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Universal revives the long-dormant
franchise from its Golden Era of horror.

tephen Sommers knew

that America had been

chuckling at the Mum-

my for years. The car-

toons of Gary Larson
are just one example. Yet the
Universal icon fascinated him
since he first saw the Karloff
original as a boy on late night
TV. “Frankenstein I always felt
sorry for. Dracula was kind of
cool and sexy. But the Mummy
was really creepy. The way they
photographed Boris Karloff,
never actually showing how he
killed people—it really creeped
you out.”

The image intrigued Som-
mers throughout years of rum-
blings in Hollywood about the
old Egyptian’s return. “I’d
heard they’d been trying to
make this movie for nine
years,” Sommers recalled.
“Every time I'd check, they had
a new director on it—I knew
George Romero had been in-
volved at some point and Joe
Dante. Finally it fell apart once
again, so I called up my friends
at Universal and asked if I
could pitch them my idea.”

Writer-director Sommers re-
called the strategy behind his
initial pitch, for what has now
become the biggest film of his
career. “They showed me their
previous script, which I had no
interest in doing,” Sommers re-
called. “They were trying to do
a remake of the original MUM-
MY, which I loved, but I didn’t
really want to do just a standard
gothic horror movie. There
have been so many of those,
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For one of the film's RAIDERS OF THE LOST ARK action scenes, Stephen

Sommers (left) directs Brendan Fraser (far right) as the Indiana Jones-type hero.

like MARY REILLY or the
Branagh FRANKENSTEIN, al-
though I liked the Coppola
DRACULA a lot. What I pro-
posed was, basically, to do THE
MUMMY as the big event
movie. I wanted to do an epic,
romantic adventure—and I also
suggested we had to have In-
dustrial Light and Magic create
our Mummy. I didn’t want a
guy wrapped in bandages. |
wanted to take a real human be-
ing and turn him into a corpse,
then turn him from a corpse
back into a human being.”
Sommers’ had a past associ-
ation with ILM visual effects
supervisor John Burton, who
had provided the digital sea

creatures for the climactic se-
quences of Sommers’ previous
film, DEEP RISING, and Som-
mers had been keen to share his
plans for future projects. “One
of them was THE MUMMY,”
said Burton. “I thought it would
be really great to get involved
because of the potential for up-
dating a classic like that into
something that was reflective of
the technology that we have for
making visual effects now.”
Sommers and Burton were
quick to agree that a truly
frightening modern Mummy
would require a cutting-edge
digital approach, if only to
counteract the obvious baggage
the ancient Egyptian brought

with him. “We wanted to make
sure that our Mummy wasn’t
what everyone expected,” Bur-
ton continued. “If you tossed
this idea around town you’d
have people saying you could
easily out-run them, or why not
just tear their arms off? That
was always a problem. We real-
ly wanted to create something
that would be frightening and
dangerous, something that
you’d never seen before. We
wanted to create a photo-realis-
tic living corpse that was obvi-
ously not a man in a suit, obvi-
ously not an animatronic, and
obviously alive.”

“Generally speaking,” Som-
mers explained, “I’'m bored
with straight prosthetics, when
they build a guy’s head out and
then they remove part [of it];
everybody knows it’s fake. |
wanted to do it digitally so that
when the Mummy woke up he
could walk towards you and you
could clearly see it’s not a pup-
pet, and it’s not a guy in a suit be-
cause we can see through his ribs
and through holes in his head.”

