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Jason and the Arconauts

&

Left hand page. Twa key drawings for the film, Above is my concept for
the Hall of Zeus at Thessaly, and below is an early design for what
would have been part of Jason's journey into the underworld. Here he
is seen with Cerberus, the two-headed (it should have been three}
guardian of the underworld. Although we didn’t use him in Jason and
the Argonauts, he was a creature that would pop up in Clash of the
Titans on Medusa's Island.

Greek and Roman mythology had never been a
favourite subject of mine at school, but as I grew
older I began to appreciate the legends and realize that
they contained a vivid world of adventure with
wonderful heroes, villains and, most importantly, lots
of fantastic creatures.

In the late 1950s Charles and 1 discussed the
possibilities of filming a Greek legend, specifically the
story of Perseus. Following the lack of enthusiasm for
Mysterious Island, we resurrected the idea and searched
for alegend to form a natural storyline for Dynamation.
Like 7th Voyage, we would have to adapt and gently
manipulate the story. Between us we read all of the
Greek legends, and instead of the Perseus story (which
we felt had some problems), we eventually decided on
Jason and his search for the golden fleece, allowing us
the most flexibility for high adventure and fantasy.

Having decided that it was to be ‘Jason, Charles
presented our idea to Columbia in December 1960.
The front office was intrigued and gave us the go-
ahead to prepare drawings and a treatment for the
project, tentatively called Jason and the Golden Fleece.
So it was that what would be known as Jason and the
Argonauts was born, and of all the films that I have
been connected with, it continues to please me most
and is, rather gratifyingly, the film most people
mention when they meet me.

was string the ‘encounters’ together, so providing
a natural progression. I began this by visualizing
some of the key sequences, and the first results
included the harpies (an early version), Talos, Triton
and the clashing rocks, modifying each one until
I was satisfied that they would work on the screen.

Whilst I was working on the concept drawings for
the key sequences, Charles commissioned a treatment
and screenplay from Jan Read. At a ‘sweatbox session’
I showed my drawings to Jan and Charles, and
between the three of us we discussed how to link
them together. Jan then went off to formulate and
bridge my drawings with a suitable continuity for
a screenplay. During one of the preliminary discus-
sions we considered the idea of top and tailing the
story with a modern section. This, we realized later,
was a mistake, but in those early days we were
reluctant to plunge contemporary audiences directly
into a film set in ancient times. We felt that it needed
a prelude, and doggedly pursued this line of thought,
which Jan then transferred into a first rough screen-
play. This screenplay begins with a group of tourists
visiting the Temple of Poseidon at Sounion, in
Greece, and whilst looking around they come across a
strange man who relates the story of Jason. As the
story of the Argonauts’ great adventure unfolds, the
screen dissolves into the time of legend.

The earliest written notes | have relating to Jason were made during the filming of Mysterious Island, hastily written on
the back of a page of the script, entitled Sinbad in the Age of Muses. | am not sure why | used that title (I probably
thought that by keeping Sinbad in there it would lead to better box office). It was those scribbles that presumably led
me to formulate some of the basic ideas that would become Jason and scenes for future pictures. Aside from the main
premise of Sinbad and Jason setting off together on a quest for the golden fleece, there are references to ‘a land of the
dead with walking skeletons', “flying on a griffen’,'Medusa the magician’ and ‘the harpies’.

Because myths are usually very episodic and lack
strong continuity, such stories need some degree of
manipulation. But the story of Jason lent itself more
than most to a natural flow of instances that could, we
felt, be strung together to make a cinematic story. Its
central theme told of the hero Jason searching for the
magical fleece, throughout the quest encountering all
manner of obstacles and beasts. What we had to do

Although sections of Jan’s screenplay were carried
into the final picture, the bulk of the story and
dialogue, especially the beginning, tried too hard to
remain faithful to the legend, making it far too
complex and cumbersome for the kind of picture
Charles and I were looking for. Although Jan worked
hard at trying to resolve the problems, we needed a
writer who was familiar with the subject, so Charles
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Lhz: hbled bnldm Fleece. In our version the ﬂu.irdl.m
of the fleece is the seven-headed hydra, but in the
leeps. I felt
that a dragon is seen today as a medieval beast,
besides which, 1 had already animated a drag
before, so | searched through the Greek legends .md
came up \\Ilh the hydra, which appears in the

