillian Seaquist,
ZKR ZDV DOVR FRPSOHWHO\ GHGLFDWHG WR KHU SURIHVVLRQ 7KH\
EHFDPH JRRG IULHQGV DQG HYHQ GDWHG IRU D VKRUW WLPH EXW
WKHLULQGLYLGXDODPELWLRQVPHDQWWKDWZKLOHVKHZDVVWXG\LQJ
SKRWRJUDSK\5D\ZDVFRQWLQXLQJKLVH[SHULPHQWVDWKRPHVR
WKHUHODWLRQVKLSGLGQ·WSURVSHU
2QHLQFLGHQWKDGDPDUNHGLQÁXHQFHRQ5D\·VPLQGVHWLQ
WKH \HDUV WR FRPH DV KH UHFDOOV ´2QH GD\ -LPP\ 6WRQH ZDV
ORDGLQJ WKH FDPHUD ZKHQ WKH WHOHSKRQH UDQJ :LWKRXW WKLQNing he placed the magazine [in its normal place] on top of the
camera while he went to answer the phone and then forgot that
WKHFDPHUDKDGQ·WEHHQORDGHG%HFDXVH-LPP\ZRXOGRIWHQVHW
WKHFDPHUDLQSRVLWLRQDQGWKHQJRRͿDQGGRVRPHWKLQJHOVH
I would trip the shutter with a foot pedal myself, once for each
RIWKHÀOWHUV,FDUULHGRQDQLPDWLQJDOOGD\ZLWKRXWDQ\ÀOP
LQWKHFDPHUD7KHPLVWDNHZDVQ·WUHDOL]HGXQWLOWKHHQGRIWKH
GD\VRDZKROHGD\·VHͿRUWZDVZDVWHGµ [8]

(SVSXL]0EQSYV[SVIE
WEVSRKMR½PQWMRGPYHMRK
XLI&SF,STI&MRK'VSWF]
±VSEH²QSZMIW7LI[EWER
appropriate inspiration
JSVXLIGLEVEGXIV±7EVSRK
7EVSRK²MRHoola Boola.

Hoola Boola

4EP´WWXYHMSTVSHYGIHWIZIVEP½PQWJSVXLI%VQ]2EZ]½PQ
TVSKVEQ+ISVKIERH>WSOE4EP´WGMXM^IRWLMT[MXL;EPXIV
0ERX^EWEWTSRWSV[EWVYWLIHXLVSYKLMRFIGEYWI
WSQISJXLI%VQ]2EZ]½PQW[IVISJEXSTWIGVIXREXYVI

1MHHPIPIJX%GSRXEMRIVSJ±PIK²YRMXWEWWIIRMRXLI4VS½PIWMR,MWXSV]EYGXMSR
0IJX6E]TSWIW[MXLEWIVMIWSJLERHWJVSQHoola Boola.
%FSZI.SLR%FFSX PIJX ERH4EYP7TVYRO[SVOMRKSR%VQ]
2EZ]½PQWMR
&IPS[2MGO)GOLEVHX[MXLEQMRMEXYVIWLMTQSHIPJSVSRI
SJXLI%VQ]2EZ]½PQW

&IPS[-RXLI4EVEQSYRXGSQQMWWEV]+ISVKI4EPWLS[WE7EVSRK7EVSRKTYTTIX
XSEGXVIWW1EVXLE3´(VMWGSPP8LIGETXMSRJSVXLMWTLSXSVIEHW±1SVIXLER
QMRMEXYVIWXVMRKPIWWQERMOMRW[IVIYWIHJSVXLIIMKLXQMRYXI½PQ²3´(VMWGSPP
MW TVSFEFP] FIWX ORS[R MR JER GMVGPIW JSV LEZMRK FIIR QIREGIH F] (VEGYPE
*VEROIRWXIMRERHXLI;SPJ1ERMR9RMZIVWEP´WHouse of Dracula (1945).
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The Story of King Midas
This last original completed tale, which began
life as The Golden Touch, has a sumptuous look
but is somehow less satisfying artistically than
either Red Riding Hood or Hansel and Gretel.
Strangely, given Ray’s enormous interest in Greek
mythology, he changed the setting from ancient
Greece to a purely-imaginary medieval European
NLQJGRP DQG WKH FORVH FRQÀQHV RI D SDODFH DQG
JDUGHQ RͿHUHG OLWWOH RSSRUWXQLW\ WR DGG WKH H[WUD
WRXFKHV Á\LQJ ELUGV UXQQLQJ ZDWHU DQG VR RQ 
WKDW YLVXDOO\ H[SDQGHG WKH HDUOLHU WDOHV (YHQ VR
the elaborate camera moves and smooth change of
items touched by Midas to gold are all done with
JUHDW ÀQHVVH DQG WKH VPRRWKQHVV RI WKH SXSSHW
PRYHPHQW LV H[FHSWLRQDO HYHQ 0LGDV· ORQJ UREHV
GRQRWREVFXUHWKHZDONLQJPRWLRQXQGHUQHDWK 
7KH ÀOP IDGHV LQ WR D KLJK VKRW RI .LQJ 0LGDV·
throne room. The throne is on a raised platform
with steps all around, backed with red curtains
ZLWK JROGHQ WDVVHOV DQG ÁDQNHG E\ WZR PDUEOH
columns. The camera cranes down to reveal Midas
resting his head on his right hand while restlessly
GUXPPLQJWKHÀQJHUVRIKLVRWKHUKDQGRQWKHDUP
of the throne. It was important for Ray to capture
the miserly character of Midas. The camera moving
in slowly not only makes for an interesting opening,
but it also gives the viewer time to assess the
Midas persona. Ray’s father built a geared camera
crane to allow smooth movement from wide shot
to closeup, long before the advent of zoom lenses.
7KLVVKRWDORQHWRRNWZRGD\VWRÀOP
)ROORZLQJDEHDXWLIXOO\ÁRZLQJVFHQHLQZKLFK
Midas descends a spiral staircase, he enters a
dungeon vault containing a wooden table with gold
coins piled high and bags of gold lying all around
WKH ÁRRU 5D\ NHHSV WKH FDPHUD FRQVWDQWO\ RQ WKH
move, and his characterization of Midas counting
his money leaves little doubt about his obsession.
One of the coins falls from the top of the pile, rolls
DORQJWKHWDEOHWRSWKHQIDOOVWRWKHÁRRUWXUQLQJD
few times before stopping, and the camera follows
its progress all the way. Focusing on the coin in the
PLGGOHRIWKHÁRRUVPRNHULVHVDQGIRUPVWKHVKDSH
of a man– a splendid entrance for the demoniclooking “Stranger.” Similar to the materialization
of the Hansel and Gretel gingerbread house, this
ZDV DFKLHYHG E\ ÀOPLQJ VPRNH WKURXJK D FXWRXW
mask in the shape of the Stranger puppet. The
puppet itself then dissolves into the set. [17]
The character of “The Stranger” with his green
skin and pointed ears was based partly on Conrad
9HLGW·VPDUYHORXVO\HYLO-DͿDLQ$OH[DQGHU.RUGD·V
1940 version of The Thief of Bagdad (see inset
photo at right  +RZHYHU WKH ÀJXUH·V DSSHDUDQFH
GLVJXLVHVKLVWUXHEHQHYROHQWQDWXUH+HZDVÀUVW
envisioned as a sorcerer, or at least mystical or
genie-like, which he certainly is, but for dramatic
purposes he had to be quite distinct from the other
two characters who have a lighter “cartoon” look.
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Photo by Jim Manning

“The Stranger” bestows the “gift” of turning
any object Midas touches to gold and then backs
toward the door, his cloak pulled across his body,
DQGGLVDSSHDUV WKHVDPHHͿHFWDVZKHQKHDUULYHG
H[FHSWWKHVPRNHJRHVEDFNLQWRWKHFRLQ 2YHUDQG
above the pivotal plot point, this moment is also
WKH EHVW HSLVRGH LQ WKH ÀOP 5D\ FRQYH\V JUHHG
distrust, astonishment and other emotions while
keeping the action constantly moving.
$V WKH QH[W VFHQH EHJLQV 0LGDV DZDNHV
DW KLV GLQLQJ WDEOH DQG D VOLJKW JOLWWHU HͿHFW
VXSHULPSRVHG  DSSHDUV WR HQWHU KLV ERG\ 7R
make sure that the gift of the golden touch wasn’t
a dream, he reaches out and touches the top of his
FKDLU7KHUHLVDVOLJKWSXͿRIVPRNHDQGWKHFKDLU
gradually turns to gold, spreading quickly from
the place where Midas touched it.
It would have been easy to simply substitute
each object for a gold version when necessary,
but the illusion was all important. Spreading the
“gold” across each object (applying gold paint
D IUDPH DW D WLPH  VXJJHVWV WKDW D VWUDQJH SRZHU
IURP0LGDV·ÀQJHUVFKDQJHVWKHYHU\VWUXFWXUHRI
the object. If the chairs, vases and everything else
KDGWXUQHGWRJROGLQDQLQVWDQWWKHHͿHFWZRXOG
have been lessened; it would be too easy for the
viewer to guess the trick.
Once his power is established, Midas touches
various objects in a series of quick closeups: a vase,
a torch holder, a large vase and another chair at
WKH GLQLQJ WDEOH 0LGDV ÀQDOO\ WRXFKHV KLV UREHV
ZKLFK DOVR WXUQ WR JROG +H ORRNV DW WKH UREHV
rocking from side to side with joy. The sequence is
H[FLWLQJDQGIDVWSDFHGDOORZLQJ0LGDVOLWWOHWLPH
WRUHÁHFWRQWKHGRZQVLGHRIKLVJLIW
The story of Midas is of course a morality tale;
the gift inevitably becomes a curse when the king
ÀUVW GLVFRYHUV WKDW KH LV XQDEOH WR HDW DQG WKHQ
ÀQGV WKDW KLV WRXFK WXUQV KLV EHORYHG GDXJKWHU
0DULJROGLQWRDJROGVWDWXH WKLVSXSSHWKDGÀUVW
VHHQVHUYLFHDV5HG5LGLQJ+RRGDQGWKHQ*UHWHO 
For this one shot, Ray had to make another casting
of the Marigold puppet painted gold.
Midas is saved from his fate when “The
6WUDQJHUµ UHWXUQV DQG RͿHUV WKH NLQJ DQ
opportunity to mend his ways and restore his
daughter to life. Every object “The Stranger” picks
up, while delivering his warning speech to Midas,
reverts to its original state. Completely opposite
to the theatrical display of Midas, the changes are
made very simply. “The Stranger” tells Midas how
to break the spell by drawing a pitcher of water
from the river and sprinkling it over every object
he had changed to gold; he then disappears.
Restored to life, Marigold opens her eyes, looks
DWKHUIDWKHUVPLOHVDQGKXJVKLP+HOLIWVKHURͿ
the ground and kisses her. Even though it is a very
EULHIVKRWZKHQ0LGDVOLIWV0DULJROGRͿWKHÁRRU
his actions convey that she has weight. Touches
like this one are easy to overlook but remain vital
for total believability.
Fade out…
The Story of King Midas is probably the most
photographically accomplished of the whole series,
EXW WKHUH ZDV HYHU\ LQGLFDWLRQ WKDW 5D\·V QH[W
planned tale would have gone farther than any of
the others.
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The Mighty Joe Young Model

The Joe armature in 1977, at that time owned by Jim Danforth.
Photo by Ernest Farino
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Ray and Willis O’Brien’s design of the armature was based on the skeleton of a real goULOOD DQG UHTXLUHG RYHU  DOXPLQXP SDUWV
Contrary to popular belief, machinist Harry
Cunningham did not build the gorilla armatures. “Cunningham examined two small human
armatures from Mighty Joe YoungµUHODWHG-LP
'DQIRUWK´DQGVDLGWKDWKHKDGGHÀQLWHO\PDGH
them, but when I showed him one of the two Joe
Young armatures [no longer covered with rubber]
Cunningham refuted the oft-repeated claim that
he had machined the gorilla armatures. ‘That’s
QRWP\ZRUN·&XQQLQJKDPVDLGÀUPO\,DVNHG
Ray Harryhausen about this and he replied, ‘We
gave the plans [for the gorillas] to Cunningham
and later he delivered the completed armatures.’
0\ FRQFOXVLRQµ 'DQIRUWK FRQWLQXHG ´LV WKDW
Cunningham delegated the work of building the
JRULOODDUPDWXUHVWRDQDVVRFLDWHµ[6]
5D\ H[SODLQHG WKDW ´WKH ÀUVW armature had
hinge joints in the shoulders, as opposed to ball
and socket joints. The later armatures were completely ball and socket. Obie preferred hinge
joints because ball and socket joints would double-up sometimes and require many repair sessions. The pull of the rubber would occasionally
make the model ‘shorter,’ particularly because of
the pressure on the spine. The hinge joint was not
as versatile as the ball and socket version, but my
favorite Joe model [of the four that were built] was
WKHRQHZLWKWKHKLQJHMRLQWVLQWKHVKRXOGHUVµ[7]
These armatures were far more intricate than earlier O’Brien and Delgado models and the movement was very smooth, an enormous help to the
animator in achieving the required action with a
minimum of struggle.
Marcel Delgado was responsible for the design and sculpting of the wonderful animation
PRGHOV 'HOJDGR ERUQ -DQXDU\   LQ /D
Parrita, Coahuila State, Mexico, emigrated to the
8QLWHG6WDWHVZLWKKLVIDPLO\LQGXULQJWKH
Mexican Revolution (he did not speak English
XQWLO   and secured a job as a monitor at the
2WLV$UW,QVWLWXWHLQ´,WZDVZKLOHdoing this
that Mr. O’Brien came to Otis, presumably to study
EXWSUREDEO\WRÀQGDKHOSHUDQGZKHQKHDVNHG
me why I did not criticize his work, I told him that
he should be criticizing my work instead. He was
then starting work on The Lost WorldDQGRͿHUHG
me the job with him several times, but I turned
him down. Then he invited me to visit the studio,
and when I did he asked me how I liked my studio. It was all set up perfectly, so I couldn’t very
well refuse, and that was the start of my career in
VSHFLDO HͿHFWVµ[8] Although he encountered considerable race discrimination, Delgado managed
WR ZRUN VWHDGLO\ LQ WKH ÀOP EXVLQHVV IRU  \HDUV
including King Kong   Son of Kong  
Mighty Joe Young  War of the Worlds  
Dinosaurus!   DQG KLV ÀQDO ÀOP Fantastic
Voyage  +HGLHGRQ1RYHPEHU

Below: 8LIJSYVTVMRGMTEP1MKLX].SI=SYRKQSHIPWTSWIH[MXLZEVMSYWLYQER½KYVIWYWIHMRXLI
½PQ2SXIXLIXMR]QSHIPSJ.SIGVEHPIHMRXLIEVQWSJXLI.MPP=SYRK½KYVIWMXXMRKEXXLIPIJX

Ray sculpted a bust of Joe based on
Bushman, the resident gorilla at Chicago’s
Lincoln Park Zoo, but Delgado’s design
was the one that was ultimately used.
Delgado built up the exterior of the model
ZLWKGHQWDOGDPDQGNDSRN DÀQHÀEURXV
cotton-like substance). Shaping these pieces directly on the armature gave the impression of muscles moving under the skin.
However, this time-consuming approach
was vetoed by Cooper in place of a simpler method of applying pieces of cut foam
rubber. In place of the rabbit fur covering
the earlier Kong models, Delgado used
the hide of unborn calf (relatively easy to
come by in slaughterhouses) which had
WKH GLVWLQFW DGYDQWDJH RI PXFK ÀQHU KDLU
for a scaled-down creature. A huge problem with fur-covered models is that they
DOO WRR HDVLO\ VKRZ WKH ´ÀQJHUSULQWVµ RI
WKHDQLPDWRUDQGUHVXOWLQDULSSOLQJHͿHFW
on screen, very much in evidence in King
Kong (particularly in the closeups atop the
Empire State Building). Most people regard
it as part of Kong’s charm and RKO execu-

tives reportedly thought it was the result of
.RQJ´EULVWOLQJµLQUDJH
To overcome this problem taxidermist
George Lofgren invented a process called
´SHOW WUDQVIHUµ 8VLQJ IUHVKO\ VODXJKWHUHG
animals, the untanned pelt was stretched
on a frame. The fur was combed and immersed in wheat paste and allowed to cool
and harden. The exposed hide was then devoured by Dermestes beetle larvae, exposing the ends of the paste-embedded hairs.
Rubber was poured onto the exposed hair
and, when cured, the outer layer of paste
was dissolved away in a water bath. The
treated hide was then applied to the modHO 7KH ´UXEEHUL]HGµ KDLU ZKHQ WRXFKHG
would spring back into place.
Six gorilla models were constructed for
Mighty Joe Young LQVFDOHVRIôµ ·µ ·
ôµ ·DQGôµ ·\LHOGLQJRQHµPRGHO
RQHµPRGHODQGIRXUµLQFKPRGHOV
DFWXDOO\ DERXW µ LI VWDQGLQJ WRWDOO\
erect). Finally, a partial hips-up model
DERXW µ WDOO ZDV EXLOW EXW LQ WKH HQG
this model was never used. The multiple

Marcel Delgado sculpts a clay reference model
of Kong for a full-size replica made by Don Post
Studios in 1965.

models were all used in both
wide and close shots, and made it possible
for several setups to shoot at once (as
well as reducing production delays when
repairs were required).
The Joe armature in
the hands of Marcel
Delgado in the 1970s.
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T

he bathysphere’s dramatic underwater encounter with the
Rhedosaurus in the Hudson canyons was animated “dry-for-wet” against
a background painting, miniatures, and
a foreground water tank to distort the
image. In early tests, one of the weird
undersea rock formations in the background had a shipwreck wedged between two pinnacles, but it was removed
because it made the scene too fanciful.
Although these shots do have a certain
eerie quality to them, Ray was never
pleased with the movement of the creature (outside of the Centaur reaching
for Margiana in The Golden Voyage of
Sinbad and most of The Animal World,
these shots are among the few instances

in Ray’s body of work in which he animated on “twos” — 2 frames per movement of the model).
7KH RQO\ VFHQH WKDW GRHVQ·W FRPH RͿ
WRRZHOOLVWKHJUDLQ\VWRFNIRRWDJHÀJKW
between an octopus and a shark, which
ends thankfully when the two combatants are swallowed by the Beast. The
Beast turns its attention to the bathysphere and there are some striking closeups of the creature’s face as it bears
down on its quarry.
In the script, the diving bell chain beFDPHKXQJXSRQWKHOHGJHRIDFOLͿWKXV
stopping its descent and making it vulnerable to attack by the beast.
The live action is beautifully directed
by Lourié and these scenes are high-

lighted by some wonderful dialogue.
Dialogue director Michael Fox recalls,
“They had not written anything to cover
that long descent into the ocean and there
were just a few lines. Cecil Kellaway talked to me about it one night, that there
was no provision for cutaway, and he
was right. So I started that night, after
WKHWDONZLWK.HOODZD\WRZULWHVRPH¶ÀOO·
dialogue — just gibberish, a series of bromides between the two men in the bell. I
wrote about three pages of dialogue.” [27]
Fox’s added “gibberish” included what
EHFDPH RQH RI WKH ÀOP·V PRVW IDPRXV
lines: “...the clavicle suspension appears
to be cantileveric. But the most astonishing
thing about it is —” which is not in the
original script.