Having established the tone
and the scope of their story, and
having obtained sufficient inter-
est in the technical approach to-
wards their title character, pro-
ducer Jim Jacks and his co-pro-
ducer Sean Daniel at Alphaville
Productions began to plot logis-
tics and assemble key members
of their crew. Other return play-
ers from earlier Sommers’ pro-
ductions included film editor
Bob Ducsay, who cut Sommers’
directorial debut, CATCH ME



Above: High priest Imhotep (Arnold Vosloo) is mummified alive for trying to revive his beloved princess from the dead. Below: Since the old bandage-wrapped Mummy
was deemed insufficient to scare contemporary audiences, the film has the risen Imhotep inflict Biblical-style plagues (in this case, flies), courtesy of ILM's CGI.
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THE Murry

ARNOLD VOSLOO

From Darkman to Imhotep, changing
one set of bandages for another.

orn into a theatrical fami-

ly, Arnold Vosloo took to

the stage as a classically

trained actor in his home-

land of South Africa. Af-

ter ten years of taking part
in anti-apartheid theatre, Vosloo
was invited to appear in his first
American theatrical production in
Chicago in the early "90s. Director
Ridley Scott noted his imposing
stage presence and cast Vosloo in
the better of the two Columbus
epics, 1492 (1992), playing side-
kick to Michael Wincott’s heavy.
As much as he enjoyed the experi-
ence, Vosloo felt his 18-month
sabbatical in America was over
and headed for New York before
wending his way back to South
Africa.

“I called my folks and said I'm
coming home,” he recalled. “Then
Al Pacino’s people called and
asked me to come and read for Sa-
lome, the Oscar Wilde play. I was
certain they were going to want a
big name actor to take the role op-
posite Pacino and Sheryl Lee from
TWIN PEAKS, who was great.
But I was there in New York, and |
said, ‘What the heck? I'm flying
out in two days; I'll go in.” So |
went in, and I was so filled with
fear I gave a good reading and
they hired me!”

The New York theatre crowd
turned out in droves to see Pacino,
who had not set foot on Broadway
since American Buffalo cight
years carlier. Once again, Vosloo
made a big impression, which re-
sulted in his second cinematic
role—another bad guy, this time
for acclaimed Hong Kong action
director John Woo, who was mak-
ing his American theatrical debut
with HARD TARGET—produced
by Jim Jacks at Alphaville Pro-
ductions, who would later produce
THE MUMMY.

Before teaming up again with
Jacks, Vosloo’s genre connections
began to take root in a more cir-
cuitous route with John Woo intro-
ducing Vosloo to film-maker Sam
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Arnold Vosloo's Imhotep throtties explorer Jonathan Carnahan (John Hannah).

Raimi. Raimi at that time was
searching for a new face to don the
Darkman mask, taking over from
Liam Neeson. “I did DARKMAN
2 and DARKMAN 3 for Sam, so
it’s kind of interesting,” Vosloo
observed. “My wife pointed out to
me the other night—I didn’t really
think about it when I took on THE
MUMMY, but a lot of genre fans
might know me from these
DARKMAN films. It scems like
it’s gone this way. I just finished
another horror movie before THE
MUMMY with Brian Yusna,
whom [ loved. It’s called PROGE-
NY and will probably go straight-
to-video. Some classic Yusna,
about a doctor and his wife im-
pregnated by an alien, or at least
he believes that she is. He sneaks
her into the operating room and
cuts her open. It was pretty creepy.
Now I'm doing all this horror
genre stuff, which is kind of nice.”

An admitted horror fan—who
lists PHANTASM as his taste—
Vosloo is aware of the problems
associated with being typecast into
the horror world. Nevertheless, he
has enjoyed the unexpected chal-
lenge. “Had you asked me how 1

thought I might make it in Holly-
wood, I would have thought I'd go
in on the character bad guy stuff. |
never would have dreamed that it
would have been THE MUMMY.
If this movie works, it'll change
my life. For better or for worse, |
can’t tell you now. Because | am
the shark in JAWS. I'm the fire in
TOWERING INFERNO. I am the
disaster in the disaster movie.
That really does type you in a
way. But I'm really proud of the
film, and I'm proud of what we
achieved.

“The challenge that Universal
is going to have with this film, cer-
tainly for the MTV crowd, is to
change the whole public percep-
tion of this character. It’s always
been a guy running around in rags,
stumbling through the streets with
tampons hanging from his head—
it’s completely not that in this
movie. There’s never really been a
movie where the Mummy has had
super powers. There’s never been
a movie where the Mummy has
been really scary. I think Stephen’s
script addressed all that, so I think
it’s going to be pretty wild.”