5 1rm.Jll'.' it was purlm'.es.i as hd\ ing more hmd:.
than 1 could ha coped with (a hundred heads

according to Diodorus; fifty according to Simonides
and nine according to Apolodorus), and as soon as
Hercules cut off one head, two grew in its place. The
hero finally kills it with the help of Tolaus, who applied
a burning iron to the wounds, so ensuring no head
would grow, but for our film this was all too Lumplp
cated, so I gave him seven heads (as it’s a magical
number in all legends) and killed him with a sword
through the heart. As with Talos, I based the basic
§ paintings,

s before

like’ with a distinctive tail ending like a forked s
tongue. The seven heads were dcsigned to reser

s have to ask myself,* Canl put
I had no such limitations, my

and money that dictates practicality, although with
the hydra I did set myself a pretty tough task.

The hydra model was
up to the time was one of
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and built, but it did allow me to photograph it in detail.
It also possessed an incredibly complex armature that
provided a wide range of movements, including its
snake-like body, seven heads, double tail, mouths,
tongues and blinking eyes. All these body elements had
to be synchronized. For every frame of film, I would
move the model perhaps by only a millimetre, but
there were sometimes thirty-plus movements required.
Each element of the body had to be moving and then
I had to remember that the third head was going
forward and down, the fourth was going backwards and

Top. Frames of the hydra sequence.

Below. The original pt drawing for this seq
Note how only the figure of Jason changes in the final film. The restis
more or less how it appears in the film.

Right hand page. The battle with the Hydra as it appears in the film.
Unfortunatety, when a still frame of the picture is enlarged as this is it
does show the grain in the rear projection. When the film is projected
at 24 frames per second, then these imperfections are hardly notice-
abla. In the still the matte line in the ground around the base of the
hydra is clearfy wvisible, along with these miniature rocks, and the eye-
line can be seen ta be exactly right, as though Todd was actually
looking at the creature.

up, the tail was curving this way, the body another way.
As if these elements were not enough, [ also had to
animate, at different stages of the sequence, two
human figures (Acastus and Jason) who were held in
the grip of one of the tails. Both scale models were
based on the actors, whom we had photographed
from every angle in their costumes to obtain the best
likeness. For the close-ups of the characters gripped
by the tail, the real actors were suspended on wires
and wrapped in a full-size section of the tail.

All too soon, Jason slays the hydra by twice

Above. Three stills of the hydra emerging from its cave. The firstis the
maode! on the animation table. Notice the rocks on the floar: this was a
fittle trick of bringing the creature into reality. The rocks seemed to be

part of the cave and the surrounding rocks. The second still shows the

JASON BATTLES THE HYDRA

plunging his sword into the creature’s chest, the second
thrust being fatal. The choreography for this was done
on the set in Rome, although I had pre-planned it
before we began filming. At a predetermined point in
the action, Todd thrust his sword forward and then
dropped it onto the studio floor. In the animation
studio the real sword on the rear projection screen
was hidden behind the animated model of the hydra
and substituted with a miniature sword at the
moment most appropriate to keeping the detection of
the substitution minimal.

creature against the rear projection screen with the rock background
and the third is the final composite of the creature emerging from the
cave, achieved by means of 2 matte line drawn around the mouth of
the cave in the live action

RAY HARRYHAUSEN | AN ANIMATED LIFE
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The climax of the film is the battle with the children
of the hydra’s teeth. When Aeetes catches up with
Jason he scatters the teeth whilst calling on the forces
of darkness to avenge him of the crime. From out of
the ground appear armed skeletons. In the legend it is
rotting corpses, and despite originally designing the
scene as such, we thought this would give the film a
certificate that might have barred children, so we
decided on seven skeletons (the same number as the
hydra’s heads). By today’s standards the rotting
corpses would not only be acceptable, but expected.