“But the most
astonishing thing
about it is — ”
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As the tentacles squirm their way down the streets and behind
buildings most of the composites were achieved by split screen
rather than traveling matte or extensive full-scale rear projection.
A notable exception is the famous shot of the tentacles wrapped
DURXQGWKHPLQLDWXUHFORFNWRZHULQZKLFKWZRÁHHLQJFLWL]HQV
“cross” in front of the animation for 10 frames (although the perVRQZKRÀUVWFURVVHVWKHVSOLWDWWKHEHJLQQLQJRIWKHVKRWZDV
RYHUORRNHGDQGKDVKLVKDQG´FXWRͿµ 5D\PDGHVWLOOSKRWRHQlargements of these frames, cut out the images, and animated
them in sequence on a glass pane in front of the camera during
the stop motion, a trick he learned from the scene in which Joe
<RXQJVZLQJV0D[2·+DUDXSLQIURQWRIWKHSDLQWHGFOLͿVDWWKH
climax of the roping sequence in Mighty Joe Young.
Right: Photo magazine in January, 1956 included a surprising (for its time)
before-and-after comparison of the famous Clock Tower effects shot.
Below: The two of the ten frames of photo cutouts used to place live
action people in front of the miniature.

W

ith only the occasional shot of the
full octopus, most of the destruction scenes involve single tentacles toppling sections of buildings animated and suspended on a series of wires
(the Ferry Building model measured
µ[µ 3HUKDSVWKHPRVWGLVDSSRLQWLQJ
scene comes when the creature is threatening the clock tower, as described on
page 124 of the script:

EXT. FERRY SLIPS FROM BAY – DAY
282

LONG SHOT PETE’S POV HIGH ANGLE
BINOCULAR MATTE
P.P. #57 (SPECIAL EFFECT STILL PHOTO S.F.
LOCATION)

It’s hard to tell, Commander, but it appears to be a giant... drawing!

The shape of the octopus can be seen against
the rear of the Ferry Building with two
tentacles raised in the air, threatening
the tower.

Unfortunately, instead of a still photo
DVLQGLFDWHGWKLV329>point-of-view] shot
turned out to be a rather poorly-painted
version of the action, somewhat jarring in
the context of the animation. “We didn’t
KDYHDVKRWµ5D\ODPHQWV´DQGZHQHHGed to do that quickly. I was up to my neck
with the animation so we had someone do
a matte painting very quickly. It was such
DTXLFNÁDVKWKDWZHWKRXJKWZHFRXOGJHW
away with it. On such a cheap picture, one
has to let these things go through.” >@

Above: Author and actress Charlotte Knight (Ray’s writing partner on his
Fairy Tales) takes a tentacle inventory on the sextopus while model maker
George Lofgren (right) tries on the latest fashion in men’s hats.
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The Clock Tower miniature in the
Ackermansion.
Photo by Mark Wolf

Photo © Mark Mawston / The
Ray and Diana Harryhausen
Foundation
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“We’ll let those flamethrowers have a whack at it first...”
Publisher’s Disclaimer
Flamethrowers drive the octopus back
into the sea, the flames surrounding
the writhing tentacle. Unfortunately,
Ray couldn’t remember how these
effects were accomplished, so the exact
technical configuration is unknown.
A brain trust comprised of the visual

Given that—
• Unlike separate elements superimposed
over the live action in 20 Million Miles
to Earth, these flames were filmed as
part of the live action background plates
(reflections of the flames are visible on the
streets and windows). So the task here was
separating the flame element from the
background image in order to “insert” the
tentacle behind the smoke and flame.
• While Ray never shied away from hard
work when it came to the animation (such
as delicate sword substitutions), his approach to compositing was always very
straightforward, and he rarely veered from
his tried-and-true Dynamation setup.
• The roto mattes that isolate the flames,
including the “leading edge” that moves
over the tentacle, are too precise and
controlled to have been done in the
Dynamation setup. Mattes animated
frame-by-frame in Ray’s split-screenon-glass setup would have betrayed
themselves against the feathery, smoothlyflowing shape of the spewing flames.
• Ray was not experienced with handanimated roto work. Such work in his
shots almost always reveal themselves,
even in the simplest of setups (such as
adding/removing a split matte in the
middle of a shot).
• To complete the flamethrower effects
using Ray’s Dynamation setup would have
been not only cumbersome and expensive

effects professionals has considered this
nagging problem at length and, without
excluding other options, one theory that
seems reasonable to me has emerged.
It should be noted, however, that while
we have applied considerable effort to
verify the factual information in Ray
but extremely time-consuming. The nine
flamethrower shots involved 202 frames of
“overlap” effect. Thus, Ray’s matte/countermatte setup would have required 404 large,
hand-painted sheets of glass. On such low
budget film (in which the entire live action
was filmed in 9 days), it is inconceivable
that Charles Schneer and/or Sam Katzman
would have approved an approach that
would have taken weeks just to superimpose flame effects.

Harryhausen–Master of the Majicks,
the theory described here is speculation.
It is completely viable, even for 1955, but
in lieu of hard evidence, should not be
considered the definitive explanation.
— Ernest Farino
Publisher
thrower shots, but only when the shots
are examined frame-by-frame. When the
shots are running, none of these “flaws”
are apparent. Unlike the Clock Tower shot,
the flamethrower shots are, for all intents
and purposes, nearly perfect. (In other
words, if the extraordinarily more complex and difficult flamethrower shots were
so good, and had they been done in the
Dynamation configuration, why was the
much simpler—and shorter—Clock Tower
shot so crude…?)

So, what’s the alternative?
• Because Ray was never able to remember
how the flamethrowers were done, and
given the limitations of the Dynamation
approach as described above, one can
conclude that he did not handle the work
personally and farmed out the compositing.
By comparison, Ray did remember and
was able to tell Ernest Farino directly that
he handled the few fairly obvious and
somewhat crude frames of the people
running in front of the Clock Tower by
using photo cutouts on glass. But in this
case, “out of sight, out of mind.”
• Close examination reveals that the leading
edge of some of the bursts of flame are
distinctly hard-edged, further suggesting
that the rotoscoped mattes were made with
flat cel animation. The edge characteristics
of Ray’s traditional Dynamation type splits,
while often precise and detailed, were never
razor-sharp due to depth-of-field factors.
• Subtle microscopic mis-matching of matte
lines are evident occasionally in the flame-

Ironically, the
modern “colorized”
version of It Came
From Beneath the
Sea helps define the
rotoscoped overlay
section of flames
as described on
these pages. Note
the separate, more
saturated color
in the area of the
flame that overlaps
the tentacle.
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• Optical compositing is often dismissed
because it’s assumed that the increased
grain and contrast of a “dupe” would be
evident. However, high quality opticals
were attainable in the 1950s, especially in
black-and-white. Other opticals (and Ray’s
own rear projection work) demonstrate
that optical composites did yield high quality results.
• Examples of high quality opticals in
Ray’s films include the ray-gun beams in
Earth vs. the Flying Saucers as well as
the two shots of a saucer moving dramatically to or away from the camera (which
were hand-rotoscoped). In 20 Million
Miles to Earth, a print of the raw animation discovered in Ray’s garage of the Ymir
hanging from the Colosseum includes no
explosion. Thus, the explosion was added
optically, not as a double-pass exposure
during animation photography (as has
been assumed previously).
• Optical work on Columbia films in those
days was likely handled by Lawrence Butler, who later established the Butler/Glouner company, and whose work goes back
to The Thief of Bagdad (1940). Butler
later directed the live action on location in
Rome for 20 Million Miles to Earth, partly
because of his visual effects expertise.

1
3
Background plate is filmed on location with
real flamethrowers in the shot.

2

Ray animates the tentacle in front of the
rear-projected plate, as usual.
A conventional “down
shooter” animation
stand. A prism and
light source placed in
the camera projects
the background plate
onto the punched
animation paper on
the platen below.

4

The flame image is
rotoscoped frameby-frame, isolating
only that area
that overlaps the
tentacle.

The drawings are
inked and painted
onto clear cels
and photographed
on the animation
stand, matching the
original rotoscope
projection.

5

6

High-contrast
film creates a
black holdout
matte. A print
from that yields
the clear-center
“window” matte
(left).
The “window”
matte doubleexposes the
original flames
on top of the
tentacle.

For the final optical composite, below, the exposure of the flames atop the tentacle
would have been tested and adjusted for brightness. In addition, the black-center
holdout matte would have been made at a reduced density for some measure of
transparency, thus allowing the image of the tentacle to show through the flames.

7

Thus, all things considered—
We conclude here that Ray animated the
tentacle over the background plate as
normal, then handed that footage – plus
the original plate—to Lawrence Butler
(or the Columbia optical department) to
rotoscope and blend the flames on top of
the tentacle.

It Came From Beneath the Sea • 131

Chapter 11

Two Billion Years
in the Making!

Right: Irwin Allen (in striped tie) reviews the progress of
the construction of the animation models. Willis O’Brien
at far left (in gray suit, glasses), Warner Bros. executive
John Swink (in dark suit) look on while studio sculptor
Pasquale Manuelli points out details of the sculpture.

The armature for
the Animal World
Ceratorsaurus.

Opposite page: Irwin Allen and sculptor Pasquale Manuelli
discuss the anatomy of the Ceratosaurus.
Below: Irwin Allen holds an armature while Willis
O’Brien (center) looks on. The other men in these photos
LEZIRIZIVFIIRMHIRXM½IHThe clay sculpture of the
Ceratosaurus appears larger in this photo, but that’s a
trick of perspective — the sculpture simply happens to be
closer to the camera. But it is, in fact, the same sculpture
seen in the other photos.
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Designing the Saucers and Aliens
Ray faced entirely new challenges with
Earth vs. the Flying Saucers. While other invaVLRQÀOPVFRQFHQWUDWHGRQWKHDOLHQVKHUHWKH\
would be secondary to the destructive power
RIWKHVDXFHUVWKHPVHOYHV5D\UHVHDUFKHGWKH
physical appearance of the saucers by gathering
PDQ\SKRWRJUDSKVDQGH\HZLWQHVVVNHWFKHVRI
QXPHURXV ´VLJKWLQJVµ +H HPEHOOLVKHG WKHVH
descriptions with topside and underside inner
rings scored with vertical notches that revolved
LQGHSHQGHQWO\RIWKHPDLQERG\DQGLQRSSRVLWHGLUHFWLRQVWRRQHDQRWKHU:KHQDQLPDWHG
WKHPRYHPHQWUHVXOWHGLQDVWUDQJHVWURELQJHIfect that not only created a feeling of alien proSXOVLRQEXWDOVRJDYHWKHVDXFHUVD´SUHVHQFHµ
PXFKVWURQJHUWKDQLIWKH\KDGVLPSO\KRYHUHG
7KUHH DQRGL]HG DOXPLQXP VDXFHUV µ LQ GLDPHWHUZHUHEXLOWE\5D\·VIDWKHU RQHRIZKLFK
featured a replaceable base that could hold
D GHDWK UD\  DV ZHOO DV D PHGLXP VL]H VDXFHU
DURXQG µ DFURVV ZHLJKLQJ DSSUR[LPDWHO\ 
SRXQGRXQFHV2QHµGLDPHWHUVDXFHUZDV
PDGH RXW RI ZRRG DQG WKLV PRGHO FRXOG H[WHQG WKH FHQWUDO DFFHVV WXEH ZKLUO RQ LWV D[LV
and lower a cup-shaped death ray. Detailed
PLQLDWXUHV ZHUH PDGH RI WKH :DVKLQJWRQ
0RQXPHQW WKH 7UHDVXU\ %XLOGLQJ DQG WKH
&DSLWRO 'RPH DOO EXLOW WR EH ´GHVWUR\HGµ RQH
SLHFHDWDWLPH0DQ\RIWKHVHODUJHVWUXFWXUH
PRGHOV VWLOO H[LVW DOWKRXJK ZKHQ VWRUDJH EHFDPH D SUREOHP 5D\ GRQDWHG WKHP DQG WKH
ODUJH ZRRGHQ VDXFHU WR WKH SULYDWH PXVHXP
of his friend )RUUHVW $FNHUPDQ 6HYHUDO KDYH
since been acquired by Lord of the Rings diUHFWRU 3HWHU -DFNVRQ 7KH WKUHH VPDOOHU DOXPLQXP VDXFHUV UHPDLQ LQ 5D\·V RZQ FROOHFWLRQ
TKH DOLHQV WDNH WKH IRUP RI H\HOHVV VLOYHU
VSDFHVXLWVPDGHRI´VROLGLÀHGHOHFWULFLW\µ MDUJRQLQFLGHQWDOO\FRLQHGE\5D\DQGLQFOXGHG
in the actual script) and are nearly as featureOHVV DV WKHLU FUDIW 7KUHH VXLWV ZHUH PDGH RI
KHDY\ UXEEHU DQG ÀEHUJODVV E\ WKH &ROXPELD
VWDͿ IURP 5D\·V GHVLJQ 7KH EHLQJV FDUU\ QR
GLVFHUQLEOH ZHDSRQV EXW D GLVLQWHJUDWLQJ UD\
HPDQDWHVIURPWKHHQGRIURXQGKDQGOHVVDUPV
$OO WKH DOLHQV DUH SOD\HG E\ PHQ LQ VXLWV EXW
a pre-production illustration by Ray pictured
WKHP ZLWK ORQJ VQDNHOLNH ERGLHV :DV WKHUH
DQ\LQWHQWLRQRIDQLPDWLQJWKHDOLHQV"´7KHUH
ZDV LQ WKH HDUO\ VWDJHVµ 5D\ UHFDOOHG ´EXW
WKHQWKHUHZHUHWRRPDQ\VFHQHVDQG,GLGQ·W
ZDQWWRVSHQGPRUHDQGPRUHGD\VDQLPDWLQJ
EHFDXVH,ZDVXQGHUDFRQWUDFWWRGRVRPXFK
IRRWDJHIRUVRPXFKPRQH\DQG,GLGQ·WZDQW
WRHQGXSRYHUVSHQGLQJP\VHOIVRWRVSHDN6R
ZHGHFLGHGRQPHQLQVXLWV,·GUDWKHUKDYHDQLPDWHGWKHPIUDQNO\EXWZKHQ\RX·UHZRUNLQJ
RQ D WLJKW EXGJHW WLPH LV RI WKH HVVHQFHµ [13]
7RGD\ RQH RI WKRVH DOLHQV VXLWV LV RZQHG E\
ÀOP DQG YLGHR HQWUHSUHQHXU :DGH :LOOLDPV
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Above: In December, 2005 the large saucer model
[EWWSPHJSVF]4VS½PIWMR,MWXSV]

Color photo, middle: Sam Calvin (co-editor of the
Harryhausen fanzine FXRH) in 2003 with the
Earth vs. the Flying Saucers robot suit owned
by Wade Williams.

Photo © Mark Mawston /
The Ray and Diana Harryhausen Foundation.

Joan Taylor: “Those robots
look sort of corny when
you see them in the film,
but in person they were
quite ugly. At least we
got to see the robots. We
never saw any prop flying
saucers, as they were only
small, miniature models
that Ray Harryhausen animated and added in after
all our scenes were done.”
— Screen Sirens Scream!
by Paul Parla and
Charles P. Mitchell,
McFarland, 2000.

Ray Harryhausen drawing restored by Terry Michitsch.

Clay Campbell and the Face Inside the Suit
Page 106 of the script suggests
only a brief glimpse of the alien’s
face when one is killed:
393 CLOSE SHOT S/M (PROP)
(OPTICAL PRINTING)

An incredibly ancient humanoid
face with distorted proportions
– exposed to the atmosphere the
¹ÆM[PºWN\PMNIKMLQ[QV\MOZI\M[
]VLMZW]ZMaM[\]ZVQVO\W
L][\IVLJTW_QVOI_IaQV\PM
_QVLTQSMIV-OaX\QIVU]UUa
exposed to the air.
In the film the alien is given a less
dramatic demise by simply fading to nothingness. Ray’s design
of the face is interesting without
being outlandish and was sculpted by Clay Campbell.

Clay Campbell
with Veronica
Lake (on
Sullivan’s
Travels)

Clay Campbell
with Marilyn
Monroe
Clay Campbell (1901–1989) the
head of makeup for Columbia
Pictures, was a collector of lip
imprints of famous female
movie stars. He amassed over
1,000 lip prints (seen on the
wall in the above photo), including Marlene Dietrich, Donna Reed and Rita Hayworth.
Left: Oct. 29, 1952 – Campbell
makes a life-cast of Linda Christian, mother of future Harryhausen star Taryn Power.
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Having been born in semi-darkness,
the creature is suddenly blinded by the
glare of electric lights and Ray successfully conveys the Ymir’s fear and disorientation. The smoothness of movement as
the creature strides up and down the table is completely natural and convincing
and the composition (the actors looking
GRZQRQWKHIRUHJURXQGDQLPDWHGÀJXUH 
would become a signature composition in
many of Ray’s later pictures.
After such a breathtaking sequence, the
only disappointment is the use of the rubber stand-in maquette of the Ymir that Dr.
Leonardo grabs from the table and places
in a cage outside. The actor does his best
to cover the model with his body but the
creature would, at the very least, be kicking wildly. Stop motion resumes once the
Ymir is inside the cage and the miniature
perfectly blends with the live
action, an excellent example
RIWKHHͿHFWLYHQHVVRIWKHQHZ
EODFNDQGZKLWHÀOPVWRFN
Dr. Leonardo decides to
take the animal to Rome
where it can be studied properly. The creature’s escape
during the journey begins
with a splendid shock moment of a scaly arm thrusting
out from behind the canvas
covering its cage and grabbing the wrist of Marisa (Joan
7D\ORU  7KLV IXOOVL]H JORYH
style hand and arm gives a
good indication of how much
the creature has grown and
increases expectations of
seeing the enlarged Ymir.
Ray said that, while George
Lofgren helped with “building props and
other things,” Lofgren had no part in the
live action (unlike Lofgren’s manning
the “Foo Lights” in Earth vs. the Flying
Saucers DQG5D\VDLGKHKDGQRLGHDZKR
was in the rubber hand.[13]
In a very intricate piece of animation,
the Ymir pulls the canvas (actually a piece
RIG\HGWRZHO LQVLGHWKHFDJHDQGEHQGV
WKH EDUV VXFLHQWO\ DSDUW WR VTXHH]H
through and leap to the ground. For once,
the alien being doesn’t abscond with the
heroine, this time merely growling at the
doctor and his niece before making its esFDSH5D\FRQÀUPHGWKDWRQO\RQHPRGHO
cage was built, and the small and large
Ymir models in that same cage helped
convey the growth pattern.
8VLQJ WKH FORVH FRQÀQHV RI D VPDOO
building to heighten tension, the barn
sequence is arguably the best episode
LQ WKH ZKROH ÀOP 0RUHRYHU ZLWK LWV
dark, moody setting it was an ideal opportunity for recreating the chiaroscuro
ambiance of the Gustav Doré etchings
WKDW KDG QRW RQO\ LQÁXHQFHG WKH DUWLVWV

on King Kong but had also guided Ray’s
own visual style.
The Ymir enters the open barn door
DQG ÀQGV D SLOH RI VDFNV ÀOOHG ZLWK VXOfur — its natural food (in reality Johnson
 -RKQVRQ EDE\ SRZGHU  ³ DQG FRPHV
around to an area that is a totally miniature setup (an exact live action counterSDUWLVVHHQODWHU ,QWKLVLQVWDQFHRQHRI
the sacks was also animated as it falls to
WKHÁRRU
7KH IDUPHU 6LG &DVVHO  GLVFRYHUV KLV
wounded dog and begins to back out of
the barn when he is stopped by Calder,
who has spotted the Ymir in the shadows
of the hayloft. The Ymir is goaded into
leaping down from its hiding place — this
time the smaller model with discernible
GLͿHUHQFHV LQ WKH VL]H DQG VKDSH RI LWV
head — and was supported on wires as