Joe Fordham

IF YOU CAN in 1989; and
British-born production design-
er Allan Cameron, who de-
signed Sommers’ take on THE
JUNGLE BOOK for Disney in
1994.

“THE MUMMY was my
19th film as a production de-
signer,” Cameron said. With
HIGHLANDER, WILLOW,
and STARSHIP TROOPERS
behind him, Cameron was no
stranger to working in fantasy,
yet the approach he adopted for
Sommers’ latest project began
with a discovery that would
lend historical detail to the hor-
ror. “I watched the Karloff
movie, but I really didn’t want
to be too influenced by it, so |
went to the British Museum
and spent hours in their library,
resecarching Egyptology. |
found this amazing volume that
Napoleon had commissioned
when he invaded Egypt. He had
his artists, etchers and archeol-
ogists catalogue all the artifacts
and tombs they found in an-
cient Egypt. It became our art
department bible.”

Sommers’ screenplay dictat-
ed three major locales. A 12-
minute prologue would estab-
lish Imhotep’s backstory in An-
cient Egypt, circa 1000 B.C.;
then the main body of the film
would be set in and around
Cairo, 1925, with two visits to
Humanaptra, a subterranean
City of the Dead, the later for
the final showdown with the
resurrected Mummy. After con-
sidering locations in the Arizona
desert, an arca used by Jacks for
TOMBSTONIE, costs for the ex-
tensive studio interiors of Hu-
manaptra made a Hollywood

Arnold Vosloo appears in his
ceremonial robes, preparing to raise
his beloved princess from the dead.




The intrepid trio of explorers enter Humanaptra, the underground city of the dead.

shoot impractical. Instead, the
81-day production would take
the company across the Atlantic
for six weeks in Marrakesh, Mo-
rocco, and the outlying deserts
of Erfoud, followed by eight
weeks at Shepperton Studios in
England.

“Once we decided to shoot
in London, Morocco became a
very easy choice,” commented
Jacks. “Also, creatively it was
better. Erfoud had some of the
biggest sand dunes in the world,
so we had these three mile long
dunes in the background of our
shots. It looks like the end of
the world.” With cinematogra-
pher Adrian Biddle rounding
out the mainly British crew,
casting was also taking shape in
Los Angeles.

The first player to be secured
was Brendan Fraser, whose ap-
pearances in light-hearted fare
like GEORGE OF THE JUN-
GLE have alternated with sub-
tle dramatic roles, most notably
in GODS AND MONSTERS.
The starring role in THE
MUMMY would land him
somewhere in between. “Pretty
carly on I wrote the lead guy as
a macho action hero because he
was involved with a lot of phys-
ical conflict, and I wanted him
to be able to respond,” stated
Sommers. “The script also had
a lot of humor in it—it was nev-
er camp, because whenever
we're with the Mummy I want-
ed to play it deadly serious. But
I also wanted the story to have

an element of humor and be
fun. At six-four and close to
200 pounds, solid rock, Bren-
dan was a big strong guy who
could throw a punch and shoot
a gun, but he could also make
you laugh, and laugh at himself.
He has that kind of charm.”

raser’s involvement ce-

mented the studio’s inter-

est, which was growing

hotter thanks to develop-

ments at ILM. “We were
working on the design before
the picture was completely
green-lit,” said Burton. “Of
course, we mostly had to meet
Stephen Sommers’ vision of
what he wanted his Mummy to
be, but on top of that there were
lots of people making decisions
about whether or not this was
going to be the kind of picture
that they wanted to put their
money into. Our involvement
certainly helped that decision-
making process by presenting
the studio with a viable, good-
looking design.”