projection plate. Below each of the holes | constructed
seven little platforms to which the crouching
skeletons (they are crouching when they first appear
up through the ground) were attached. | then fixed
each of the platforms to a screw device (a mechanism
I had developed for It Came From Beneath the Sea),
allowing me to slowly animate each skeleton rising up
and breaking through the cork. To allow the cork to
be animated at the same time as the models, I cut
each disc into sections so that when the skeletons
broke through, it would seem like clods of earth had

Once Jason has killed the hydra, he flees with Medea and the fleece. When Aeetes, king of Colchis, sees the dead hydra,
he calls on the power of Hecate, queen of darkness, to deliver to him the children of the hydra's teeth, the children of the
night. Fireballs rain down from the sky and consume the body of the creature, reducing it to a skeleton from which Aeetes’
men collect the teeth. Les Bowie (an accomplished British special effects technician) photographed the fireballs. Based
on the exact angles | wanted the fireballs to appear from, Les made up a number of small balls of wadding soaked in
petroleum that were lit and thrown from a platform at night. He filmed a variety of angles for me, and once we had chosen
the best ones, they were added by double printing in the camera.

Each of the model skeletons was about 8-10 inches
high, and six of the seven were newly made for the
sequence. The remaining one was a veteran from The
7th Voyage of Sinbad, slightly repainted to match the
new members of the family. Of course, I had to take
certain liberties with the human skeleton to allow the
bones to cover the metal armature, Like the skeleton
in 7th Voyage, the shape of the bones was created from
cotton wool soaked in latex, which I then shaped into
bones and allowed to solidify. For their appearance
from the ground we built a miniature section of
landscape made of plywood, covered with painted
plaster and into which we cut seven random holes.
These holes were covered with cork and the whole
thing painted to match the area in front of King
Aeetes and his men who would appear in the rear

been pushed aside. Each of the sections had copper
wire passed through them, allowing me to animate
them so that it seemed as if the skeleton had done it.
Some of the cork pieces appear to roll away from the
hole, and these were animated by using wax to hold
them in place for the frame to be shot. I could, 1
suppose, have made the skeletons simply appear in a
cloud of smoke, but the result would not have been
the same, The effect of these ‘children of the night'
almost unwrapping themselves from the earth is far
more dramatic.

When all the skeletons have manifested themselves
to Jason and his men, they are commanded by Acetes
to “Kill, kill, kill them all} and we hear an unearthly
scream. What follows is a sequence of which I am very
proud, although the logistics involved were immense.

Left hand page. Two of my earliest sketches for Jason's fight with
the skeletons. Even at a very early stage | was interested in having
the children of the hydra’s teeth rising from the ground, in this case
the grave or from Hades. | was inspired of course by the classics,
however thesa do not transiate readily into the equally fantastic
realms of Hollywood.

All the live action for the sequence was filmed on a hill above the
beach near Palinuro, where we had shot the Talos sequences. When
we were looking for locations for Clash of the Titans some years later,
we naturally returned to the hill, but at some time over the intervening
years a huge hotel had been built on the site. To say we were
disappointed would have been an understatement.

All of the skeleton models survive today. Some are in exhibitions and
the others are in my collection. As the skeletons are one of the mest
popular creatures, one of the models usually has the honour of
travelling with me to lectures and conventions in a custom hand-made
protective box, in the shape of a coffin, which amuses fans—an
appropriate mode of transport | feel to survive the rigours of 21st-
century air travel. However, there have been occasions when
customs have thought this somewhat strange.

The other key drawing shows the advance of the skeletons and the
fleece being rescued by Jason and his counterparts. | really wanted a
sense of a legion, very disciplined, moving as one, a formidable enemy
for even the hero Jason to deal with.