When the attempt to capture the creature fails, the farmer grabs a pitchfork and
plunges it into the creature’s back. In a minor continuity snafu, the farmer plunges
the pitchfork into the back of the Ymir but
then appears in the reaction shots behind
Calder, still holding the lamp and shotgun
he had in the opening action.
The creature twists and turns and the
pitchfork eventually falls out. In a beautifully timed action, it jumps at the farmer,
IRUFLQJ KLP WR WKH ÁRRU $IWHU FXWDZD\V
to the watching soldiers, the besieged
live action farmer becomes an animated
ÀJXUH DOORZLQJ WKH <PLU WR ELWH VHYHUDO
times into his struggling body.
Calder attempts to dislodge the beast
by hitting it across the back with a shovel
and, as a result, gets struck heavily by
WKH FUHDWXUH IRU KLV HͿRUWV 1RWH WKDW LQ
WKH ÀUVW FXW RI WKLV DFWLRQ WKH
strikes of Calder’s shovel on
the far side of the Ymir make
very positive “hits,” the result
of the actor striking a solid
post (obscured in the animation setup by a miniature replacement matching one of
the boards of the back wall of
WKHEDUQ $IWHUDFXWDZD\WKH
ÀQDO WZR VWULNHV RI WKH VKRYHO
appear to be more like “glancing blows,” although the miniature panel is still in place
and the on-set post actually
wobbles into view slightly.
Inevitably, the soldiers reVRUWWRJXQÀUHZKLFKGLVWUDFWV
the Ymir but eventually turns
the creature on them, and
they have to retreat outside
LWMXPSVRQWRDPLQLDWXUHÁRRU$UHWXUQ WKHEDUQ,QDÀOPWKDWLVÀOOHGZLWKXQto this wide shot is given added depth by usual and startling images, the shot of the
the clever removal of a part of the min- dramatically lit Ymir advancing toward
iature foreground area during the ani- the camera captures all the intrinsically
mation. On the rear plate, Calder works pleasing attributes of model animation.
his way to the left around the back of the
The pursuit of the Ymir begins with
creature and the Ymir edges its way in the several beautifully constructed splitopposite direction. The ground that the screen composite shots of the Ymir roamcreature had landed on is removed, al- ing across the Italian countryside. It ends
lowing the rear projected Calder to move with Calder and the army capturing the
seemingly into the “same” space.
Ymir by enticing it with bags of sulfur
In a carefully crafted piece of live ac- onto open ground and then dropping
tion choreography, Calder jabs a pole in DQ HOHFWULÀHG PHWDO QHW RYHU LW IURP DQ
an attempt to maneuver the creature into Army Sikorsky S-55 “Windmill” (aka H-19
a wooden cage (rather pointless, consid- ´&KLFNDVDZµ  KHOLFRSWHU :KLOH WKH VROering it had already escaped from a cage ders attach the net to the ground and conwith ironEDUV ´7KHGRRURIWKHFDJHZDV nect the electrical cables, the Ymir thrashpart of the projected background,” Ray HVDERXWWU\LQJWREUHDNORRVH7KHÁDLOLQJ
said, “so I had to cast the ‘shadow’ of the arms and tail disguise the fact that its feet
door on the Ymir [DFXWRXWVKDSHRͿFDPHUD remain rooted to the same spot, no doubt
animated with the model]. When the door DLGLQJWKHGLFXOWWDVNRIDQLPDWLQJWKH
moved forward you would see the shad- ÀJXUH XQGHU WKH QHW 5D\ XVHG RUGLQDU\
ow of the cage bars move across the crea- ÀVKQHWVWLͿHQHGE\PHWDOOLFSDLQWWRFRYHU
ture, so it put the Ymir right in conjunc- the Ymir. As the beast is subdued, the imtion with the cage, instead of looking like age is enhanced with sparks of electricity
a totally separate entity.” [14]
added as a separate exposure.
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The Illusion
of “Contact”
Ray sometimes went to
considerable trouble in some
cases to reinforce the illusion of
physical contact between the live
actors and the animated model.
At right, shadows of the
wooden cage appear on the
Ymir, reinforcing that sense of
“contact” between the animation
model and the live action cage.

Whem William Hopper hits the
Ymir with a shovel, he’s actually
hitting a post for “positive”
contact. The post is obscured
by either a photo cutout or a
miniature of a plank that
matches the back wall of
the barn (it jiggles slightly).
Note, too, that Hopper’s
shadow is not on the plank.

A photo cutout of the farmer’s hand and
sleeve reinforces the sense of contact
between the live action man and
the Ymir.

The attack by the farmer’s dog,
“Carlo,” could have been just another
confrontation between two animated
creatures, but it evolved into something much more interesting. Ray
built a fully articulated dog using the
armature of the wolf from his fairy
tale Little Red Riding Hood but
he wasn’t happy with its appearance.
Consequently, “necessity being the
Mother of Invention,” he decided to
WXEKIXLIEGXMSRXSWIISRP]¾IIXMRK
glimpses of the dog as it lands on the
=QMVERHTPE]SYXXLIVIWXSJXLI½KLX
in the shadows. He also thought that
the action, if seen in detail, might
have become too violent and lessen
audience sympathy for the Ymir.
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Chapter 13

From the Land
Beyond Beyond...

T

here’s an old saying in the movie
business: “Happy set, bad movie.”
On that basis, the relentless technical,
physical, budgetary, logistical, and health
problems may have contributed to The 7th
Voyage of Sinbad turning out to be one of
WKHJUHDWHVWIDQWDV\ÀOPVHYHUPDGH

The 7th Voyage
of Sinbad
(1958)

The Skeleton of an Idea
In the early 1950s Ray had become
À[DWHGZLWKWKHLPDJHRIDOLYLQJÀJKWLQJ
skeleton and even before The Beast from
20,000 Fathoms KDG PDGH D GUDZLQJ
based on the Thorne Smith novel Skin &
Bones   DERXW D PDQ ZDNLQJ XS WR
ÀQGKLPVHOIWUDQVIRUPHGLQWRDVNHOHWRQ
%XW LW ZDVQ·W XQWLO KH FKDQFHG XSRQ DQ
illustration by French artist Gustave
Doré of a knight at the top of a ruined
spiral staircase that the idea developed
IXUWKHU,QLWLDOO\5D\ZDVXQVXUHLQZKDW
NLQG RI IUDPHZRUN WR ÀW WKH VFHQH EXW
eventually he came around to the tales
of the Arabian Nights and, in particular,
the stories of the many voyages of Sinbad.
2Q KLV GUDZLQJ ERDUG D VWUDQJH LPDJH
took shape: a man and a living skeleton
ÀJKWLQJDWRSDUXLQHGVSLUDOVWDLUFDVH
7KHLGHDH[SDQGHGLQWRHOHYHQDGGLWLRQDOGUDZLQJVGHSLFWLQJDGUDJRQD&\FORSV
and foreboding castles, all tied together
E\5D\·VÀUVWRXWOLQHSinbad the Sailor.
In one of those odd misconceptions
perpetuated by the movies, the name
“Sinbad” came to epitomize the “dashing
KHURµ+RZHYHUHYHQDFXUVRU\JODQFHDW
WKHRULJLQDOWDOHVUHYHDOVDGLͿHUHQWVWRU\
Throughout his seven voyages, Sinbad
FRQVLGHUVKLVRZQVXUYLYDORISDUDPRXQW
importance and although an adventurer,
his primary motive is monetary gain
UDWKHU WKDQ DQ\ QREOH FDXVH 5D\ ZLVHO\
VWD\HG ZLWK WKH ´GDVKLQJ KHURµLPDJH
DQGGLGÀQGPXFKWRLQVSLUHKLPZLWKLQ
the stories. But before reading about the
ÀOP YHUVLRQ RI 6LQEDG·V VHYHQWK YR\DJH
LQWHUHVWHG UHDGHUV PD\ ZDQW WR WXUQ WR
Appendix A: Story Synopses WR UHYLHZ
his other literary voyages.
+ROO\ZRRG ZDV QR VWUDQJHU WR WKH
tales of Scheherezade. From the early
GD\V RI VLOHQW ÀOPV PDQ\ D GDVKLQJ

KHUR KDG EHHQ VZDVKEXFNOLQJ KLV ZD\
DFURVV WKH VFUHHQ 7KH PRVW IDPRXV ZDV
Douglas Fairbanks, Sr.’s marvelous Thief
of Bagdad   ÀOOHG ZLWK IDQWDVWLF
LPDJHV DQG LQFUHGLEOH VHWV (YHQ ZKHQ
'RXJODV)DLUEDQNV-UIROORZHGKLVIDWKHU
into the same territory in Sinbad the
Sailor (1947), like Scheherezade herself,
they only mentioned fabulous creatures
VXFKDVWKH5RFZLWKRXWDFWXDOO\VKRZLQJ
WKHP /DWHU ÀOPV GHSDUWHG HYHQ IXUWKHU
from the spirit of the stories and, as Ray
has often said, became basically “cops
and robbers stories in baggy pants” or
JORULÀHGJLUOLHVKRZV%\WKHWLPH5D\ZDV
UHDG\WRSLWFKKLVLGHD5.2DQG+RZDUG
Hughes had released the mediocre Son
of Sinbad (1955) starring Dale Robertson
(later famous for the Tales of Wells
Fargo 79 VHULHV  :KHWKHU WKLV VSHFLÀF
ÀOP GLVPD\HG WKH SURGXFHUV WR ZKRP
5D\SUHVHQWHGKLVGUDZLQJVFDQRQO\EH
JXHVVHG EXW WKHLU JHQHUDO UHDFWLRQ ZDV

RQH RI LQGLͿHUHQFH SURGXFHU  (GZDUG
Small ultimately regretted his decision,
but more on that later). Even George
3DOFRXOGQRWVHHWKHFRQFHSWZRUNLQJDW
that time. Only -HVVLH /DVN\6U VKRZHG
DQ\ LQWHUHVW EXW ZDV XQDEOH WR UDLVH WKH
QHFHVVDU\ÀQDQFLQJ
After the success of 20 Million Miles
to Earth &KDUOHV 6FKQHHU ZDV ORRNLQJ
IRUDSURMHFWWKDWZRXOGSXWMorningside
Productions on the map. Ray gathered
XS KLV GUDZLQJV DQG RXWOLQH DQG SODFHG
WKHPLQIURQWRI6FKQHHU7KHVHDUFKZDV
RYHU +RZHYHU EHIRUH PDNLQJ WKH SLWFK
WR &ROXPELD WKH FRQFHSW ZDV UHZRUNHG
WRÀWDPRUHUHDVRQDEOHEXGJHW&ROXPELD
took the bait and green-lit the revised
package for further development. Schneer
signed 20 Million Miles to EarthZULWHU
%RE :LOOLDPV WR H[SDQG 5D\·V RULJLQDO
WUHDWPHQW EXW KLV WZR DOWHUQDWH GUDIWV
GLGQ·WULVHWR5D\·VRU&KDUOHV·YLVLRQ6R
DQRWKHUZULWHU.HQQHWK.ROEZDVKLUHG
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actors and the camera assistant charged
with rocking the camera on its gimbal.
7KHÀUHGHSDUWPHQWDOVRXVHGWKHÁDJDV
WKHLU JXLGH IRU WLPLQJ WKH ¶VSXPH· DQG
ZDYHV RI ZDWHU EUHDNLQJ RYHU WKH GHFN
DV WKH VKLS·V ERZ SOXQJHG WKURXJK WKH
stormy seas. We rehearsed Sinbad and
his sailors rolling and staggering across
WKHGHFNDVWKH\IROORZHGWKHPRYHPHQW
RI (Q]R·V ÁDJ 7KH SURS PHQ OHDUQHG
ZKHQ WR UROO ¶ORRVH REMHFWV· DFURVV WKH
GHFNLQV\QFZLWKWKHÁDJDVZHOO:KHQ
HYHU\RQH NQHZ KLV SDUW DQG WKH FDPHUD
had rehearsed its gimbal movements, we
WXUQHG RQ WKH KRVHV DQG ZLQG PDFKLQH
DQG VKRW ZKDW WXUQHG RXW WR EH D PRVW
FRQYLQFLQJ VFHQH EHWWHU WKDQ ZH FRXOG
KDYHKDGRXWRQWKHRFHDQµ[27]
+RZHYHU EHLQJ PRRUHG DOVR FDXVHG
RWKHUSUREOHPVVXFKDVNHHSLQJWKHVXUURXQGLQJGRFNRXWRIVKRW1DWKDQ-XUDQ
VDLG WKDW ´WKH JULSV NHSW EXV\ PRYLQJ
VDLOV WR KLGH DGMDFHQW YHVVHOV DQG RYHUhead cables, yet to let the camera see
HYHU\ SDWFK RI EOXH VN\ SRVVLEOH :LWK
WKHORQJVKRWVRXWRIWKHZD\ZHFRQFHQWUDWHGRQ6LQEDG·VWRUWXURXVPRYHPHQWV
LQKLVVWUXJJOHWRUHJDLQWKHKHOPLQWKH
ZLOG DQG RSHQ VHD GULYHQ EDFN E\ IXULRXVZLQGVDQGZDYHVDOORQDQXQPRYLQJ GHFN WLHG WR D KHPPHGLQ GRFNµ[28]
,W·VKDUGWREHOLHYHWKDWWKHVKLSLVGRFNHG
'XULQJ WKH PXWLQ\ Kerwin Mathews
SOD\VWKHVZDVKEXFNOLQJUROHWRWKHIXOOHVWFOLPELQJURSHODGGHUVDQGVZLQJLQJ
GRZQIURPWKHPDVWDQGWKHUH·VQDU\D
JOLPSVHRIDQ\WKLQJWRVXJJHVWWKDWWKH\
DUHQRWLQRSHQVHD[29]
.HUZLQ0DWKHZVKDGEHHQLOOIRUDIHZ
GD\V KHKDGVZDOORZHGVRPHRIWKHGLUW\
VHD ZDWHU GXULQJ WKH VWRUP VHTXHQFH 

EXW OHIW KLV VLFNEHG WR VKRRW WKH VFHQH
DQGSUREDEO\ZLVKHGKHKDGQ·W+HODWHU
EUXVKHG WKH HSLVRGH DVLGH ´5D\ :LONLH
-HUU\&KDUOHVDQGDOOWKHLUIDPLOLHVZHUH
so incredibly kind to me in every way
WKDW,ZRXOGKDYHGRQHDQ\WKLQJIRUWKHP
7UXO\P\PHPRULHVDUHRQO\RIWKHJRRG
WKLQJVWKDWKDSSHQHG$IWHU\HDUVWKDW
LVULJKW,WKLQNµ[30]
7KH H[WUDV ZHUH UHFUXLWHG IURP VXUURXQGLQJ GRFN ZRUNHUV HDJHU WR DSSHDU
LQ D ÀOP DQG QRW WRR ZRUULHG ZLWK KRZ
PXFKWKH\ZHUHSDLG(YHQWKHLQWHUSUHWHUZDVGUHVVHGLQDFRVWXPHDQGWROGWR
KROG WKH ERRP PLFURSKRQH KLJK DERYH
KLVKHDGWRNHHSLWRXWRIVKRW
7KH VKLS VHTXHQFHV ZHUH WKH ODVW OLYH
DFWLRQ WR EH VKRW LQ 6SDLQ DQG Wilkie
&RRSHU´ZLOODOZD\VUHPHPEHUDWWKHHQG
RI SURGXFWLRQ 0DXULFH *LOOHWWH VDLG WR
&KDUOHV6FKQHHU¶7KHUHDUHWZRWKLQJVLQ
P\ OLIH WKDW , ZRXOGQ·W KDYH PLVVHG· KH
VDLG¶2QHZDV'XQNLUN>in World War II]
³\RXNQRZZKDWKDSSHQHGWRWKH%ULWLVK
there — and the other was working on
WKLVÀOP·µ[31, 32]
(YHQWKHQWKHSUREOHPVZHUHQRWRYHU
7KHVRXQGUHFRUGHGRQORFDWLRQZDVQRW
RQO\XQXVDEOHEXWWKHQRWHVWDNHQE\WKH
VFULSW JLUO ZHUH ZULWWHQ LQ Spanish shorthand DQG QR RQH FRXOG UHDG WKHP 7KH
TXLFNHVW VROXWLRQ ZDV WR KLUH OLS UHDGHUV WR WUDQVFULEH WKH VLOHQW IRRWDJH WKHQ
EULQJ WKH FDVW LQWR WKH UHFRUGLQJ VWXGLR
DQG´ORRSµ >re-record to picture] all the diDORJXH7KHUHVXOWLQJGLDORJXHWUDFNVDUH
DFFHSWDEOH IRU WKH PRVW SDUW DOWKRXJK D
IHZVHTXHQFHVVXFKDVWKHJURXSVFUDPEOLQJ EDFN DERDUG VKLS DIWHU WKH ÀUVW
&\FORSV HQFRXQWHU ZLWK 6RNXUDK H[FODLPLQJ ´0\ ODPS« 0\ ODPS«µ  RU