Burton turned to creature de-
partment supervisor Jeff Mann
and art director Alex Laurent to
instigate the process. “We came
up with some designs for the
different stages of the Mummy,
to show how he regenerated
back into a human,” Burton re-
called. “Once we worked out
how he would transform from
one stage to the other, we did a
lot of conceptual work showing
the Mummy not only in a black-

and white technical blueprint,
but also in the environments we
hoped to place him in, to show
how he would look in cinematic
terms. It was one of these con-
cept pieces that really got Steve
very excited.”

The process of realizing
Sommers’ concept would take

Burton and an eventual team of

close to 100 artists five months
of research and development,
two months of shooting and ten
months of post-production to
complete, but it was at this
stage that Imhotep began to
show promise. Said Burton,
“The organs were exposed,
swinging around, loose. We
built him up out of computer
graphics geometries, painting
away the pieces that were rotted
and decomposed, and then we

used motion capture, plus tradi-
tional key frame animation and
procedural systems, so that as
he moved, his guts would
swing, his bandages sway, his
skin would stretch, his muscles
would bulge and his brain
would bash around inside his
head. He was one gruesome
guy, and we were really proud
of him.”

Two sets of Imhotep magq-
ucttes were rendered in clay,
cach approximately 18 inches
tall, full-body and head-and-
shoulder versions, to illustrate
the overall and close-up detail
plan. The sculptures were then
used as the basis for planning
all computer graphics work and
for plotting the interface with
areas to be generated by make-
up artist Nick Dudman in Lon-
don, who would join the team
in early 1998.

Himself a veteran of THE
PHANTOM MENACE, and a
long-time associate with LM,
Dudman recalled entering THE
MUMMY as very much a col-
laborator in developing the CG
approach. “They were very
clear that there was a very
heavy CG involvement from
ILM,” Dudman noted, “but they
were very unclear at that point
where the cross-over was going
to be. There was a big area in
the movie where Imhotep
would be half makeup and half
CG, and it was necessary to cre-
ate a makeup that the computer
could lock onto in post-produc-
tion and add CG elements that
couldn’t physically be created
without injuring the actor.”

Imhotep’s regeneration
would finally break down into a
five-stage progression, the first

Evelyn Carnahan (Rachel Weisz, center), as the librarian of antiquities,
adopts native garb during her search for the lost city of the dead.




~

being ILM’s full-body walking
corpse. “My involvement was
really the bits in the middle,”
said Dudman, “where he went
from half-rotted to sort of quar-
ter-rotted to, ooh, only a bit rot-
ted. Then when he was ab-
solutely gorgeous he was just in
straight makeup, which wasn’t
my involvement.” Large chunks
and cavities were to be carved
into the Mummy performer by
mapping the actor with a skill-
fully designed prosthetic, the
edges of which were marked
with an array of specifically de-
signed light-emitting diodes
that the computer could track
and lock onto throughout the
scenes. It was a refinement of a
technique employed by Dud-
man and ILM on the STAR
WARS prequel.

“We were doing a head re-
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An invasion of rats inhibit the explorers’ progress—another of the Biblical-style plagues realized via ILM's computer-generated imagery.
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placement on one of the charac-
ters in THE PHANTOM MEN-
ACE, Dudman recalled. “In that
instance, it was something that
was not going to end up in the
final cut of the film; it was
merely a way of giving the
artists rendering the final crea-
ture a base to work from. On
THE MUMMY, we were creat-
ing 50 percent of what the final
guy was going to look like, so
we took the technology we had
on PHANTOM MENACE and
refined it down into a makeup,
which meant you had to get
LEDs, batteries, switches and
things down to about a two mil-
limeter thickness on the surface
of the actor.”

Clearly, there was still one
crucial element missing from
the production. Before Dudman
could begin, and before ILM

could start modeling their
evolving CG monster, the liv-
ing, breathing human performer
was still needed to fulfill the in-
estimable task of stepping into
Karloff's shoes.