Top. Rare original storyboards, which Tony only rediscovered a yearor
$0 ago. | had thought them lost. They show my planning of each cut
with the animation of the skeletons interacting with the live action
sequences. Referencing these against stills from the original print of
the movie shows that | was able to maintain a singular (if very complex
—and consequently exhausting) vision of how the sequence was to unfold

Above. Frames from the final film. As you can see, the end result
closely matches my original storyboards.
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Above left. One of my very for the fight b
Jason and the skeletons on the plinth. This even precedes the key
drawing that appears on the following page.

Above right. What Jason sees.

Right hand page, top. Atthe very earliest stage, such scenes as the

keleton fight are designed and visualized with continuity sketches.
However, when these are drawn for the script, they are executed in the
broadest terms, dictating only set-ups. The originel storyboards show
my planning of each cutwith the animation of the skeletons interacting
with the live action sequences.

Right hand page far top right Lost idea, The storyhoard image of the
missing animation shot of the skeleton searching on the ground for
his head.

Right hand page middle. Contact shot planning. In this section of the
storyboard one of my pre-planned ‘contact shots is illustrated. In frama
two (shot 634) we see Jason swinging his sword and in the following
shot (6351 the sword making contact with the skeleton’s head and

i itating him {can & skel bed d?). | had p i that
the shot would show Todd's lower legs and in front of this projected
image | would animate a miniature sword slicing off the head.

Right hand page bottom, This was one of my key or concept drawings
for this particular sequence. | based the look of the drawing on an
ancient classical theme, but with touches of Doré. In the final film the
temple in the background was not included. This | think was never a
possibility on our budgets, but the drawing helped to sell the idea of the
project.
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I had three men fighting seven skeletons, and each
skeleton had five appendages to move in each
separate frame of film. This meant at least thirty-five
animation movements, each synchronized to the
actors’ movements. Some days I was producing just
13 or 14 frames a day, or to put it another way, less
than one second of screen time per day, and in the
end the whole sequence took a record four and a half
months to capture on film. There is one scene in
which we see a skeleton chase Fernando Poggi, our
sword-master, and jump across a ruined gateway. It
looks great but took me longer to complete than any
other scene in the sequence because the model had to
be animated on aerial wires. I only have myself to
blame, as I designed it that way.

kept things simple, there would be fewer problems.

The synchronization between the live actors and
the models is, of course, vital. During the skeleton
fight (or, for that matter, any fight between real actors
and models), I had to count each frame of film on the
rear projection plate to determine exactly where the
actor’s sword, which appeared on the plate, and the
skeleton’s sword would meet. The number of frames
would determine how long it would take for the
skeleton to go from point A to point B so that the
swords met at exactly the right spot.

The number of frames dictates what speed is
required to get the skeleton’s arm up, so that when the
actor’s hand is in a certain place, the skeleton’s sword
will block it. The speed of the live-action photography

As | have made clear, little or nothing in any of our films is left to chance. Everything is pre-planned to avoid waste, which
costs money. However, in the case of the skeleton fight there is ane brief animation shot that was cut It showed a skeleton
on all fours, feeling around the ground for its severed skull, and was meant as light relief. When we viewed the complete
sequence itwas decided that it slowed the pace and was therefore cut out. Itwas one of the very few times that any of the
filmed animation was dropped from our productions. In the UK one scene in which we see the skeletons charge the
camera and hear a horrific shriek, was cut for the film's release. The censor thought it far too risky for British children, and
as we wanted a children’s certificate, the shot had to come out. Like the cyclops and the skeleton in 7th Voyage, the scene

was reinstated some years later.

Concentration, especially with such a complex
scene as the skeleton fight, is a vital talent for any
animator. The minute your mind wanders, you lose
continuity and a whole scene or a day’s work can be
lost. If the phone rang (in the 1960s I didn't have the
luxury of an answering machine), I would either let it
ring or take it off the hook altogether. When I look
back at the hydra sequence, it is remarkable that T ever
remembered which head was going forward or
backward and whether a model was accelerating or
decelerating. | am often asked whether I used a flow
chart (a record of movements and progression of the
models) to detail the moves but the answer is no.
Occasionally I would make a few basic notes when I
broke for lunch, and sometimes, but rarely, used a
surface gauge. Aside from that, I always found that if |