Sinbad, Harufa, and members of Sinbad’s crew pose for reference
photos used in creating their stop motion counterparts.
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WKHVDLORUVIRUFLQJ*RODU %UD]LOLDQDFWRU
-XDQ2ODJXLYHO WRWHVWWKH´SRLVRQµULYHU
DUH D ELW GRGJ\ ZLWK UHJDUG WR WKH SRVW
V\QFORRSLQJ *RODU·VVLQJOHOLQH´7KDW·V
ULJKW«µ LV UHSHDWHG WKUHH WLPHV LQ WKH
ÀOP DPXVLQJ WULYLD RIWTXRWHG E\ DQLPDWLRQIDQVLW·VLQWHUHVWLQJWRVHHWKDWWKH
OLQH LV KDQGZULWWHQ LQWR 1DWKDQ -XUDQ·V
VFULSW LQ DOO WKUHH SODFHV D UXQQLQJ JDJ
DSSDUHQWO\ FUHDWHG E\ WKH GLUHFWRU GXULQJÀOPLQJ
0RVW RI WKH VWXGLR ZRUN ZDV VKRW
LQ WKH 6HYLOOH 6WXGLRV 0DGULG ,QVHUW
VKRWV RI WKH VZLQJ DFURVV WKH FKDVP LQ
6RNXUDK·V FDYH DQG WKH LQWHULRU RI WKH
ODPSZHUHÀOPHGLQ+ROO\ZRRGDVZHOO
DVDOOIRRWDJHRI5LFKDUG(\HU WKHJHQLH 
LQZKLFKKLVIDFHLVVHHQ%HIRUHUHWXUQLQJ
WR $PHULFD WKUHH GD\V ZHUH VSHQW DW
0*0 DW (OVWUHH WR VKRRW WKH WUDYHOLQJ
PDWWH HOHPHQWV 7KLV UHTXLUHG EXLOGLQJ
D IHZ SDUWLDO VHWV VXFK DV WKH VSLW RQ
ZKLFK +DUXID $OIUHG %URZQ  LV URDVWHG
E\ WKH &\FORSV [33]  7KH FRPSOHWHG ÀOP
ZRXOG UHWXUQ WR /RQGRQ IRU SULQWLQJ E\
Technicolor® 7KDQNIXOO\ WKHLU ODE ZRUN
ZDVPRUHDFFXUDWHWKDQWKHLUDGYHUWLVLQJ
,Q D IXOOSDJH DGYHUWLVHPHQW LQ WKH
1RYHPEHU  Kinematograph Weekly
WKH\ SURFODLPHG KRZ SURXG WKH\ ZHUH
WR EH HQWUXVWHG ZLWK WKH SURFHVVLQJ DQG
SULQWLQJRI´6LQEDGWKH6DLORUµ
:KLOH LQ (QJODQG 5D\ YLVLWHG *HRUJH
3DO ZKR ZDV DOVR DW 0*0 ÀOPLQJ tom
thumb   5D\ ODWHU VDLG ´*HRUJH
DQG,KDGDOZD\VZDQWHGWRPDNHDÀOP
WRJHWKHUEXWRXUEXV\ZRUNLQJVFKHGXOHV
PHDQWWKDWLWMXVWQHYHUKDSSHQHGµ[34] We
FDQ RQO\ GUHDP DERXW WKH LPDJHV WKHVH
WZR PDVWHUV RI FLQHPD IDQWDV\ PLJKW
KDYHEURXJKWWRWKHVFUHHQ

The
Fire-Breathing
Dragon

S

inbad encounters a dragon guarding chest (part of the original Rhedosaurus the storyboards, Ray thought that the
the entrance to Sokurah’s castle. [46] GHVLJQ EXW UDUHO\ QRWLFHG LQ WKDW ÀOP  sight of a badly-blistered Cyclops would
The dragon is a wonderful classic provides the model with that extra subtle not only bring their monumental struggle
fairy-tale creature designed with night- touch of the animal actually breathing.
to a grisly and premature end but also
marish accouterments. Built partially over
Ray sculpted the overall clay model of cause a few problems with the censor.
the armature of The Beast From 20,000 the dragon, but only detailed one side. $QGRIFRXUVHDVQRUWRIÁDPHDWWKHWLQ\
Fathoms and measuring over three feet George Lofgren then completed the op- ÀJXUH RI 6LQEDG ZRXOG KDYH HQGHG WKH
long, it has the wide lizard-like gait of the posite side of the sculpture to match. [47] movie on the spot.
Rhedosaurus. Its head is adorned with While it is not known for sure who sculptThe dragon’s freedom is restricted by a
two twisting horns and its eyes are cov- ed which side, both sides are visible for chain-and-collar around its neck. By the
ered with spiky, protruding brows. A long, comparison in the same shot as the drag- turn of a wheel at the entrance, the chain is
forked tongue occasionally darts from on turns away from the slain Cyclops to shortened even further, allowing the wary
its mouth accompanied by a mixture of follow Sokurah.
Sinbad to pass, while the creature, typigrowl and a hiss. A red bony frill stretch7KH ÀUH WKDW VSHZV IURP WKH GUDJRQ·V cally animal-like, claws at the annoying rees the length of its spine and tail ending PRXWK DZHOOPDWFKHGVHSDUDWHO\ÀOPHG VWUDLQW7KHVHTXHQFHVZKHUH6LQEDGÀUVW
in an arrow-shaped tip. The rough, warty, HOHPHQW  LV D ZHDSRQ LW DEDQGRQV ZKHQ alone and then later with Parisa, pass in
green-colored skin is ideally suited to this ÀJKWLQJWKH&\FORSV$OWKRXJKPHQWLRQHG front of the chained dragon are among the
fabulous creation. A bladder inside the in the shooting script and illustrated in IHZWUDYHOLQJPDWWHVKRWVXVHGLQWKHÀOP
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Ray again displays his mastery of
animal movement and behavior
as applied to imaginary creatures.
However, not all the movements
spring purely from Ray’s imagination,
for he regularly visited wrestling
matches to study grips and holds,
similar to Willis O’Brien using
his knowledge of boxing to great
IJJIGXMR/SRK´W½KLX[MXLXLI
Tyrannosaurus. It is so easy to sit
back and enjoy the action (which, of
course is what is intended) and not
consider why it is so good.
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The “Elements”

“I command you to build me a barrier
arrier between those
t
men and the cyclops!”

Background Plate
Static shot, locked-off
camera.

The term “pass” (First Pass, Second Pass, etc.) refers to the separate exposure of a new element onto the
same piece of film. The lens is capped, the film is wound back in the camera to the first frame, and the next
element is exposed. Any number of exposures onto the same piece of film are possible with this approach.

“Holdout” Matte #1
On glass, positioned
in a groove to allow
horizontal movement
frame-by-frame.

“Reveal” Matte #1
On glass, positioned
in a groove to allow
horizontal movement
frame-by-frame.

“Holdout” Matte #2
On a separate glass,
secured in place.

“Reveal” Matte #2
On a separate glass,
secured in place.

“Fireball” Element
Filmed against black.

First Pass

+

How to Stop a Cyclops!
(or, Don’t Forget Your Magic Lamp)
Scene 38 in The 7th Voyage of Sinbad presented Ray with a unique
challenge: Materialize a shimmering
“force field” in front of the angry Cyclops. Up to now Ray’s “Dynamation”
split screen technique had been restricted to static mattes. This time
the mattes would have to “wipe”
across the scene to add-and-reveal
the “barrier” — during the animation!

The Script (pages 13-15)
36

MEDIUM SHOT SOKURAH (H-S-D)
He crouches in the shelter of the rocks, having
placed the lamp on the sand. He quickly rubs it three
times, uttering words we cannot hear because of the
JMTTW_QVOWN\PM+aKTWX[)X]ЄWN[UWSMIXXMIZ[
from the lamp, whirls and boils, producing a GENIE,
in the shape of a young boy.
GENIE
(bowing to his master)
I obey the master of the lamp.
SOKURAH
I command you to build an unbreakable
wall between the Cyclops and those men!

“Holdout” Matte #2 obscures the stage
on which the Cyclops model is standing.

=
“Holdout” Matte #1 will slide across the
scene frame-by-frame as the Cyclops is
animated.

Through the viewfinder: The matte slides
across, gradually obscuring the entire
frame, as the Cyclops is animated reacting
to the Genie. The animation stops when
the matte fully obscures the Cyclops in its
last pose looking to the far right.

Second Pass

+

The Storyboards

“Holdout” Matte #2 (still in place following the first pass) obscures the stage on
which the Cyclops model is standing.

=
“Reveal” Matte #1 slides across frameby-frame. Behind it: a “ripple glass,”
animated independently to create shimmering movement.

Through the viewfinder: The matte slides
across, gradually revealing the entire
frame, the image rippling. The animation
resumes when the ripple glass fully reveals
the Cyclops in its last pose from the first
pass (looking to the far right).

Third Pass

=

“Reveal” Matte #2 allows the lower part of
the beach to be exposed onto the scene
(after the animation stage and Cyclops
model have been taken away).

GENIE
I shall try, O Master, I shall try.
The Genie leaps forward.

Fourth Pass

37

MEDIUM SHOT ROCK BACKGROUND AND BEACH (H-S-D)
The Genie runs into scene doing two quick
somersaults on the sand, dissolving into a rolling ball
WNÅZM

“Fireball” Element
Filmed against black.

38

MEDIUM SHOT SINBAD AND CYCLOPS (H-S-D)
Sinbad drags the fallen Harufa out of the path of the
advancing Cyclops. As the Cyclops nears them, the
ZWTTQVOJITTWNÅZM[XMML[JM\_MMV\PMU[MVLQVO]X
QVQ\[XI\PI[PQUUMZQVO_ITTWNNWZKM<PMJITTWNÅZM
LQ[[WT^M[QV\WVW\PQVOVM[[I[Q\ZMIKPM[\PMZWKSaKTQЄ

[The Cyclops throws the boulder, capsizing the longboat,
and the lamp descends beneath the water.]
EXT. BEACH AND CYCLOPS
47
MEDIUM SHOT (H-S-D)
As the lamp becomes powerless, its protection is
withdrawn and the wall of force melts away. The
Cyclops moves forward to the water’s edge.
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The “Fireball” Element (a flame fanned
by a wind machine) was filmed against
black, rigidly secured in place. The
fireball was then added “in-camera” during the animation process (to avoid an
additional optical generation) by animating the camera on a geared pan head
in order to move the locked-off image
across the scene frame-by-frame.

“But the most astonishing thing about it is…”
Which is what Dr. Thurgood Elson most certainly would have said upon analyzing
this shot. The final complication was that the Cyclops had to progressively come to a
stop, if only for a few frames, as the sliding split screen crossed in front of him. Handanimating the Cyclops could not be repeated exactly in two separate passes. Any differing movements between passes would have “split” the figure visually into two separate
pieces. The bottom (rippling) part of the Cyclops therefore had to retain its position
relative to the top (non-rippling) part during both exposures. This requirement was met
by not animating the Cyclops during the second pass until the ripple glass revealed the
entire figure in its last pose from the first pass. Notice that as the barrier moves across
the frame, the Cyclops gradually — although very naturally — comes to a “held pose.”
First the legs, then the arms, then the head. Once the barrier has fully crossed over
the figure, the Cyclops resumes his bellowing. Ray handled this requirement in his
typically clever way, animating the Cyclops as if it were “puzzled” or “curious” about
the barrier, slowly turning its head to follow the fireball as it crosses the frame.
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(Note: This is a section heading,
not a new front cover of the book.)

Ray Harryhausen
Master of the Majicks
Volume 3
2nd Edition
New Material and Corrections

The following section includes new and corrected text and photographic material for Volume 3.
• Text: Only new or corrected information is included, referencing whenever possible the interior page number. Minor
corrections of typos and formatting of text within the main body of the book are not included here.
• Photographic material: New photos have been added throughout the interior pages of the book. Those images are not
UHSHDWHG KHUH 5DWKHU WKH SKRWRV LQFOXGHG KHUH DUH DGGLWLRQDO SKRWRV WKDW FRXOG QRW EH ÀW ZLWKLQ WKH OD\RXWV RI WKH
main body of the book.

R

ay loved meeting people and
talking about his work. Once
the secrecy barrier had been
breached with the publication of his
books he was more willing to go into
detail, although it seemed as though
most of his fans just wanted him to
name his favorite creature. Ray’s stock
answer was he couldn’t say, because
“the others would be jealous.”
Even I was not immune from this
frequently asked question. When I
finally asked, Ray said quietly that
Medusa was his favorite creation.
— Mike Hankin

Photo by Terry Michitsch
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The Frenetic Squirrel

A Game of Chess

T

he giant squirrel is one of the most neglected of all of
Ray’s animated creations and its appearance provides a
ZRQGHUIXOVKRFNHͿHFWLQDÀOPWKDWJHQHUDOO\ODFNVVXFK
moments. Gulliver’s quiet conversation with Elizabeth
LV DEUXSWO\ LQWHUUXSWHG DV WKH VTXLUUHO GUDJV *XOOLYHU RͿ E\ KLV
ankle to its underground burrow a short distance away. Gulliver
is eventually rescued from the squirrel’s hole when Glumdalclitch
uses her pigtail as a makeshift rope (a curious variation on Ray’s
own Rapunzel Fairy Tale).
However brief, the sequence is noteworthy because Ray used a
GLͿHUHQW FRPSRVLWLQJ PHWKRG  WKDQ KLV QRUPDO UHDU VFUHHQ VHWXS
LQDQHͿRUWWRJHWDEHWWHUTXDOLW\EDFNJURXQGLPDJH´7KLVZDVWKH
only time that I animated a model with a variation of the traveling
matte process [often referred to as the frontlight/backlight process],”
KHH[SODLQHG´7KHEDVLFSULQFLSOHLQYROYHVVKRRWLQJWZRIUDPHVRI
everything. First, the [miniature] set is lit to match the background.
%XWWKHEDFNJURXQGZLOOQRWEHÀOPHGVR\RXGURSDEODFNFDUGRU
black velvet behind the model. You shoot that frame of the squirrel all against black. Then, without touching anything, you turn
RͿ the foreground lights and shoot the next frame against white
which creates a silhouette of the foreground [a “matte”]. The squirrel is the same size and in the same position as the previous frame
because you haven’t touched anything; you’ve only switched the
background from black to white. This technique can really only be

Frontlight Backlight
Left: The stop motion Pillsbury Doughboy
in a frontlight/backlight setup at Coast
Productions in 1979 (this commercial
animated by Ernest Farino). The card
for the frontlight pass is covered in black
velvet to absorb all light, as is the platform and pylon supporting the Doughboy
(positioned on a wooden spatula per the
design of the commercial). The black card
is hanging from a rudimentary hinge attached to a horizontal bar supported by
two C-stands and is easily lifted up to
reveal the front-lit white foamcore. The
frontlight/backlight frames are shot in
succession on the same strip of camera
RIKEXMZIERHXLMW½PQMWPEXIVWOMTJVEQIH
in the optical printer to extract a continuous color frontlight (“beauty”) pass, as
well as a high-contrast matte pass. The
silhouettes of the C-stands are removed by
garbage mattes. When composited in an
optical printer, the matte pass is used with
the background image to “hold out” the
animation, and a separate pass then lays
in the color foreground element.

XVHGLQVWRSPRWLRQEHFDXVHWKHÀJXUHPXVWQRWPRYHZKLOH\RXDUH
shooting against the alternate white and black backgrounds.
´,Q WKH ODERUDWRU\ WKH\ VNLSSULQW WKH WZR >foreground] frames
onto one strip for the color foreground and the other strip for the
‘silhouette’ image, thus creating an automatic traveling matte. It
saves having to go through the various steps of blue-backing,
where you have to make a positive and negative and have to allow
for shrinkage of the image, which is the reason you sometimes
JHW WKH ¶KDOR· DURXQG WKH ÀJXUH :LWK EOXH EDFNLQJ WKH LPDJH
goes through the developer so many times it shrinks, and when
they’re superimposed over one another you’re left with a blue line
DURXQGWKHÀJXUHZKLFKLVDFWXDOO\WKHRULJLQDOEOXHVFUHHQRQWKH
set showing through the gap between the mattes. The [frontlight/
backlight] process is very time-consuming, but as this was only a
very brief scene, I thought I could spend the time on it. A lot can go
wrong. You can forget that you just shot the black frame and shoot it
a second time. Unless you have an automatic setup, it can get rather
tedious to do a whole picture that way.” [24]
7KHVTXLUUHOVHTXHQFHLVRYHUVRTXLFNO\WKDWLW·VGLFXOWWRDVVHVV
an improvement in quality and any advantage over Ray’s normal rear
screen setup would appear to be minimal. Ray would use the timeconsuming frontlight/backlight method again only as a last resort. [25]
The exquisite squirrel model was built by Ray himself. He acTXLUHGDVTXLUUHOVNLQIURPDWD[LGHUPLVWDQGWKLVZDVÀWWHGRQWR
an armature machined by his father. The model still survives today.

In 1959 Jim Danforth inquired to American Cinematographer magazine about
compositing. Linwood Dunn’s reply described the Frontlight/Backlight process.
Technical Questions & Answers, Conducted by Walter Strenge, A.S.C.
Q. Does Ray Harryhausen use a standard travelling matte process to obtain
rock-steady, fringeless combination prints or some other process?
— J. D.,
Los Angeles, Calif.
A: Composites of foreground and background action are generally accom-

plished by the background projection process. Also, this type of miniature
animation is quite adaptable to the making of fringeless travelling matte composites. An extra frame can be photographed each time silhouetting the foreKVSYRH½KYVIEKEMRWXE[LMXIPMKLXTVSNIGXIHXLVSYKLEXVERWPYGIRXFEGOKVSYRH
WGVIIREPXIVREXIP][MXLRSVQEPTLSXSKVETL]EKEMRWXEFPEGOFEGOKVSYRH*VSQ
the negative thus obtained, a perfect travelling matte print can be made by
skip-frame optical printing.
— Linwood Dunn, A.S.C.
American Cinematographer, July, 1959, p. 403.
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“ I am
Captain
Nemo”
356. MED. LONG SHOT – HERBERT & ELENA’S POV
)[\ZIVOMÅO]ZMKIVJM[MMVQV\PMTQOP\
MUMZOQVONZWU\PM_I\MZIVL\PMUQ[\\PI\TQM[
WV\PM[MI<PMÅO]ZMQ[IXXIZMV\Ta\PI\WNIUIV
IVLPMOZW_[\ITTMZI[PMZMIKPM[\PM[PWZMTQVM
0M_MIZ[IPMI^aPMTUM\UILMNZWUI6I]\QT][
[PMTT_Q\PINIKM̆XTI\M#WVPQ[JIKSQ[IVW\PMZ
TIZOM[PMTTIK\QVOI[IVIQZ\IVS0Q[]XXMZJWLa
Q[MVKI[MLQV[WUMOTMIUQVOZ]JJMZQbMLUI\MZQIT
?I\MZLZQX[NZWUPQU0MMUMZOM[KWUXTM\MTa
VW_IVL_ITS[_Q\P[TW_UMI[]ZML[\MX[\W_IZL
+)5-:)0MKIZZQM[ITWVO[TQU[XMIZ

Above: A foreground traveling matte of Michael
Callan and Beth Rogan on a rocky peninsula.

The Nautilus

Below: The elaborate miniature of “The
Grotto” where the Nautilus is moored.

[Moments later, the rest of the castaways rush to the scene.]
364. MEDIUM SHOT – GROUP
6-57Q[\]ZVQVO[]Z^MaQVO\PMOZW]XI[\PMa
KWUM\W_IZL[PQU6-57[XMIS[_Q\P\PM
Y]QM\I[[]ZIVKMWNWVM_PWPI[\PMIL^IV\IOM
WNSVW_TMLOMW^MZ\PMUa[\QNQMLXMWXTMTMLJa
0):,16/_PWVW_KWUMNWZ_IZL\W[]ZZW]VL
PQU











NEMO
0W_LWaW]LW+IX\IQV0IZLQVO
I[QNPMSVW_[_PI\
\PMMЄMK\_QTTJM
1IU+IX\IQV6MUW°

The unique underwater diving suit
featured a helmet and air cylinder
made to look like large converted
seashells, and it certainly made for
an arresting image as Nemo dramatically emerged from the sea for the
ÀUVW WLPH 0LFKDHO &DOODQ UHFDOOHG
that “Herbert Lom was a vision as he
came out of the ocean with his giant
VHDVKHOODLUWDQN8QIRUWXQDWHO\>the
seashell tank] was made of Plaster of
Paris and kept melting ,W KDG WR EH
UHSODFHGIRXURUÀYHWLPHVµ [16]
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Mysterious Island • 59

Chapter 16

Rise Up You Dead,
Slain of the Hydra...