British actress Rachel Weisz
had already been selected to
play Evelyn Carnahan, librarian
at the Cairo Museum of Antig-
uities and catalyst to reviving
Imhotep’s passions. “I first saw
Rachel in the movie LAND
GIRLS,” Sommers recalled.
“When I met her and she did
some readings, she was really
terrific. As for Imhotep, we
were kind of at our wit’s end.
We auditioned a bunch of peo-
ple: then suddenly Arnold
Vosloo walked in. It was funny.
At first there was something
kind of intimidating about him.
I can’t explain it. He’s Shake-

Taking Imhotep’s image beyond the old bandage look was a combined effort of ILM and makeup man Nick Dudman.

spearean; he’s serious; he’s very
commanding. Within 30 sec-
onds I knew he was going to be
the guy, and I never do that.
Usually, I'm more pensive and
maybe bring people back for a
second time. But he walked in
and it was a done deal. And he
was a blast to work with.”

Vosloo shared the sentiment,
although initially he had not
held much hope of winning the
role so quickly. “At that point |
figured the studio was looking
for a big name, because DeNiro
had just done FRANKEN-
STEIN. I came in anyway be-
cause I was such a fan of the
original—it was not even like a
horror movie; it was more like
this romantic fantasy—and |
said, if I were to play Imhotep, |
was not interested in playing
him as the bad guy; I wanted to
play the romance aspect. |
guess Stephen and I were on the
same level in the terms of what
we wanted to do because, four
days later, I got the call and 1
absolutely freaked. They told
me | was the Mummy!”

One shaved head later,
Vosloo was subjected to the be-
ginning of his torture at the
hands of the visual effects team.
“When Arnold was cast we
were chomping at the bit be-
cause we needed his head to
start building our creature,”
Burton recalled. “We ran him
through our typical wringer. We
sent our photo team down to
L.A. to shoot him with still




cameras against grids and fig-
ure out how big his head was.
We measured every part of him,
photographed him walking to
calculate his gait, and then we
cyberscanned and motion-cap-
tured him—which was a real in-
tegral part of what we did.”

The cyberscan was a process
whereby Vosloo sat motionless
before a laser scanner that cap-
tured a digital contour map of
his body surface, and a head and
shoulders life cast immersion in
a sandwich of hot plaster and
cold porridge courtesy of Dud-
man'’s prosthetic crew. Next,
Vosloo had to face the reality of
his first costume fitting in Lon-
don. “I'm no Mister Fitness, but
I had done some exercise,” stat-
ed Vosloo. “When I finally got
to London, they showed me my
costume, and it was like the size
of a postage stamp.” Producer
Jacks, who had worked with
Vosloo on the John Woo action
film HARD TARGET, was
quick to offer advice. “Arnold
was only about ten or fifteen
pounds overweight, but he had
to put on this little skirt and,
boy, did every ounce of it
show!" Jacks laughed. “I told
him he had a month to lose the
weight, and I suggested he take
a look at THE TEN COM-
MANDMENTS to see how Yul
Brynner looked back then.”

Jack’s suggestion proved
hard to follow, although Bryn-
ner was exactly the look that
Sommers wished to imbue to
the living Imhotep. “Brenner
was just so powerful. How can
you match that, clothed or not
clothed?” commented Vosloo.
“They inflicted a trainer on me,
whom I tried to avoid at all
costs: but, because we were all
in Morocco and it was so hot,
you just don’t eat in that kind of
climate. So I said “to hell with
all alcohol and sugar,” and that
really did it. You'll be amazed:
stop drinking your Starbucks
lattés, nix the sugar, and it’s two
thousand calories less than you
normally use. It was pretty casy,
actually, to getin shape.™

In addition to looking like
an Egyptian, Vosloo also had to
talk like one. From the outset,
Sommers worked on rescarch.
“Doctor Stuart Smith, of the
Institute of Archeology at
UCLA. went over my seript to
cnsure everything was as au-
thentic as possible.” said Som-

TOMB RAIDERS

&&What | proposed was to do THE MUMMY as a
big event movie,” said Sommers. “| wanted
to do an epic, romantic adventure, and |
didn’t want a guy wrapped in bandages.”?