would be 24 frames per second, so [ had to judge the
speed of the movement for the animation accord-
ingly. The broader the movement of the model, the
faster it will appear to move when run at 24 frames. It
presents a problem of timing because the models and
actors must appear to have been photographed at the
same time. This makes it necessary to sometimes
move the model about half a millimetre per frame in
order to keep in synchronization with the live actors.
Sometimes | would have to kill’ footage (killing time
means that the model action is not completed) in
order to get the skeleton from point A to point B to
meet the actor, but occasionally T would have to do
the opposite by ‘fleshing out' time with subtle
movements to allow synchronization with the live
action and so lengthen the scene.
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Top left and above. The still above leht shows the stuntmen rehearsing
with Todd Armstrong, Andrew Faulds and Fernando Poggi for the
skeleton fight. The stuntmen wore numbered sweatshirts so that the
actors knew which skeleton they were supposed to be fighting, and
this was also used as a reference for when | came to animate the 'real’
skeletons, The sequence of stills above show Andrew Faulds acting out
his death from one of the skeletons. The actors were refentiessly
rehearsed so that when shooting the sequences, everything was as
convincing as possible. Again, of course, the eyeline was crucial, as
well as the smoothness of the shadow baxing.

Top right. The scene on the plinth as it appears in the final film. The
plinth in the rear projection has been replaced with a madel plinth
exactly aligned with the real one. On and around this | placed the
skeletons, matching their movements with the footage kept of the
stuntmen with the actors, and so ing the actors’ me

Right hand page top. More stills of the shadow boxing, several with
a stuntman.

Right hand page. My designs for the skel howing
in detail some of the ball and socket joints. Also is a still of one of
the skeletons.

Below and right hand page below. Frames from the finished film.
In them can be seen the death of Andrew Faulds’ character and the
leap into the sea.

At the very earliest stage such scenes as the skeleton
fight are designed and visualized with continuity sketches.
However, when these are drawn for the script, they are
executed in the broadest terms, dictating only set-ups.
That's all very fine on the drawing board, but there are
unpredictable factors — the actors, the weather or how
the location chosen will apply itself to the set-up —
none of which can be anticipated on our budgets, so
everything must be kept as fluid as possible.

Planning is crucial, but one way to avoid too many
variants is a reliable crew. The live-action choreography
for the skeleton sequence was intensely complex but

was, as usual, made less problematic by the presence of

both Wilkie Cooper, our cameraman, and Fernando
Poggi, our sword-master. Enzo had been our sword-
master for every production since 7th Voyage, but just
before the production of Jason, he had decided to
retire and so Poggi, who had worked alongside Enzo,
took over the role. He also played one of the Argonauts
in the skeleton fight sequence. | must confess that
since I had visualized the skeleton sequence, I had had
concerns about how we were going to photograph the
live action. I needn’t have worried. As soon as the
location photography began, Poggi and 1 discussed
the sequence, and when he wasn't working on a scene,
he practised with the actors and the seven other
stuntmen, away from the camera and crew. Poggi
insisted that the seven stunt-men were dressed in
numbered white sweatshirts, and, like Enzo, he again
used a hand clap for the beats that would determine
the duration between each action. Slowly, as the fight
was practised over and over, the sequence came
together, with the end result that on the day of the
shoot it went extremely well. As with most scenes

such as this, it was shot twice. The first was a black
and white guide print of the actors and stuntmen in
picture, which allowed me to keep track of exactly
where the skeletons would be. The second was a
duplicate of the first but without the stuntmen,
showing only the actors ‘shadow boxing’ It was this
that would be my back projection plate so that I could
align the models to the action.