The Temple of Hecate

When in Rome...

Briseis appeals to the goddess Hera

I
Top: Ray dulls a shiny spot sppotted when looking through the
lens. An overcoat and hat were in order as the Golden Fleece
set had been built outdoors, covered by a canvas “tent”–like
structure, and it was quite cold in November and December.
Above: Nancy Kovack snuggles with The Golden Fleece. After two
QSRXLWSJWIEVGLMRKJSVE±KSPHIR¾IIGI²XLIEVXHITEVXQIRX
JSYRHE7GSXXMWLXI\XMPI½VQXLEXEKVIIHXS[IEZIE¾IIGISJKSPH
if production would provide the ram’s head. Total cost: $258.45
(considering the trouble that Jason goes to, it hardly seems worth
the trip).

n addition to the real locations, indoor sets
depicting Mount Olympus, the Temple
of Hera, the treasure chamber of Talos,
the palace of Aeëtes, and the lair of the
Hydra were built at the Safa Palatino and Vasca
Navale Studios in Rome, where the production
ÀOPHGIURP1RYHPEHUWR'HFHPEHU
3URGXFWLRQ GHVLJQHU *HRͿUH\ 'UDNH ZDV DEOH
WRFDOOXSRQKLVH[SHULHQFHZLWK*UHHNORFDWLRQV
and sets two years before as the designer of
Carl Foreman’s production of The Guns of
Navarone   DQG XQGHU KLV VXSHUYLVLRQ
DUWGLUHFWRUV+HUEHUW6PLWK-DFN0D[VWHGDQG
Tony Sarzi Braga were each assigned separate
ORFDWLRQVDQGVHWVWRGHVLJQDQGVXSHUYLVH
,WORRNVDVWKRXJKWLPHDQGFDUHZHUHWDNHQ
ZLWK WKH +\GUD·V JURWWR VHWWLQJ EXW :LONLH
Cooper remembered that “we really didn’t
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have enough studio space on Jason :H KDG
Carl Foreman’s art director [*HRͿUH\ 'UDNH]
EHFDXVH WKHUH ZHUH TXLWH D ORW RI VHWV , JDYH
KLP DOO WKH VFDOHV ZH ZHUH ZRUNLQJ ZLWK WR
SXWDOOWKHVHÀJXUHVLQEXWWKHWKLQJVKHZDV
designing were so large that most of the set
ZRXOGQHYHUEHVHHQ+HZDVEXLOGLQJIRUZHHNV
DQG JRW UDWKHU EHKLQG , ZHQW WR 5RPH ZLWK
Charles and the art director and we still had
D VHW WR EXLOG ²WKH RQH IRU WKH ÁHHFH² DQG QR
VWDJHV6RZHSXWXSVRPHFDQYDVDQGEXLOWWKH
set overnight because we had to get down to
1DSOHV WR VKRRW WKH IROORZLQJ GD\ , WHOO \RX
if it wasn’t for Charles Schneer it would have
WDNHQ DQRWKHU PRQWK %HUWLH >+HUEHUW] Smith
ZDV GRLQJ DOO WKH JRRG VWXͿ GRZQ WKHUH +H
had done all the sets on Mysterious Island and
ZDVZRUNLQJOLNHDVODYHµ [32]

Davina Taylor

Jason and the Argonauts • 95

R

ay used the black and white footage
of the stunt men with numbers on
their backs as a guide for the animtion. After ten or twelve rehearsals,
the stunt men stepped aside and the actors
would go through the action for the cameras alone. Much of the action was
UHKHDUVHGWRDVSHFLÀFEHDWWRPDNHLWHDVLHUIRUWKHDFWRUVWRUHPHPEHU 2QH
Two– sword comes down; Three, Four– shield is pushed aside; …and so on).
2QO\VL[VWRSPRWLRQVNHOHWRQVZHUHPDGHMRLQHGE\WKHH[LVWLQJVWDURIThe
7th Voyage of Sinbad, and Ray’s father once again engineered the precision
ball and socket armatures. The skeleton faces were given heavy brows and
pronounced cheekbones to make them look more evil. Amazingly, all these
ÀJXUHV VWLOO H[LVW DOWKRXJK RQH KDV ORVW LWV OHJV FDQQLEDOL]HG IRU RQH RI WKH
ghouls in Sinbad and the Eye of the Tiger. 5D\ FRQÀUPHG WKDW FRQWUDU\ WR
information published elsewhere, Diana Harryhausen did not paint the ornate
markings on the skeletons’ shields. He hadn’t known Diana that long at the
time of Jason, and her interest in art and painting came along later. [61]
The shot of the skeletons emerging from the ground was achieved by inVWDOOLQJDVPDOOOLIWSODWIRUPIRUHDFKÀJXUHEHORZWKHDQLPDWLRQVWDJH$FRQtrolling screw raised each skeleton a frame at a time through the pre-broken
WRSVRLO DFORVHVKRWRIRQHRIWKHHPHUJLQJVNHOHWRQVZDVXVHGWZLFH 
7KHVWRQHSHGHVWDOXVHGLQDVHULHVRIORQJDQGPHGLXPVKRWVLVDPL[WXUH
of live action and miniature, later allowing the skeletons to climb onto it to
pursue the three swordsmen. A large stone head, part of a broken statue, adds
foreground depth to the setup.

Above, middle: Wilkie Cooper (in dark hat) wonders if this will ever work as he
TIIVWXLVSYKLXLIZMI[½RHIVSJXLIQEWWMZI1MXGLIPP&2' ±&PMQTIH2I[WVIIP
'EQIVE² EGEQIVEQSHIP½VWXMRXVSHYGIHMR
%FSZI%JVEQIXEOIRJVSQXLITVIZMI[XVEMPIV ERHRSXETTIEVMRKMRXLI½PQ
MXWIPJ MRGPYHIWEWYVJEGIKEYKI-XWZIVXMGEPWLEJXEFSYX²XEPPXLIKEYKIEPWS
TVSZMHIWEWIRWISJWGEPIXSXLIWOIPIXSRQSHIPW
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B

ecause the action is so fast-moving, it is easy
to miss some of Ray’s ingenious tricks that
PDNHWKLVVHTXHQFHEHOLHYDEOH2IWHQDQDFtor’s live action sword passes in front of the
DQLPDWHGÀJXUH7KLVLVRIFRXUVHLPSRVVLEOHZLWK
WKH OLYH DFWLRQ SURMHFWHG RQ D UHDU VFUHHQ 7KH LOOXsion required painstakingly suspending a miniature
section of sword in front of the model and matching its position to the real sword on the background
plate, or painting the partial sword on a foreground
glass. Either way, this work was very time-consumLQJEXWVRLPSRUWDQWWRWKHRYHUDOOHͿHFW
Jason strikes at a fallen skeleton, leaving his
sword imbedded in its ribs. This “impossible” shot
is emphasized by the fact that the skeleton leans

toward the camera to showWKDWWKHVZRUGLVÀUPO\
imbedded in its ribs. Armstrong actually dropped
his sword onto the ground and Ray covered it with
a portion of “empty” background plate via split
screen. The real sword that left Jason’s hand “became” a miniature prop to enable it to remain inside
the model skeleton.
7KHQ DQRWKHU VNHOHWRQ MXVW PLVVHV -DVRQ ZLWK D
downward stroke of its sword. The skeleton’s sword
passes behind Jason, and in this instance, since the
skeleton’s hand also passes behind the image of
Jason, small portions of Jason’s arm, tunic and leg
ZHUHSDLQWHGRQJODVVWRPDWFKWKHSURMHFWHGOLYHDFtion for those 3 or 4 frames to obscure the skeleton’s
hand and sword.

7XYRX GLSVISKVETLIV *IVHMRERHS 4SKKM EPWS
played Castor, and here wages battle with
SRI SJ XLI WOIPIXSR [EVVMSVW 8LI FPEGO ERH
white photos show the setup, rehearsal, and
XLI IQTX] TPEXI ERH XLI GSPSV MQEKI MW
XLI ½REP WLSX 2SXI XLEX 6E] LEW TPEGIH E
QMRMEXYVI VITPMGE SJ XLI TPEXJSVQ WXSRIW MR
the foreground, eliminating the need for the
RSVQEPWTPMXWGVIIR

Jason and the Argonauts • 121

Only one head-and-neck section was sculpted and molded,
and all seven heads were then cast from the same mold.
Even still, the Hydra remains one of the most complex
and fascinating of all of Ray’s animated creatures.
Large photo by Jim Manning

Photo by Jim Manning

The Hydra model in
Ray’s living room in
London, photographed
in the 1970s.

Above: Ray Harryhausen drawing restored by Terry Michitsch.

Top: Photographer Richard Green attempts to soothe
the savage beast.
Above and Right: The Hydra model in retirement.
Below Right: In a few shots such as this, two or three
of the heads actually come to a stop. This lessened
the amount of animation work in a way that was not
overtly noticeable.
*EV6MKLX8LI.EWSR½KYVI[EWSRISJXLIQSWX
HIXEMPIHERHEGGYVEXI±LYQER²½KYVIWMREPPSJ
6E]´W½PQWERHXLIIJJIGX[EWJYVXLIVIRLERGIHF]
especially delicate animation.
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Jason and the Argonauts • 117

M

any viewers regard Jason and the Argonauts as
5D\·V EHVW ÀOP LQFOXGLQJ 5D\ KLPVHOI EXW IRU VWRU\
FRQVWUXFWLRQ DQG DQ LGHDO LQWHJUDWLRQ RI WKH DQLPD
WLRQFirst Men ‘In’ the MoonWDNHVWKHKRQRUV
First Men ‘In’ the Moon ZDVQRWWKHÀUVW+*:HOOVVWRU\WKDW
5D\ZDQWHGWRÀOP,QWKHHDUO\V5D\KDGWULHGWRLQWHUHVWD
QXPEHURIVWXGLRVLQDYHUVLRQRI:HOOV·War of the Worlds*DXPRQW
%ULWLVK WULHG XQVXFFHVVIXOO\ WR EULQJ WKH 0DUWLDQ LQYDVLRQ WR WKH
VFUHHQ LQ WKH HDUO\ V DQG WKHQ $OH[DQGHU .RUGD ÀOPHG WZR
RI WKH :HOOV QRYHOV LQ  Things To Come and The Man Who
Could Work Miracles :HOOVKLPVHOIVXSSO\LQJERWKVFUHHQSOD\V 
,QDFRQWURYHUVLDODQGQRZOHJHQGDU\UDGLRDGDSWDWLRQRI
War of the WorldsZDVSURGXFHGLQ$PHULFDE\2UVRQ:HOOHVIRUWKH
0HUFXU\7KHDWHURIWKH$LU7KHVWRU\ZDVXSGDWHGDQGSUHVHQWHG
DVDVHULHVRI´HPHUJHQF\QHZVEXOOHWLQVµLQWHUUXSWLQJDVHHPLQJO\
JHQXLQH EURDGFDVW RI GDQFH EDQG PXVLF $OWKRXJK WKH SURJUDP
ZDVSURSHUO\LGHQWLÀHGDVDGUDPDWLFSUHVHQWDWLRQFRPSOHWHZLWK
DVFRUHE\%HUQDUG+HUUPDQQPDQ\OLVWHQHUVEHOLHYHGWKDWZKDW
WKH\ZHUHKHDULQJZDVWUXHDQGZLGHVSUHDGSDQLFHQVXHG
*HRUJH3DOIROORZHG2UVRQ:HOOHV·OHDGLQKLVFODVVLFYHUVLRQRI
War of the Worlds  E\WUDQVIHUULQJWKHVWRU\WR$PHULFDDQG
VHWWLQJWKHPDLQFRQÁLFWDURXQGPRGHUQGD\/RV$QJHOHV,Q
3DODJDLQGLSSHGLQWRWKHWUHDVXU\RI:HOOVOLWHUDWXUHWRSURGXFH
The Time Machine EXW WKLV WLPH UHWDLQHG LWV RULJLQDO 9LFWRULDQ
/RQGRQVHWWLQJ
,Q WKH HDUO\ V 0HULDQ &RRSHU DQG (UQHVW 6FKRHGVDFN
FRQVLGHUHG ÀOPLQJ :HOOV· The Food of the Gods D VWRU\ DERXW D
VXEVWDQFH WKDW FDXVHG OLYLQJ WKLQJV WR JURZ WR PDQ\ WLPHV WKHLU
QRUPDO VL]H $SDUW IURP DFFLGHQWDOO\ EHLQJ HDWHQ E\ YDULRXV
FUHDWXUHV WKH IRUPXOD LV FRQVXPHG E\ WKH LQYHQWRU·V RZQ FKLOG
DQGRWKHUVDQGFUHDWHVDUDFHRIJLDQWV5D\FRQVLGHUHGWKLVVWRU\
LQ  DQG HYHQ SURGXFHG D ODUJH GUDZLQJ RI JLDQW FKLFNHQV
DWWDFNLQJDJURXSRIPHQ%XWDJDLQWKLVWUHDWPHQWIDLOHGWRJHQHUDWH
DQ\HQWKXVLDVP,WZDVOHIWWRSURGXFHU%HUW,*RUGRQWRÀOPWZR
YHUVLRQVVillage of the Giants  DQGFood of the Gods  
$QHYHQODWHUYHUVLRQFood of the Gods 2DSSHDUHGLQ

“We’re Off!”

First Men “In”
the Moon
(1964)

Charles Schneer hosted a “kickoff” party on Saturday,
October 5, 1963 at the May Fair Hotel. In attendance but
RSXWLS[RFIPS[[EWGSQTSWIV0EYVMI.SLRWSR8LI½PQWXEVXIHWLSSXMRKEX7LITTIVXSR
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Studios two days later on Monday, October 7, 1963. Martha Hyer had arrived from
,SPP][SSHXLITVIZMSYW[IIOLEZMRKGSQTPIXIH[SVOSRThe Carpetbaggers. Both
Edward Judd and Lionel Jeffries had recently wrapped on Columbia’s The Long Ships.

Above, L-R: Alan Kean of BLC, Kenneth Maidment and Don Romney of
Columbia, Martha Hyer, E. J. Bryson, Charles Schneer and Victor Hoare.

Above, L-R: Charles Schneer, Diana Harryhausen, Technical
Advisor Arthur Garrett, Ray Harryhausen, Shirley Schneer.

Below, L-R: Eileen and Lionel Jeffries, Mr. Littlejohn and Mr. Bush of
Technicolor.

Below, L-R: Charles Schneer, Lionel Jeffries, Martha Hyer,
Edward Judd, director Nathan Juran.

%FSZI1EVXLE,]IV MRJSVIKVSYRH
PIJX GLEXW[MXL+ISVKI;MPPWSJ8MQI
QEKE^MRIERH8SR];IPPWSJ8SHE]
QEKE^MRI6E],EVV]LEYWIREXVMKLX

First Men “In” the Moon • 139

Capturing the Feel of Victorian England
Principal photography lasted a full 12 weeks.
According to Variety, Charles Schneer scouted
locations in Spain in April, 1962, before returnLQJ WR (QJODQG WR VXSHUYLVH WKH ÀQDO SRVW SURduction of Jason and the Argonauts, though it’s
not clear what scenes he had in mind for production in Spain. In the end, the limited amount of
location shooting involving Bedford’s “Cherry
&RWWDJHµDQGWKHUHJLVWUDU·VRFHDW'\PFKXUFK
took the crew only a few miles from Shepperton.
The use of existing period-looking buildings
kept costs down while capturing the feel of
Victorian England.
The exterior of Cavor’s house was about 20
miles from Shepperton near Reading, Berkshire.
(ͿHFWVWHFKQLFLDQ.LW:HVWUHPHPEHUHG´DQLQFLGHQWWKDWKDSSHQHGZKHQZHZHUHÀOPLQJDW

WKHORFDWLRQRI&DYRU·VKRXVH:HKDGWRSKRWRgraph the exterior of the house because we were
going to build an exact replica for the model
work. I was standing at the front entrance with
the elderly couple who had granted us permisVLRQWRÀOPWKHUHZDWFKLQJDOOWKHDFWLYLW\$OO
of a sudden, there was this awful noise behind
us and an electrical generator came crashing
through a beautifully-trimmed privet hedge
that must have been there for a hundred years,
SORZHGDFURVVDÁRZHUEHGDQGFDPHWRDVWRS
stuck fast in this immaculate lawn. The old
couple just stood there, wide-eyed and openmouthed as this thing utterly destroyed part of
their wonderful home. Someone should have
ZDUQHG WKHP 1HYHU UHQW \RXU SODFH WR D ÀOP
company!” [17]

Cherry Tree Cottage today, now New Haw Locks,
Chertsey in Surrey, close to Shepperton.

Above: Clearly ahead of her time, Kate Callender arrives
at Cherry Cottage driving a ca. 1903 DeDion Bouton
automobile (the story takes place in 1899).
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Martha Hyer, Nathan Juran, and
Charles Schneer outside Cherry Cottage

Above: Other than a closeup insert, only one wide shot in the “excursion” sequence
includes Martha Hyer visible in the porthole of the sphere. While this could have been
easily avoided, the extra effort of bringing in Hyer that day for the one shot nicely ties
the group together at the beginning of the sequence.

In 1963 there was no clear understanding of the conditions on the
moon, and the Art Department and miniatures crew had little factual reference. The only certainty was that there was no atmosphere,
GSRXVEV]XS[LEX;IPPWLEH[VMXXIR XLYWXLI±-R²JSVXLI½PQ´WXMXPI 
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Mooncalf!

W

KLOH WKH ÀOP LV ÀOOHG ZLWK PDQ\ FRPSOLFDWHG RSWLFDO DQG PLQLDWXUH
HͿHFWV WKHUH DUH OHVV WKDQ IRXUDQGDKDOI PLQXWHV RI DFWXDO PRGHO
DQLPDWLRQ7KLVFDQEHSDUWO\DWWULEXWHGWRWKHGLFXOW\RIGRLQJDQLmation in Panavision®EXWWKHFRQFHSWRIWKHÀOPZDVUDGLFDOO\GLͿHUHQWIURPDQ\RWKHUÀOPWKDW5D\KDGGRQH,QPDQ\RI5D\·VÀOPVWKHDQLPDWLRQ
depicts confrontations between live actor and creature, but with First Men ‘In’
the Moon, with the exception of the mooncalf episode, the animated Selenites are
well-integrated into the story and are often of a “non-spectacular” nature — an
DOLHQVRFLHW\FKDUDFWHUVLQWKHSOD\7KH6HOHQLWHVDUHWKHÀUVWRI5D\·VDQLPDWHG
creatures to have speaking parts (albeit through a translating device), but these
are intelligent beings and not merely animal adversaries.
The attack of the moonbeast is more traditional Harryhausen animated action,
EXW 5D\ UHPHPEHUHG WKDW WKLV KXJH FDWHUSLOODU ZDV ´RQH RI WKH PRVW GLFXOW
VLQJOHÀJXUHV,HYHUKDGWRDQLPDWH7KHXQGXODWLQJPRYHPHQWRIWKHERG\ZLWK
the tiny legs that had to give the impression of pushing the body forward, made
the animation incredibly slow and complicated.” [29] Although two of these

enormous creatures are seen together in one shot, only one model was built
and the second was added by split screen.
Because most of the animated action had to be accomplished with split
screen or bluescreen traveling matte rather than the usual rear screen
setup, there is none of the characteristic close contact between the animated
moonbeast and the live action. Nevertheless, several closeups of the
PRRQEHDVW·VKHDGLWVXQXVXDOPRYHPHQWDQGWKHVSHFWDFXODUHQYLURQPHQW
PDNHWKLVVHTXHQFHDKLJKOLJKW7KHVNHOHWRQRIWKHPRRQEHDVWVHHQLQWKHÀOP
was designed and cast only in miniature by Ian Scoones using hard rubber.
Edward Judd was added walking in front of, then behind, the skeleton by a
double traveling matte.

From the novel…
First of all was its enormous size: the girth of its body was
some fourscore feet, its length perhaps two hundred. Its
sides rose and fell with its laboured breathing. I perceived
WKDWLWVJLJDQWLFÁDEE\ERG\OD\DORQJWKHJURXQGDQG
that its skin was of corrugated white, dappling into
blackness along the backbone. But of its feet we saw
QRWKLQJ,WKLQNDOVRWKDWZHVDZWKHQWKHSURÀOHDWOHDVW
of the almost brainless head, with its fat-encumbered
neck, its slobbering, omnivorous mouth, its little nostrils,
and tight shut eyes. (For the mooncalf invariably shuts
its eyes in the presence of the sun.) We had a glimpse of
a vast red pit as it opened its mouth to bleat and bellow
again, we had a breath from the pit, and then the monster
heeled over like a ship, dragged forward along the
ground, creasing all his leathery skin, rolled again, and
so wallowed past us, smashing a path amidst the scrub,
and was speedily hidden from our eyes by the dense
interlacing beyond. — H. G. Wells

From the screenplay…

Photo by Jim Manning

Below: Ian Scoones’ drawing of the Mooncalf skeleton,
eventually fabricated into a 25-inch-long model (right).

Above: The 5-Piece Mold of the Mooncalf
Photo © Mark Mawston / The Ray and Diana Harryhausen Foundation

278 REVERSE SHOT. FUNGUS PASTURE (T.M.-MIN–
DYN)
Across the cavern is a huge creature, diminished
by the distance, but perhaps a hundred feet long.
It is shaped generally like a vast, overgrown
grub or caterpillar, its colossal hull segmented
IVL[\QЄMVMLIOIQV[\KWTTIX[MJaW^MZTIXXQVO
plates, chitinous and barbed. The great horny
jaws are surmounted by protruberant, staring
eyes. The sound of its greedy munching carries
clearly across.
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F
Attack
of the
Allosaurus!

or sheer dynamic power, the invasion of the
Shell people’s camp by a young Allosaurus is the kind
of scene where Ray’s consummate artistry and skill
really come to the fore.
The light-hearted episode of Loana unsuccessfully teachLQJ 7XPDN KRZ WR ÀVK LV VSRLOHG E\ WKH VXGGHQ DUULYDO RI
DQ $OORVDXUXV 5D\ UHFDOOHG WKDW KH ´KDG D GLͿHUHQW LQWUR
duction to the sequence originally planned. Instead of just
walking into the camp, we were going to have a scene with
D3KRURUKDFRVEHLQJWHQGHGE\VRPHFDYHSHRSOH,WUXQVRͿ
and is grabbed by the Allosaurus at the entrance to the camp. I
eventually used the scene in The Valley of Gwangi, replacing
the bird with an Ornithomimus.” [29]
The parallel sequence in the original 1940 production used
D PDQ LQ D VWLͿ GLQRVDXU FRVWXPH photo below). It is slow,
plodding and all the more unimaginative when compared
to this animation tour de force, animated over a period of a
month from May 2 to June 3. Ray “thought we could do better
WKDQ WKH RULJLQDO ÀOP LQ ZKLFK WKH PDQ LQ D GLQRVDXU VXLW
was so bad that they had to hide it behind some bushes. For
most of the action, all you saw was a vague form moving in
the background. There was so much you could do with this
sequence. We wanted to display the Allosaurus in all its glory,
and so that is the way I designed it.” [30]

One Million Years B.C. 

A Classic
Confrontation

T

umak and Loana stumble upon a Triceratops
feeding on the sparse vegetation. Escape is
blocked by a Ceratosaurus, a bipedal carnivore
with a prominent horn on its snout, but the
meat-eater is more interested in the larger prey. Tumak
and Loana cower in a deep crevasse, captive spectators
to the savage confrontation that follows. Ray felt that “a
picture of this type required a big battle sequence between monsters and I think it worked quite well, particularly those shots looking through the rock crevasse
with the two people in the foreground. In the original
ÀOPWKLVVFHQHZDVWKHÀJKWEHWZHHQWKH\RXQJDOOLJDWRUZLWKWKHSDVWHGRQÀQDQGWKHPRQLWRUOL]DUGHQGLQJZLWKWKHORVHUO\LQJRQLWVEDFNZLWKEORRGRR]LQJ
out of a gaping wound, which I think overstepped the
bounds of good taste.” [35]
:KLOHÀOPLQJWKHOLYHDFWLRQLQ/DQ]DURWHRQHTXHVWLRQWKDWKDGSX]]OHGVRPHRIWKHFUHZZDVÀQDOO\DQswered. “I remember Ray getting the prop department
to build this huge piece of dark green foam rubber,” recalls Patrick Curtis. “Ray never said, and no one knew,
what the hell this thing was for, and we all tried to guess.
Ray would have this thing carted around all over the
place, from island to island, up and down mountains,
and still we hadn’t a clue what it was for. Then, when we

ZHUHÀOPLQJWKHVFHQHZKHUHWKH&HUDWRVDXUXVDQGWKH
Triceratops battle while Raquel and John Richardson are
stuck in a crevasse, a huge tail comes into shot that we
had to drag across.” [36] All of the dinosaur shots use the
actual animation models and Ray Harryhausen couldn’t
recall the use of such a prop, so any such prop tail was
most likely used as a perfunctory eyeline “stand-in,” as
ZHOODVIRUVL]HDQGSODFHPHQWUHIHUHQFHRIWKHDQLPDWLRQ
model later on the animation stage.
When designing the dinosaur battle, Ray tried to vary
the usual outcome of such encounters and here the meatHDWHU VXͿHUV GHIHDW $SDUW IURP WKH OLYHDFWLRQ EDFNground and occasional traveling matte shots of Tumak
and Loana trying to escape, the tussle of the two adversaries is straight out of The Animal World, but here
ZLWKRQO\VRXQGHͿHFWVDQGDORZWRQDOPXVLFHͿHFW$V
DOZD\V5D\·VDQLPDWLRQLVH[FHOOHQWDQGZDVÀOPHGLQ
about 5 weeks from June 6 to July 15 (during which Ray
celebrated his 46th birthday). But the sequence is less
dramatically satisfying than when the prehistoric creatures are in direct opposition to the human characters,
a good argument for showing humans and dinosaurs
together. This sequence was later used as stock footage
LQ-RKQ%DGKDP·VÀOPWar Games (1983) as well as Joe
D’Amato’s Italian-made Ator, The Fighting Eagle (1982).

“The dialog consisted of words like ‘Tumak,’ ‘Akita’ and
‘Seron.’ Tumak was my lover’s name; we had a giant bird
we called Seron; and ‘Akita!’ was supposed to mean help.
‘Akita!’ was my big word. The producers also dubbed in
a number of grunts and groans for me. The rest of the
picture I spent running away from monsters.” [37]
— Raquel Welch

Chapter 19

There’s a Big Lizard
Back There and He’s
Headin’ This Way!

The Design of Gwangi

Arthur Hayward

O

The fun of the cowboys chasing the Ornithomimus, “a
plucked ostrich,” is shattered by the startling appearance
of Gwangi, as described in the original script:
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:KHUHDV WKH ÀUVW SDUW RI WKH ÀOP FHQWHUHG DURXQG WKH
Eohippus, from this point on it’s entirely dominated by
Gwangi. “I tried to give Gwangi as much personality as
possible within the limitations of the animal,” said Ray,
“but not so much that he would appear to be a send-up. I
tried to convey that it was intelligent, not merely a nonthinking killer, an animal removed from its normal environment and following its natural instinct.” [23]
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’Brien’s original Gwangi was a Tyrannosaurus, but Ray decided to adjust
the design to include certain traits of the Allosaurus, particularly its bulk,
WKHOHQJWKRILWVDUPVDQGWKHQXPEHURIÀQJHUV *ZDQJLKDVWKUHHÀQJHUV
whereas a Tyrannosaurus has two). The shape of the model was also governed slightly
by the armature that had already been made, using parts that Ray had cannibalized
IURPRWKHUPRGHOV KHFRXOGQ·WUHPHPEHUZKLFKRQHV 
plus other parts machined by a British company
ZKRVHQDPHKHFRXOGQ·WUHFDOO 7KHPRGel was sculpted by Arthur Hayward,
ZRUNLQJRQKLVÀIWKDQGÀQDOÀOP
with Ray. Hayward modeled the
basic shape from existing skeletal
remains and then added skin texture by pressing hexagon-shaped
tubing onto the clay for individual
´VFDOHVµ$VXVXDOWKHÀQDOPRGHOZDV
completed by Ray himself. Hayward
had this to say about Gwangi’s construction: “Ray actually taught me a
lesson concerning the eyebrows. He
always wanted a ‘demonic’ look,
which I suppose if you look at some
of the modern reptiles face-on, they do
KDYHDQGWKLVHͿHFWZDVDFKLHYHGE\HQODUJLQJWKH
brow and emphasizing the bone structure underneath.
When I used to complain, Ray would just shrug and say
‘Artistic license you know, Arthur.’” [24]
As the leading animated character and one which had
WREHÀOPHGIURPHYHU\FRQFHLYDEOHDQJOHWKHµ*ZDQJL
PRGHOZDVIXOORIÀQHGHWDLODQGWUXO\JDYHWKHLPSUHVVLRQ
that this was indeed a living creature. Ray’s animation was
an extension of his work with the One Million Years B.C.
Allosaurus, full of nervous energy and purpose, a predator
with speed, agility and power, and arguably, the smoothest
animation that Ray ever achieved. The realistic movement
of the skin when the animal twists and turns, snaps its huge
jaws, swishes its tail and strides after its intended victim,
belies the fact that the model was cast from a mold. This
quality was normally only achieved through
the laborious buildup method pioneered by
veteran model builder Marcel Delgado.
Ray saved time and expense by reusing
WZRRIWKHDQLPDWLRQÀJXUHVZKLFKKDG
been made for One Million Years B.C. The Pterodactyl
IURPWKDWÀOPEHFDPHWKHPDLQ3WHURGDFW\OPRGHOWKDWVQDWFKHV/RSH
from a horse and the One Million Years B.C. Triceratops became the
Styracosaurus that battles Gwangi. The Eohippus, Ornithomimus and
elephant were new models. Aside from the strangely shrill sound given
to the elephant, the “voices” were of the highest order, as were all the
RWKHUVRXQGHͿHFWVXVHGWKURXJKRXWWKHÀOP

Sculptor Tony McVey worked with Arthur Hayward in the Modelmaking and Taxidermy Department of the British Natural
History Museum for four years. In a Facebook post on July 28,
2018, McVey wrote, “Arthur told me that Ray required copies
of the animation models, to use as stand-ins to allow him to
check his lightning and adjust the set-ups without subjecting the
‘hero’ model to any more stress than necessary. Arthur cast these
copies in manikin latex, a rubber compound containing China
clay that produced light-weight rigid castings with a much longer
working life than foam latex (which tended to break down fairly
quickly from handling and exposure to the lights). Manikin latex
would naturally shrink 8 to 10%, making the removal of Ray’s
models from their 3- or 4-part molds fairly simple (which would
not be the case if they were cast in plaster). We used manikin
latex extensively to make display models for the museYQI\LMFMXWEW[IPPEW½FIVKPEWWERH[E\
The white manikin latex cast that
Arthur is posing with above
was eventually painted
to look like bronze.”

One-half of the Gwangi mold.

Photo © Mark Mawston / The Ray and Diana Harryhausen Foundation
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A Night
at the

Gypsy Camp

Script Supervisor Gladys Goldsmith

Charles Schneer and James O’Connolly
%FSZI%XXLIIRHSJ½PQMRKXLIGEWXERH
GVI[KEXLIVIHXSKIXLIVXSWE]XLIMVKSSHF]IW
which was a particularly sad time for Gila
Golan: “The Spanish crew gave me a doll
that was dressed exactly like I was in the
½PQ7EHP]MX[IRXQMWWMRKERH-RIZIVJSYRH
it again. Laurence Naismith [below] was
EHSVEFPI°[LIRLIWE[XLEX-[EWGV]MRK
he came up to me and put his arm around
QIERHWEMH³(SR´X[SVV][I´PPKIXXSKIXLIV
James O’Connolly and Assistant Director Pedro Vidal
EKEMR´&YXSJGSYVWI[IRIZIVHMH² [15]

Sound Recordist Malcolm Steward
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Above: Director James O’Connolly guides Laurence Naismith to the correct
position for “negotiating” with Tia Zorina (Freda Jackson). Camera operator
Alec Mills remembered that cinematographer Erwin Hillier probably shot the
Gypsy Camp sequence at night (rather than “day-for-night”) because of the
TVIWIRGISJGEQT½VIWERHXSVGLIW[LMGL[SYPHRSX±VIEH²EW[IPPMJ½PQIH
in daylight. (See the footnotes at the end of the Jason and Argonauts
chapter for a more details about day-for-night photography.)
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+MPE+SPERQEOIWJSVE
VEXLIVJIXGLMRKGS[KMVPEW
WLITVEGXMGIWPEWWSMRKE
VEVIWTIGMIWSJ[MPHNIIT

;MPPMW3´&VMIR´WSVMKMREPWXSV]FSEVHHVE[MRK©

±;LIR-VIEHXLIWGVMTX-ORI[-
[SYPHRIIHXSVMHIZIV][IPP²WEMH
+MPE+SPER±WS-[IRXXSEJEVQ[in
the U.S.]ERHXSSOPIWWSRW3JGSYVWI
-[EWEPPFPEGOERHFPYIERHTMGOIH
YTEJI[MRNYVMIWJVSQJEPPWFYXEJXIV
EJI[PIWWSRWMXEPPFIKERXSGSQI
XSKIXLIV*SVEPSXSJXLILEVHVMHMRK
WGIRIW-LEHEWXYRXHSYFPI[LS
FIPMIZIMXSVRSX[EWEQER&YXJSV
QER]WIUYIRGIW-LEHXSFIWIIR
ERH-RIZIVJIPPSJJSRGI3XLIVVMHIVW
[IVIJEPPMRKSJJEPPXLIXMQI.EQIW
*VERGMWGYWXSSOSRIVIEPP]REWX]JEPP
ERHEXSRIWXEKILIHMHR´X[ERXXS
KIXFEGOSRLMWLSVWI&YX[LIRLI
WE[QIVMHMRKEVSYRHLI ERHXLI
SXLIVW HMHR´X[ERXXSFIWLS[RYT
F]E[SQER²[27]
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©.EQIW*VERGMWGYWTSWMXMSRIHFILMRHE
WIXTMIGIWTIGMEPP]GSRWXVYGXIHF]XLIEVX
HITEVXQIRX©

©ERHXLI½REPWLSX8LI(]REQEXMSR±WTPMX²GERFIHIXIGXIH
YTXLIPIJXIHKISJXLIVSGOWTMVIEPPS[MRK+[ERKMXSTEWW
FILMRHXLIVSGOEXHMJJIVIRXXMQIWHYVMRKXLIWLSX

Above and left: The crew completed
XLIPMZIEGXMSR½PQMRK[MXLSYXMRGMHIRXI\GITXHYVMRKSRIWLSX
[LIVIEJXIVPEWWSMRK+[ERKM.EQIW
*VERGMWGYWXMIHXLIVSTIJVSQXLI
NIITXSXLIWEHHPILSVR,MWLSVWI
WYHHIRP]XYVRIHERHVIEVIHTYPPMRKXLIVSTIXEYXEGVSWW*VERGMWGYW´
GLIWXERHWIRHMRKLMQXYQFPMRKSZIV
FEGO[EVHW0YGOMP]LIPERHIHYRLYVXERHEJXIVEWLSVXFVIEO[EW
EFPIXSGSRXMRYI
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“The wooden benches and stalls burn

*MPQMRKMRWMHIXLIGEXLIHVEP%WXERH
MRJSV0STILIPTWJVEQIXLIWLSX
6MKLX+MPE+SPERTSWIWJSVVIJIVence photos to gauge size and
TSWMXMSR ±- LEH VIEH XLI WGVMTX
WS ORI[ XLI WXSV] FYX LEH RS
MHIE LS[ MX [SYPH FI ½PQIH²
+SPER VIGEPPIH ±- WSSR JSYRH
SYX XLEX 6E] [EW MRZSPZIH [MXL
IZIV]XLMRK ,I [SYPH GSRXMRYEPP] KMZI YW I]IPMRIW ERH XEPO YW
through what we were meant to
FIWIIMRKSVWLS[IHYWWOIXGLIW
;I [IVI EPPS[IH XS ½PQ MR XLMW
FIEYXMJYP GEXLIHVEP HYVMRK XLI
HE]XMQI ERH IZIV] JSSXWXIT
IGLSIH IIVMP] XLVSYKLSYX XLI
FYMPHMRK;I[IVIXSPHXSVYRXLMW
[E]ERHXLEX[MXLRSMHIESJXLI
QEKMG 6E] [SYPH GSRNYVI YT XS
TYX +[ERKM VMKLX MR XLIVI [MXL
YW ;LIR - WE[ XLI ½PQ QER]
]IEVW PEXIV Q] EHQMVEXMSR JSV
6E]ORI[RSFSYRHW²[39]

%FSZI6E],EVV]LEYWIR´WTVITVSHYGXMSRHVE[MRKERHXLI½REP
ERMQEXMSRWLSX°UYMXIEGPSWIQEXGL
&IPS[8LI±IQTX]²FEGOKVSYRHTPEXISJ8YGOJIRHMRK
SJJ+[ERKM[MXLEGLEMVERHXLI½REPWLSX%TSVXMSRSJ
XLIQMRMEXYVIWXEKIGERFIHIXIGXIHNYWXXSXLIPIJXSJXLI
JSVIKVSYRHGSPYQR

OLNHWLQGHU:LWKWKHÁDPHVOLFNLQJXS
DOODURXQGKLPQRZ*ZDQJLVWDQGVKLV
KHDGUDLVHGWRWKHKHDYHQVDQGVFUHDPV
DÀQDOSURWHVWLQUDJHDQGDJRQ\”
— from the screenplay