I designed and animated into the skeletons certain
human ‘touches’ to give them some character. For
example, I was able to give the impression that a skel-
eton was mortally wounded, while another example
occurs on the platform when a skeleton rolls to the
edge, apparently stunned, with its bony arm hanging
over the side. The arm can just be seen swinging with
the force of the movement. It wasn't something I
needed to do, but these ‘touches’ add character and
occasional relief to a scene. The illusion of reality is
achieved through ‘contact’ between the live actors and
the models. It was the vital ingredient to enable the
whole thing to work for the audience. Although
I designed several of the ‘contacts’ at the planning
stage, it wasn't until we arrived at the actual location
that Poggi and 1 were actually able to define them.
Apart from the obvious clashing of swords, we see
one of the skeletons’ heads being lopped off and there
are several actions of pushing and kicking the
skeletons away. However, there is one shot that puts
Todd Armstrong into direct ‘contact, and this is when
we see him plunge his sword through a skeleton's
ribcage. During the live action Todd plunges his
sword down and then at a specific point in the
movement lets go of it so that it drops to the ground.
In the animation studio 1 animated the skeleton in
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front of the sword dropping onto the ground, which
appears in the back projection plate, and replaced the
real sword, as it appeared to enter the skeleton, with a
miniature one. Todd then pulls his arm away and the
skeleton is seen clutching onto the miniature sword.
Of course, you can't kill a skeleton with a sword, but
the effect is exciting.

So how do you kill skeletons? We puzzled over this
conundrum for some time and in the end we opted
for simplicity by having Jason jump off the cliff into
the sea, followed by the skeletons. It was the only way
to kill off something that was already dead, and
besides, we assumed that they couldn’t swim. After
filming a stuntman jump into the sea, the prop men
threw seven plaster skeletons off the cliff, which had to
be done correctly on the first take as we couldn't
retrieve them for a second. To this day there are,
somewhere in the sea near that hotel on the cliff edge,
the plaster bones of seven skeletons.

The sequence is one of my favourites, although I
would never want to do it again. It was painful to the
extreme. Hours and hours of the same movements
can wear a man down. But it was worth it. It is there
on film for all to see, and no matter what technology
is invented, it can never be reproduced. In stop-
motion the whole scene has a supernatural quality
that could only be achieved by the use of dimensional
animation. My one and only regret is that we didn't
photograph it at night or, even better, twilight. There
is no doubt in my mind that this would have greatly
heightened the overall effect.

Above. Myself and Diana on our wedding day in 1963.

Not long after | had completed Jason, in late 1963, | received a script (not from Charles) concerning the Loch Ness
monster, 8 subject that had always fascinated me, The whole idea of a lost prehistoric creature in a Scottish loch has
wonderful possibilities for model animation, but this screenplay, entitied Breakout of the Loch Ness Monster, didn't
meet expectations, so | turned it down. It was just another monster-on-the-rampage movie, this time featuring a
radioactive (picked up from a satellite that had crashed into the loch) plesiosaur from the Mesozoic Era, whose best
scene was to emerge from the loch and attack a boat. | am not aware that it was ever made, and while the idea had
some potential, it would definitely have required considerable expansion to give the creature a more credible role.

As [ was nearing the completion of the animation,
a rough cut of the film was sent to Bernie for him to
write the music, Once again, he delivered a brilliant score
possessing a vitality and originality that managed to
complement the fantasy action. As was his style, he
used large amounts of wind, brass and percussion
(but no strings) to create an overall feeling of mystery
that reflected the ancient world. The title overture isa
variation of the Argo’s theme and is the film’s most
distinctive piece of music: a heroic, stirring battle
march that dominates the score. The Talos sequence is
composed of brass, low winds and timpani, evoking
the gigantic bronze creation, and as a finale he wraps
the skeleton fight in an aura of nightmarish imagina-
tion. Although we didn’t know it at the time, this was
to be Bernie’s final score for us, but it is a tribute to his
genius that | continued to animate on subsequent
films with his music always in my mind.

Jason and the Argonauts took nearly two years
to complete and cost an unprecedented (for us)
§3 million, which made it our most expensive and
lavish production to date. Although we had made the
film under the title of Jason and the Golden Fleece,
Columbia discovered that there had been an Italian
sword and sandal movie starring Steve Reeves with
the same title. We obviously didn’t want it confused

RAY HARRYHAUSEN | AN ANIMATED LIFE

with the very image we were trying to avoid, so
Columbia’s publicity department came up with a

list of alternatives, amongst them The Incredible

Voyage of Captain Jason, Journey Into the Unknown,
The Fantastic Voyage of Jason, Perilous Voyage and
Set Sail For Danger. Eventually we decided on the
simple and straightforward title Jason and the Argonauts.
As the publicity machine began to be involved, they
came up with yet another ‘new’ technical name for
Dynamation, called Dynamation 90. It was obvious
that they were running out of good ideas. Before you
ask, no, I don’t know what the 90 stands for, except
that it was probably an attempt by the department to
create a feeling that it was a widescreen process, much
like Panavision 70. It was neither widescreen nor
possessed any different technology from any of our
other films made since The 7th Voyage of Sinbad.
When the film was released it generally received
good reviews. In their 5 June 1963 review, Variety said
of it, ‘Here’s a choice hot weather attraction for the
family trade — a sure delight for the kiddies and a
diverting spectacle for adults with a taste for fantasy and
adventure. They go on to add, ‘an impressive display of
cinematic verisimilitude for which associate producer
and special visual effects expert Ray Harryhausen rates
at least the motion picture equivalent of two ears and a

tail. ... The money, at any rate, is on the screen.’ The
Hollywood Reportersaid in their review of 5 June 1963,
‘Here is a legendary adventure, expertly produced, a
triumph of “cinemagic”’ On the down side, Time
magazine reviewed the picture by commenting that
‘they have dreamed up monsters Jason never saw,
including a steam-powered King Kong built of
bronze, with a drain plug in his heel’ And that was the
best part of the review! As I have gone to great lengths
to emphasize, we do take ‘liberties’ because the film
has to appeal to general audiences, and you can't do
that if you stick to every exact detail, as if Greek
scholars were the only ones to view the picture.

Although in Britain the film was one of the top ten
big moneymakers of 1963, it was unfortunate that the
film opened in the States at the same time as the
public was becoming tired of the Italian muscle epics
that had seldom visualized the creatures in mythology,
and which we had desperately tried to avoid being
associated with. Over the intervening years since the
picture was made, it has become a classic (not my
words) and is, as I have said at the beginning of this
chapter, one of the most popular of our movies. [ am
often asked if we intended there to be a sequel. Fans
quote the fact that Jason still had to confront Pelias,
the usurper of his throne, and Zeus is heard to say,
‘But for Jason there are other adventures. | have not
yet finished with Jason. Let us continue the game
another day! [ suppose we must have hoped that there
would be a sequel, but apart from resolving the
conflict with Pelias, we would have had to take even
greater liberties with the second half of the legend in
which Medea kills her two children by Jason,
dismembers their bodies and returns to Colchis. I did,
however, want to make a film of the Labours of
Hercules, but like so many ideas, nothing ever came of
the suggestion,

As almost a footnote, Columbia submitted the
picture to the American Academy of Motion Picture
Arts and Sciences for consideration as a possible
special effects contender. We all fully expected it to
earn at least a nomination for visual effects, but it was
ignored and the picture that won was Cleopatra. 1 am
told by certain Academy members that it was seen
then as nothing very extraordinary, but how could
that be, when at the time nothing like it had ever been
done for the screen? A nomination and an award
would have helped it at the box office. Disappoint-
ment on both fronts, but my private life was far more
successful. After the completion of the production, on
5 October 1963 [ was married to Diana. Jason and the
Argonauts was a project that seemed to encourage
marriage. Seven of us (there’s that magical seven
again) on the crew took the vow of wedded bliss,
either during the production or shortly after.

What subject could we film next? Something
different, something eye-catching and spectacular.
Ever since my amateur days I had always wanted to
make a film of one of H.G. Wells' novels. Although
War of the Worlds and The Time Machine had been
made into respectable films, another of Wells' stories,
First Men in the Moon, had always seemed a good
vehicle for Dynamation. Instead of the usual invasion
from another planet, First Men in the Moon would
enable us to explore another world and a complete
alien civilization, On our budgets, this was likely to
rival the tasks of Hercules!
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