*EGMRK4EKI+[ERKMMWWYVVSYRHIH F] ¾EQIW IPIQIRXW ½PQIH
EKEMRWX FPEGO SR E WQEPPIVXLER
JYPPWM^I WGEPI &EGOKVSYRH
¾EQIW[IVIFYMPXMRXSXLITPEXI
[LMPI JSVIKVSYRH ¾EQIW [IVI
added by separate exposures
EW TEVX SJ XLI ERMQEXMSR WIXYT
8LIWIWLSXWFIRI½XXIHKVIEXP]F]
MRXIVEGXMZI ±¾MGOIV² PMKLXMRK SR
XLI ERMQEXMSR QSHIP HYVMRK XLI
WXSTQSXMSRTLSXSKVETL]
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Director
Gordon Hessler

'EVSPMRI1YRVSVIQIQFIVIH±1]ZIV]½VWXWGIRIW[IVI
WLSXMRXLI'EZIWHI%VXE-X´WEPQSWXEWLEQIXLEX½PQW
can’t be shot in continuity like a play, because by that time
I had been abducted by the centaur and then thrown onto
a pile of bones [left, center, a scene which occurs on page
110 of the script].;LMGLJSVQ]½VWXHE]´W[SVO[EWZIV]
bizarre. At night the caves were so quiet, with only a colony
of bats to keep us company.” [45]

The Cult of
the Single Eye
Apart from a few notable exceptions, which include Jason’s
teacher Chiron, the Centaurs were a race of mountaindwelling, war-like creatures with a love of wine and a
SUHIHUHQFHIRUHDWLQJUDZÁHVK7KLVSDUWLFXODULQKDELWDQWRI
WKHXQGHUJURXQG7HPSOHRIWKH*UHHQ0HQZDVDVXUYLYRU
RIDYDQLVKHGVRFLHW\DQGSRVVLEO\WKHODVWRILWVNLQG7KH
SULPLWLYH *UHHQ 0HQ FRQVLGHU WKH FUHDWXUH D JRG DQG DUH
SURWHFWLYHDQGREHGLHQWWRWKH&HQWDXU·VQHHGV5D\·VGHVLJQ
of the creature strays somewhat from the classical image of
WKH EHDVW EHFDXVH KHUH WKH KXPDQ KDOI LV RQO\ VXSHUÀFLDO
7KH VNLQ LV GDUN JUHHQ DQG FRDUVH ZLWK SDWFKHV RI EULVWO\
ERG\KDLUDQGDVKRFNRIUHGGLVKKHDGKDLU 5D\VDLGKHXVHG
WKHIXURIDQRFHORW $GGLQJWRLWVJURWHVTXHDSSHDUDQFHLV
a single cyclopean eye, sharp canine teeth and pointed ears
EXWZLWKRXWWKHHDUULQJVSLFWXUHGLQ5D\·VLQLWLDOGUDZLQJ 

Above: Did an image from Ray’s cinematic experience
come to mind when he was animating the Centaur carrying Margiana? One particular shot, later used as one
SJXLI½PQ´WEHZIVXMWMRKWXMPPWGSRNYVIWYTQIQSVMIWSJE
painting of a Centaur and its victim on Count Zaroff’s
castle wall in The Most Dangerous Game (1932).

Although not as startling as the entrance of the Cyclops in The 7th Voyage of Sinbad, the subdued
ETTVSEGLSJXLI'IRXEYVMWQSVIMROIITMRK[MXLXLIHEVOIVXSRISJXLMW½PQ1EVKMERE´WEFHYGXMSRF]
XLI'IRXEYVMWEGLMIZIH[MXLXLIYWISJER²ERMQEXIHLYQER½KYVIERHXLIVIMWRSEXXIQTXEXER]
time to show physical contact between the live actress and the animated creature.
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Whenever Caroline walked into a room, all the men went
quiet. She was breathtaking, but it was her demeanor that
changed everything and made everyone fall in love with her.
— Interview with Kurt Christian October 13, 2018 by
Connor Heaney, Tami Hamalian and Vanessa Harryhausen
for the Ray and Diana Harryhausen Foundation blog.

The Golden Voyage of Sinbad • 373

Chapter 21

He Is Not Really a
Baboon...
Sinbad and the Eye of the Tiger • 399

Coronation
8LIGSVSREXMSRWGIRIW[IVI½PQIHMRXLI.I[MWL7]REKSKYIMR8SPIHS7TEMR

Filming Inside Sinbad’s Cabin Set
“I decided to braid my hair as ‘Farah,’
which meant endless hours every day
to redo the braids, and causing the
hair department – and me – to wish
I’d never established it.”
— Jane Seymour

%FSZI6S[MRKEWLSVIMRGSVTSVEXIHEWGEPIQSHIP
SJ7MRFEH´WWLMTQSSVIHMRXLIHMWXERGIXSJSVGI
TIVWTIGXMZIERHIPMQMREXIXLIRIIHJSVXLIJYPP
WGEPIWLMTXSFIQEHIWIE[SVXL]

%¾EWLTLSXSSJXLIWIXXEOIRF]XLIEVXHITEVXQIRXEWGSRXMRYMX]VIJIVIRGI
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Tony McVey works
SRXLIGPE]WGYPTXYVI
SJXLITVMQEV]
&EFSSRQSHIP

the same material, which Ray attached
himself. I recall seeing roughed-in clay
models of the Trog and the Minoton in the
same room, so I imagine Ray would often
start the character sculptures, but due to
time restraints would get a studio sculpWRU RU IUHHODQFHU WR ÀQLVK WKHPµ [20] Ray
completed the baboon model himself and
covered it with raccoon fur. A model about
µKLJKZDVXVHGIRUORQJVKRWVDQGVFHQHV
when the baboon appeared together with
7URJDOWKRXJK5D\IRXQGLWGL
FXOWWRJHW
VXLWDEO\ÀQHKDLUIRUVXFKDVPDOOÀJXUH
The transformation of Prince Kassim
(Damien Thomas) is only suggested in the
RSHQLQJVFHQHVRIWKHÀOPDQGWKHQWKHUH
is only a brief glimpse of the animated baboon when it is brought aboard ship in a
FDJH7KHEDERRQSOD\LQJFKHVVLVWKHÀUVW
clear view the audience has of the creature.
Hassan discovers the baboon in this genWO\HͿHFWLYH VFHQH 7KH EDERRQ LV SHUFKHG
on a stool in front of Princess Farah and
the chess table, and Ray gives full reign
to everything he learned years earlier on
Mighty Joe Young. Ray recalls, “Back then,
we sent a man to the Chicago Zoo to photograph a gorilla so that we could learn something of their mannerisms. But all the gorilla did was to walk across the screen, sit
down and pick its nose, which wasn’t really
KHOSIXO WR WKH ÀOP %XW DW OHDVW LW JDYH XV
an idea of how a gorilla moved and would
sit in repose. With the baboon in Eye of the
Tiger, I was able to transfer all these little
peculiarities I had somehow managed to
store in the back of my mind to the model,
ZKLFK,WKLQNJDYHLWDQDLURIUHDOLVPµ[21]

%FSZI.ERI7I]QSYVLEHXSMRXIVEGXGPSWIP][MXLXLIFEFSSRMRXLIWIIEVP]WGIRIWERHVIQIQFIVIH±;SVOMRK[MXL6E]
[EW[SRHIVJYP,IWLS[IHYWTMGXYVIWSJXLIGVIEXYVIWERHI\TPEMRIHXLEX[I[SYPHFIEGXMRKERHVIEGXMRKXSETMIGISJ
\[SSH[MXLEGVSWWEXXLIXST[LMGL[SYPHVITVIWIRXXLIGVIEXYVI8LMW[EW³VIEPEGXMRK´FIGEYWIYRXMP-WE[XLI½REP
QSZMI-LEHRSMHIE[LEX-[EWGSQQYRMGEXMRK[MXL²[19]

Photo by
Jim Manning

B

ecause the baboon is featured
WKURXJKRXW WKH ÀOP 5D\ LV DEOH WR
explore a variety of characterizations.
An audacious moment of interaction
comes when Melanthius examines the baboon
to verify that the creature has been transformed from the prince. The baboon looks
at himself in a mirror but does not attack its
UHÁHFWLRQ DV D UHDO RQH ZRXOG GR  ZKLFK UH
quired Ray to produce a wonderful moment
of character acting through his animation, as
a tear falls from the creature’s eye. Melanthius
is convinced and shakes the creature’s hand.
Matching the live action and foreground
model required precise alignment and timing.
(In the earlier December, 1974, version of the
script, Melanthius — then called Marzavan —
determines the truth about the transformed
Prince by a long series of intelligence tests).

Left: Patrick Troughton and Jane Seymour show
XLIFEFSSRLMWVI¾IGXMSRYWMRKEWXYJJIHFEFSSR
½KYVISRWIXJSVI]IPMRIWERHTSWMXMSRMRK8LI
WXYJJIHERMQEPEPWSWIVZIHEWEWM^IVIJIVIRGI
JSVXLIERMQEXMSRXLSYKLXLIEGXYEPTPEXI[EW
½PQIH[MXLSYXXLMWJYVV]WXERHMR
&IPS[6E]ERH7EQ;EREQEOIVKYMHIXLI
EGXSVWMRXLIMRXVMGEXIWGIRISJPMWXIRMRKXSXLI
FEFSSR´WLIEVXFIEX

%FSZI7MRFEH´WGEFMR[EWFYMPXEWEWITEVEXIJVIIWXERHMRKWIXSRPERHXSJEGMPMXEXIEGGIWWJVSQFSXLMRWMHIERHSYXWMHIXLI[MRHS[WEW,EWWERWXYQFPIWEGVSWWXLI
VIQEVOEFPIWGIRISJ4VMRGIWW*EVELTPE]MRKGLIWW[MXLEFEFSSR
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Sinbad and the Eye of the Tiger 

Return to
Mount Olympus

T

KUHHZHHNVZHUHVSHQWDW3LQHZRRGÀOPLQJ RQDODGGHUWRJLYH2OLYLHUDQH\HOLQHIURPZKHUHKH ´2OLYLHU EURXJKW DXWKRULW\ WR LW GLGQ·W KH" $QG \RX
WKH0RXQW2O\PSXVVFHQHVEHIRUHWKHFUHZ ZDVVLWWLQJRQKLVWKURQH,WZDVWKHRQO\WLPHWKH\ NQRZ WKH RSHQLQJ VHTXHQFH ZKHUH =HXV LV RQ KLV
OHIW IRU ORFDWLRQ HYHQWXDOO\ UHWXUQLQJ WR ZRUNHGWRJHWKHU6RPHWLPHODWHUDIWHU2OLYLHUDQG WKURQH" :H XVHG D ODVHU EHKLQG KLP WR KDYH WKRVH
3LQHZRRGWRFRPSOHWHWKHÀOPLQJ
+DPOLQKDGPHWDJDLQGXULQJDGLQQHUSDUW\DWGL- ¶OLQHVRISRZHU·FRPLQJRXWRIKLVKHDG7KDWZDVDOD$OWKRXJKQRWHQWLUHO\QHFHVVDU\IRUWKHRQHVFHQH UHFWRU)UDQFR=HUHOOL·VKRXVH2OLYLHUVHQW+DPOLQ VHUSURMHFWRU:HKDGDFRPSDQ\WKDWZDVGHYHORSLQJ
ZKHUH =HXV WDONV GLUHFWO\ ZLWK 3HUVHXV DV D UHÁHF- D OHWWHU WKDW WRRN WKH IRUP RI DQ DSRORJ\ VWDWLQJ WKHPDQGZHJRWWKHPGRZQWR3LQHZRRGDQGWKH\
WLRQ LQ WKH VKLHOG /DXUHQFH 2OLYLHU LQVLVWHG WKDW “[Clash] ZDV VXFK D IULYRORXV SLHFH EXW , KDG VR ÀUHGXSWKLVPDFKLQHWKDWVHQWRXWWKHVHPDUYHORXV
+DUU\ +DPOLQ EH RQ WKH VHW +DPOLQ KDG WR VWDQG PDQ\PRXWKVWRIHHGµ [23] 'HVPRQG'DYLVUHFDOOHG UD\V,WORRNHGYHU\JRRGYHU\JRRGLQGHHGµ [24]

“Olivier was sort of near the end of
his career, really, and he was quite a
tetchy person. You had to treat him
with, um, care… [laughs] and not be
very worried if he growled at you, you
know. He was getting rocky on his
lines, too, but we were patient and it
was fine. And British directors have
this particular problem. When faced
with one of the ‘theatrical knights,’
the protocol is that you must use the
prefix ‘Sir’ until released from the
obligation. So, I always addressed
him as ‘Sir Laurence,’ expecting him
on the f irst day to grandly say, ‘Don’t
worry about that, old boy, call me
Larry.’ But the moment never came,
so I was obliged to always use the
mouthful ‘Sir Laurence’ throughout,
IZIR[LIRHIPMZIVMRKRSXIW²[25]
— Desmond Davis

Right: When the Mount Olympus shoot
was about to wrap, and after Olivier had
gone, it was thought that an insert of
>IYW´LERHTPEGMRKXLI½KYVISJ'EPMFSW
in the arena was needed to precede the
XVERWJSVQEXMSR7S6E]±PIRXELERH²
and made a brief cameo.

Top: Maggie Smith and director Desmond Davis. Smith spent a day on her
own with Ray and Roy Field for the talking statue and several other shots.
Roy Field tells the story: “It was a very tricky effect, and in fact, I never got
MXUYMXIXSQ]WEXMWJEGXMSR1EKKMI7QMXL[EW½XXIH[MXLEWOYPPGETERH[I
placed her in a head brace so that she wouldn’t — and couldn’t — move. I
had to shoot just her face and match all the different angles used in the
live action. Some, I must say, didn’t work. We tried all different methods to
make it work, which often made it worse. Despite her discomfort, Maggie
HMHR´XGSQTPEMRSRGI[LMGLMW[LEX]SYSJXIR½RH[MXLXLIFIXXIVEVXMWX² [26]

&IPS['EQIVESTIVEXSV1MOI6SFIVXW
assists Laurence Olivier in the placement
SJXLI½KYVISJ4IVWIYWMRXLIEVIRE
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The Lady with
the Stone Cold Stare

Medusa!

Desmond Davis
telephoned Ray
Harryhausen with
congratulations
after seeing the
Medusa sequence
IRUWKHÀUVWWLPH

Precedents and Inspirations

W

hile the Dioskilos sequence had been left
in the capable hands of his two assistants,
the encounter with Medusa was to be
pure, classic Harryhausen animation.
Previously, Medusa had appeared prominently
LQ WZR ÀOPV *HRUJH 3DO·V 7 Faces of Dr. Lao and
+DPPHU)LOPV·The Gorgon, ironically both released
in 1964. For Dr. Lao, Tony Randall wore the Medusa
PDNHXS 3URMHFW 8QOLPLWHG SDUWQHU :DK &KDQJ ÀWted rubber snakes with tiny solenoids so that their
WRQJXHVFRXOGGDUWLQDQGRXW6LPLODUO\+DPPHU·V
HͿHFWV PDQ 6\G 3HDUVRQ ULJJHG XS PHFKDQLFDO
VQDNHV D[HG WR D ZLJ ZRUQ E\ DFWUHVV 3UXGHQFH
Hyman, and the snakes could squirm about as well
DV ZLWKGUDZ LQWR WKH ZLJ DQG H[WHQG RXW DJDLQ
%RWKZHUHRQO\PDUJLQDOO\HͿHFWLYHDQGDFWRU3HWHU
&XVKLQJUHPDUNHGWKDW´WKHWKLQJWKDWERWKHUHG>director] Terence Fisher a little was that they just could
QRWDͿRUGVRPHRQHOLNH5D\+DUU\KDXVHQWRGRDOO
those snakes in her hair, and that bothered him beFDXVHWKDWZDVWKHZKROHFOLPD[RIWKHSLFWXUHWRVHH
WKDWWHUULEOHKHDGZLWKDOOWKRVHZULWKLQJVQDNHV+H
KDGWRVRUWRIVKRRWDURXQGWKDWTXLWHDELWWRJHWWKH
HͿHFWKHZDVDIWHUµ[67]
7KH0HGXVDVHTXHQFHZDVDOZD\VJRLQJWREHWKH
KLJKOLJKWRI Clash of the Titans, so Ray spent conVLGHUDEOHWLPHRQWKHÀJXUH·VGHVLJQZKLFKKDGWR
EHERWKDHVWKHWLFDOO\SOHDVLQJDQGSUDFWLFDO´:KLOH
,ZDVUHVHDUFKLQJFODVVLFSDLQWLQJVDQGVFXOSWXUHV,
found that most artists had portrayed her as just a
beautiful woman with snakes in her hair. They do
say that many beauties have a heart of stone, but
ZH WKRXJKW WKDW WKH LPDJH MXVW ZRXOGQ·W EH VWURQJ
HQRXJK 6R ZH PDGH KHU DV XJO\ DV SRVVLEOH DOWKRXJK KHU XQGHUO\LQJ IHDWXUHV VXJJHVWHG WKDW VKH
was once beautiful. I actually based her face on Joan
&UDZIRUG EHFDXVH KHU KLJK FKHHN ERQHV , WKRXJKW
JDYHKHUDSDUWLFXODUO\FROGVWDUH:HWKHQJDYHKHU
D VQDNH·V ERG\ SDUWO\ EHFDXVH SHRSOH KDYH D IHDU
RIVQDNHVEXWDOVRVRWKDWZHZRXOGQ·WKDYHWRJLYH
KHUÁRZLQJUREHVZKLFKZRXOGKDYHFDXVHGTXLWHD
IHZSUREOHPVGXULQJDQLPDWLRQ7KHUDWWOHVQDNHWDLO
VHUYHGWZRSXUSRVHVD¶WHUURU·IDFWRUZLWKUHJDUGWR
LWV ZDUQLQJ DV ZHOO DV D JRRG RSSRUWXQLW\ IRU WKH
sound man to make her presence known when she
ZDVQ·WRQWKHVFUHHQµ[68]
,PDJLQDWLYHOLJKWLQJIURPÁLFNHULQJWRUFKHVDQG
EUD]LHUV ZLWKDUHDFWLYHÀUHOLJKWHͿHFWUHSURGXFHG
RQ WKH DQLPDWLRQ VWDJH  DQG HͿHFWLYH XVH RI VKDGRZVDQGUHÁHFWLRQVPDNHWKHVHTXHQFHRQHWRFKHUish. This is also in no small measure due to Harry
+DPOLQ·VSHUIRUPDQFHZKLFKFDQQRWEHIDXOWHG

Tony Randall donned the snakes in George Pal’s
7 Faces of Dr. Lao (above), and Prudence
Hymen cast a deadly spell in Hammer Films’
The Gorgon, both released in 1964.
Below: Joan’s Crawford’s chilling stare inspired
Ray’s concept of Medusa.

A bare-breasted
Medusa caused
problems, and at
one stage she wore
an unnatural-looking
brassiere. Eventually, it
was decided to reduce
the prominence of
her nipples and her
scaly skin texture
helped disguise this
compromise.

Photo by
Jim Manning
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A

WWKHHQGRIWKHOLYHDFWLRQÀOPLQJDW3DHVWXP+DUU\
+DPOLQ SXW IRUZDUG DQRWKHU LGHD ´7KHUH LV WKLV
JUHDWLPDJHWKDWHYHU\RQHLVIDPLOLDUZLWKIURPWKH
&HOOLQLVWDWXHRI3HUVHXVZLWKWKHKHDGRI0HGXVD
,EURXJKWLWXSZLWK&KDUOHVVHYHUDOWLPHVWKDWLWVKRXOGEH
LQFOXGHGLQWKHSLFWXUH7KHQRQWKHÀQDOGD\RIVKRRWLQJ
DW3DHVWXP,VDLGWR'HVPRQGWKDWWKLVLVWKHSODFHWRGRLW
'HVPRQGVDLG¶2ND\EXW\RXRQO\KDYHÀYHPLQXWHVWRGR
LWDVHYHU\RQHLVSDFNLQJXS·6RWKH\VHWWKHFDPHUDXSJRW
WKHKHDGDQGP\FDSHMXVWDVLWEHJDQWRUDLQ7KH\MXVWVKRW
LWWXUQHGWKHFDPHUDZLWKQRVRXQGRUDQ\WKLQJ,MXVWOLIWHG
WKHKHDGXS,RQO\GLGLWRQHWLPH³LWZDVTXLWHDQDPD]LQJ
PRPHQWWKDW,VKDOOQHYHUIRUJHW,JRWFKLOOVDOOWKURXJKP\
ERG\ZKHQ,GLGLW7KHVHWWLQJZDVSHUIHFWWKHWLPLQJZDV
SHUIHFWDQGWKHLPDJHZDVUHFUHDWHG,WDOOZRUNHGRXWµ [72]

$9LVLWWR5D\·V2IÀFH
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Appendix J

H ow to M ake a M onster!

In keeping with the theme of this volume —
Ray Harryhausen’s early years of experimentation
— we thought it would be interesting to present
examples of the step-by-step process of the design
and construction of stop motion models. This
display is not intended to be a textbook or tutorial,
but just a collection of images that illustrate the
various stages of model construction.
We don’t have any step-by-step photos of the

construction of any of Ray’s models, so the material that follows is a collection of images from
an assortment of other projects, most of which are
familiar to stop motion fans or are creations that
can be easily seen in the movies themselves.
The broad categories include the original design
sketches or blueprints, armatures, mold-making,
foam rubber fabrication and painting, and the
ÀQLVKHGPRGHOVLQVFHQHVRUVHWXSV

%;EV)EKPIEVQEXYVISRGIS[RIHF].MQ
(ERJSVXL TLSXSWXEOIRMR 8LIGSQTPIXI
WXSV]FILMRHXLMWPIKIRHEV] YR½RMWLIH ;MPPMW
3´&VMIRTVSNIGXGERFIJSYRHMRWar Eagles –

W ar E agles

The Unmaking of an Epic – An Alternate
History for Classic Film Monsters by David

'SRSZIVERH4LMPMT.6MPI]

3RISJEWIVMIWSJIEVP]GSRGITXYEPHVE[MRKWTVITEVIHEJXIVXLI½VWX
XIWXVIIP[EWWLSX EVXMWXYRORS[R -X´WYRGPIEVI\EGXP][LIVIXLMW
scene would have appeared in the story.

Asso rt e d
A r m atu r es

Above, left: David Allen with a Tyrannosaurus armature that he put together from spare parts (i.e., not
MRXIRHIHJSVER]WTIGM½GTVSNIGX 8LI±LMRKINSMRXW²EVIXLIX]TISJNSMRXTVIJIVVIHF];MPPMW3´&VMIR
%FSZIVMKLX(EZI%PPIR´W/MRK/SRKEVQEXYVIJSVXLI:SPOW[EKIR8:GSQQIVGMEP%JXIVXLMWTLSXS
[EWXEOIR(EZIJIPXXLEXXLIPIKW[IVIXSSPSRKERHXLEXXLIPS[IVPIKW[IVIRSX±FIIJ]²IRSYKL7SLI
VITPEGIHXLIYTTIVPIKW[MXLXLIPS[IVPIKWERHXLIRYWIHNSMRXWXLEX4IXI4IXIVWSRLEHQEHIJSVLMW
model of The Las Vegas Monster for the lower legs.
0IJX8LMWLYQER½KYVIEVQEXYVIEFSYX²XEPPLEHFIIRHMWGEVHIHEX*MPQ)JJIGXWSJ,SPP][SSHERH
VIXVMIZIHMRXLIW%WEVIWYPXMX[EW½VWXXLSYKLXXSFIE1EVGIP(IPKEHSEVQEXYVIJSVSRISJ
XLIGSQIHMERWMRXLI½REPWXSTQSXMSR±PEHHIVWIUYIRGI²MR It’s a Mad, Mad, Mad, Mad World.
,S[IZIV.MQ(ERJSVXLXLITVMRGMTEPERMQEXSVSRXLIWIUYIRGIEX*MPQ)JJIGXW[IMKLIHMRSRXLMW
EVQEXYVIMRERIQEMPXS)VRMI*EVMRSEWJSPPS[W±%JXIVWXYH]MRKXLIMad WorldEVQEXYVI-´QRSX
IRXMVIP]WYVIMX´WXLISRI1EVGIPQEHIERH-HSR´XXLMROMX´WXLISRI1EVGIPWLS[IHQI-XGIVXEMRP]
PSSOWWMQMPEVFYXWIIQWXSLEZIQSVI³QEGLMRMRK´XLER-VIGEPP XLIGPIZMWGPEQTWEXXLILMRKINSMRXW 
8LIWIGSYPHLEZIFIIRLERH½PIHFYXMXHSIWR´XPSSOPMOIXLEX%PWS-VIGEPPXLEX1EVGIPLEHWSQI
W[MZIPNSMRXWXLEX[IVIQEHIJVSQXIPIWGSTMRKXYFMRKXLISYXIVSRISJ[LMGLLEHFIIRWPMXERHXIRWMSR
applied by simply binding it tightly with heavy thread. It may have been made for Mad World, but
-GER´XHI½RMXIP]MHIRXMJ]XLMWEVQEXYVI²7SPMOIXLI½REPGSRGPYWMSREFSYXXLIQSRSPMXLMR2001: A
Space Odyssey±-XWSVMKMRERHTYVTSWIWXMPPEXSXEPQ]WXIV]©²
&SXXSQVS[
Left: 1EVGIP(IPKEHSMRJVSRXSJLMW,SPP][SSHLSQI1EVGIPLSPHWXLIWXSTQSXMSR½KYVIWJVSQIt’s a
Mad, Mad, Mad, Mad World°PEXI\GEWXMRKW[MXLTSP]JSEQMRXIVMSVW RSEVQEXYVIW 

1MHHPI1EVGIP(IPKEHS*SVV]%GOIVQERERH.MQ(ERJSVXLMRXLI%GOIVQERWMSRMRXLIW
6MKLX8[SEVQEXYVIWERHE½KYVIJVSQXLIDavey and Goliath8:WIVMIW(EZI%PPIRLMVIH)VRIWX
*EVMRSXSVI[SVOXLIWIEVQEXYVIWMRXSXLIWXSTQSXMSR[IVI[SPJQSHIPWJSVThe Howling  F]
PIRKXLIRMRKXLIXSVWSERHPMQFW9PXMQEXIP]XLIVI[EWSRP]SRIWXSTQSXMSRGYXMRXLI½REP½PQ

%R3´&VMIREVQEXYVIQEHIQSWXPMOIP]
for Gwangi (the Allosaurus intended
for War Eagles[EWQYGLWQEPPIV 
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I

have lost a very dear friend who always had the ability to surprise me, and I will miss
RXUUHJXODUFKDWV:HVKDUHGWKH&DQFHUELUWKVLJQSOXVDORYHRIÀOPPXVLF/DXUHO
and Hardy and, of course, King Kong (although his addiction to the TV series Murder,
She Wrote or his constant yearning for a Big Mac was lost on me). Despite living in
(QJODQGIRURYHUÀIW\\HDUV5D\QHYHUEHFDPH$QJOLFL]HG³KHZDVD&DOLIRUQLDQWRWKH
HQG<RXQHYHUKDGWHDDQGELVFXLWVZLWK5D\LWZDVDOZD\VFRRNLHV KRZ,ORYHGWKHVRXQG
RI KLV GHHS YRLFH DVNLQJ ´'R \RX ZDQW D FRRNLH«"µ  +H GLG ORYH VRPH RI RXU TXDLQW
English sayings, though, and often ended our telephone conversations with an exaggerated,
´&KHHULRSLSSLSµ

$UHDOOLIH*HRUJH%DLOH\KHWRXFKHGVRPDQ\OLYHVWKURXJKRXWKLVRZQ:RQGHUIXO
/LIH5D\KDGDQLPSDFWRQVHHPLQJO\HYHU\RQHDQG,PDGHVRPDQ\JRRGIULHQGVIURP
P\IULHQGVKLSZLWK5D\:KHQ,VWDUWHGZULWLQJWKHVHERRNV,ZDQWHGWRVKDUHP\SDVVLRQ
IRUKLVJHQLXVZLWKRWKHUV³KRZJUDWLI\LQJWRUHDOL]HWKDW,ZDVSUHDFKLQJWRWKHLQLWLDWHG
DQGKRZOXFN\WRKDYHVKDUHGRYHUWKLUW\\HDUVZLWKVXFKDZRQGHUIXODQGFUHDWLYHSHUVRQ
, ZDV VR H[FLWHG DERXW WDNLQJ 9ROXPH 2QH RI Majicks WR 5D\ ³ KH ZRXOG KDYH ORYHG
the KongFKDSWHUDQGSUREDEO\WKHUHVWRIWKHERRNWRR

7KHZRUOGZDVDULFKHUSODFHZKHQ5D\ZDVDOLYHDQGPXFKOHVVIXQQRZWKDWKH·V
JRQH&KHHULRDQGSLSSLS5D\DQGWKDQNVIRUWKHPHPRULHV
— Mike Hankin
362 • Ray Harryhausen - Master of the Majicks • Volume 3: The British Films
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Ray Harryhausen
Author Mike Hankin personally delivered Ray’s copy of Vol.
 WKHÀUVWRQHSXEOLVKHG WR5D\DWKLVKRPHLQ(QJODQG
RQ:HGQHVGD\6HSW0LNHZURWHWKHIROORZLQJ
account of the visit:
“Ray looked at every page of the book, and so did [Ray’s
wife]'LDQD5D\·VÀUVWUHDFWLRQ¶0\*RG·+HZDVIXOO
RISUDLVHIRUWKHOD\RXWVDQGLWVHHPHGOLNHHYHU\SDJH
ZDVJUHHWHGE\¶:KHUHGLG\RXJHWthatSKRWR"·+H
ORYHGWKHFRYHU[a close-up of the Cyclops]LPPHGLDWHO\
VKRZLQJLWWR'LDQDDQGVD\LQJ¶:KRDP\ROGIULHQG·
+LVWLUHGQHVVIURPKLVUHFHQWWUDYHOVVHHPHGWRJR
DZD\DQGKHORRNHGWKURXJKWKHERRNYLUWXDOO\DOOWKH
WLPH,ZDVWKHUH+HJUDVSHGP\KDQGZLWKERWKRIKLV
ZKHQ,VDLGJRRGQLJKWDQGVDLG¶<RXFDQVHHRQHYHU\
SDJHWKHORYHDQGFDUH\RXKDYHSXWLQWRWKLVERRN,W
UHDOO\LVVXSHUE·µ
Vanessa Harryhausen 5D\·VGDXJKWHU
´,FRXOGQ·WEHOLHYHWKHEHDXW\RI[Vol. 2]ZKHQ,ÀUVW
RSHQHGLW7KHOD\RXWLVMXVWVWXQQLQJ'DGKDG
DOUHDG\WROGPHWKDWWKHUHZDVSKRWRJUDSKVKHKDG
QHYHUVHHQEHIRUHEXWWKHUHZDVVRPXFKPRUH,ORYH
DOOWKHGLͿHUHQWPRYLHSRVWHUV,FDQ·WEHOLHYHDOOWKH
SHRSOH\RXWDONHGWR,I9ROLVWKHÀUVW,FDQ·WZDLW
WRVHHWKHUHVWµ
Guillermo del Toro'LUHFWRURIThe Shape of Water,
+HOOER\3DQ·V/DE\ULQWK, and 3DFLÀF5LP
´$QDEVROXWHPDUYHO$GUHDPRIDERRNVHULHV
WKDWLQVSLUHVDQGDZHVDVPXFKDVWKHÀOPPDNHU
LWHQVKULQHV)ODZOHVVO\GHVLJQHGFKRFNIXOORI
DVWRXQGLQJJUDSKLFPDWHULDODQGLPSHFFDEO\ZULWWHQ
WKHVHDUHWKHERRNV\RXGUHDPHGRIDVD0RQVWHU.LG
$QDEVROXWHPXVWµ
From Guillermo del Toro’s Preface to Volume 3:
´7KHUHLVQRZD\WRRYHUVWDWHWKHLPSRUWDQFHRIWKHVH
ERRNV7KHVHERRNVDUHVLPSO\WKHPRVWSHUIHFWERRNV
DERXW+DUU\KDXVHQHYHUPDGH7KLVLVWKHERRNWKDW
\RXGUHDPWRIKDYLQJDVDFKLOGDQGWKHRQO\JDWHZD\
,JXDUDQWHH\RXWRUHJDLQWKDWORQJJRQHWKULOO\RX
KDGZKHQ\RXZKHUHHLJKW\HDUVROGDQG\RXFUDFNHG
RSHQWKHSDJHVRIWKHODWHVWLVVXHRI)DPRXV0RQVWHUV
RI)LOPODQGPDJD]LQH3HUKDSVPRUHLPSRUWDQWO\WKLV
ERRNSHUIRUPVRQHWUXO\PDJLFWULFNRQHWKDWZHGRQ·W
H[SHULHQFHRIWHQHQRXJKLWPDNHV\RXZDQWWRJRRXW
LPPHGLDWHO\DQGUHZDWFKHYHU\VLQJOHRQHRIWKHWKH
FKURQLFOHGÀOPVDQGLIDWDOOSRVVLEOHJRDQGVKRRWD
ÀOP\RXUVHOI,QVXPPDWLRQ,WPDNHV\RXIDOOLQORYH
ZLWKFLQHPDDOORYHUDJDLQµ
Leonard Maltin
´,QP\UHFHQWURXQGXSRIÀOPERRNV,QHJOHFWHGWR

PHQWLRQRQHRIWKHPRVWHODERUDWHSXEOLVKLQJYHQWXUHV
RIRay Harryhausen: Master of the Majicks
9ROE\0LNH+DQNLQ,RIWHQUHFHLYHUHYLHZFRSLHVRI
ERRNVIURPWKHLUSXEOLVKHUVEXW,ZDVKDSS\WRVKHOO
RXWP\RZQKDUGHDUQHGGROODUVIRUWKLVODERURIORYHD
PHWLFXORXVVXUYH\RI5D\·VOLIHDQGFDUHHU
Ron BorstDXWKRURIGraven ImagesDQGRZQHURIWKH
+ROO\ZRRG0RYLH3RVWHUVVKRS
7KHWKUHHYROXPHVDOOWRJHWKHUUHSUHVHQWWKHJUHDWHVW
ERRNVRQIDQWDV\ÀOPV³ever.
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$UFKLYH(GLWLRQV·GHÀQLWLYHELRJUDSK\RIVSHFLDOHͿHFWV
SLRQHHU5D\+DUU\KDXVHQLVDMR\WREHKROG7KHEHDX
WLIXOOLPLWHGHGLWLRQKDUGFRYHUERRNVDUHDWUHDVXUH
DQG9ROXPH[alone]PDNHVIRUFRPSHOOLQJUHDGLQJIRU
DOPRVWDQ\ÀOPEXͿ7KHVHULHVFRYHUV+DUU\KDXVHQ·V
FDUHHUIURPHDUO\PPH[SHULPHQWVDQGWKHLQÁXHQFH
of King Kong·V:LOOLV2·%ULHQWRKLVXQÀQLVKHGSURM
HFWVDQGKLV/LIHWLPH$FKLHYHPHQW2VFDU®.
Sam Calvin
$WDSRLQWZKHQ´'RQH7R'HDWKµPLJKWEHFRQVLGHUHG
5D\+DUU\KDXVHQ·VPLGGOHQDPH,·PGHOLJKWHGWR
VD\WKDWWKHVHEUHDWKWDNLQJYROXPHVVWDQGRQWKHLU
RZQDVPDMRUFRQWULEXWLRQVWRIDQWDV\ÀOPKLVWRU\E\
UHFRXQWLQJWKHSHUVSHFWLYHVRIWKHPDQ\DUWLVWVZKR
KDYHZRUNHGZLWKWKHHͿHFWVPDVWHURYHUWKH\HDUV
(YHU\WKLQJDERXWWKHVHERRNVVFUHDPVPHWLFXORXV
UHVHDUFK0LNH+DQNLQKDVLQWHUYLHZHGSUHWW\PXFK
HYHU\ERG\\RXFDQWKLQNRIWREULQJXVWKHXOWLPDWH
+DUU\KDXVHQUHIHUHQFHZRUNV9LUWXDOO\HYHU\OLQH
RIWH[WUHYHDOVVRPHQHZIDFWDERXW5D\DQGKLV
ÀOPV$V,UHDGWKHVHERRNV,ZDVEORZQDZD\E\WKH
LQFUHGLEOHDPRXQWRIGHWDLO%HOLHYHPH\RXZLOOQRW
EHGLVDSSRLQWHGHYHQLI\RX·YHUHDGHYHU\WKLQJHOVH
RXWWKHUH
Richard Green
(DFKYROXPHMXVWO\GHVHUYHVWREHKDLOHGDV´$
6XSUHPH$FKLHYHPHQWLQ:ULWLQJ0HWLFXORXV
5HVHDUFKDQG3UROLÀF,OOXVWUDWLRQµ7KHWRWDO
FRQYLFWLRQDQGGLOLJHQFHWKDW\RXKDYHFRPPLWWHGWR
HDFKYROXPHRIWKLVHQF\FORSHGLFZRUNLVDEXQGDQWO\
REYLRXVDVLWOHDSVRXWWRWKHUHDGHUIURPHYHU\SDJH
$QGWKHVHYROXPHVUHNLQGOHRXUIRQGPHPRULHVRI
5D\KLPVHOIDVZHOODVDOOWKRVHRWKHUVZLWKZKRP
KHZRUNHGLQVXFKVNLOOIXOFROODERUDWLRQHVSHFLDOO\
&KDUOHV+6FKQHHU<RXUVLVLQLQGHHGDÀWWLQJ
´7ULEXWHWR7KH0DVWHUµDQGWKH\GHVHUYHWREH
LQFOXGHGLQHYHU\SXEOLFOLEUDU\DURXQGWKHZRUOG
EHFDXVHRIWKHLUXQLTXHDQGYDOXDEOHFRQWHQWV7KH\
DUHFHUWDLQO\YROXPHVWREHUHOLVKHGDQGWUHDVXUHG
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