John Hannah, Rachel Weisz, and Brendan Fraser prepare to confront the
terrors that await them in Imhotep’s underground lair, the city of the dead.

mers, who recalled some partic-
ularly illuminating details. *I
never really knew how people
made mummies. They didn’t
just wrap you in bandages.
They stuck a sharp poker up
your nose to scramble your
brains. Then they'd rip it out
through your nose with a tong
and squirt vinegar inside you,
and rattle your skull around.
They ripped out your kidneys,
your liver and intestines, and
threw them into jars. It was re-
ally a gross, disgusting process.
We're PG-13, so I just had my
characters talk about this. When
it came to ancient Egyptian dia-
logue, that was also a problem
because no one has heard the
language in over two thousand
years. Doctor Smith really had
to coach us.”

Vosloo worked with Doctor
Smith by phone, phonetically
learning lines, sometimes re-
peated back to him at 3:00 a.m.,
Morocco time, from L.A., when
shooting demanded a new line.
Vosloo was proud of his inter-
pretation. “Imhotep’s dialogue
was Ancient Egyptian all the
way through, though 1 also
speak some Hebrew.™ Vosloo
noted. “I'm sure the studio
would have been happier if we'd

just been speaking English, but
we really fought for it, and |
think it’s much more authentic.”
In keeping with that authen-
ticity, Sommers insisted his
Mummy play it totally straight.
“Absolutely,” Vosloo agreed.
“I"d never do any horror acting,
for want of a better word. |
knew that since the ILM effects
were all going to be there, I just
had to show up and be absolute-
ly straight and say, *Guys, I'm
gonna kill you all, but, hey, |
want my girlfriend.” That is
what this film was all about.”
British actor John Hannah
(SLIDING DOORS) imparted
necessary exposition as Weisz’
screen brother, Jonathan Carna-
han. Weisz, Fraser and Hannah
supplied Sommers’ requisite
vein of humor. “Imhotep is
Sturm und Drang,” Vosloo ob-
served, “their stuff is far lighter,
throwing in those aspects of
comedy. They were really
great.” Vosloo was particularly
complimentary of his co-star
Fraser’s performance. “If this
really works, it’ll change the
public’s whole perception of
Brendan Fraser. It really puts
him in a whole new kind of
Clark Gable-Harrison Ford-ro-
mantic leading man role.”

he production landed

in Marrakesh two

weeks prior to shoot-

ing to set up a base of

operations in the an-
cient market city and finalize
the transformation of the city
into by-gone Cairo, an opera-
tion that employed both physi-
cal art direction and digital en-
hancement. “The real Cairo to-
day is a modern city, with huge
hotels and office blocks,” ex-
plained production designer
Cameron. “It was much easier
to shoot in Marrakesh. We
turned the local Town Hall into
the Cairo Museum of Antiqui-
ties, which was quite an inter-
esting project. We took over
several streets and squares, took
down telephone lines and elec-
tricity cables, and dressed it
with period cars, market stalls,
and brought in camels and real-
ly gave it the atmosphere of
Cairo.”

Visual effects producer Jen-
nifer Bell was on hand to shep-
herd the logistical aspects of the
effects. “We shot a lot of plates
for our matte paintings in Mar-
rakesh, we did a sandstorm se-
quence there, and we had to en-
dure some sandstorms our-
selves.” The sandstorm in the
film was one of a series of
apocalyptic phenomena con-
jured by Imhotep in an attempt
to disable mortal intervention in
his plan to revive his ancient
queen. “The sandstorms were
amazing,” commented Burton.
“They were kind of.an out-
growth of existing technology
that had been done on
TWISTER which we adapted to
our own evil purposes. It’s pret-
ty spectacular.”

Numerous other plagues
wrought by ILM included rains
of insects, beetles, locusts and
flies. “We didn’t do frogs,”
Burton apologized. Dudman’s
crew were also called upon to
set what he believes may be a
prosthetic record. “We had
umpteen crowds running
around covered in boils and
sores, and we had to mass-pro-
duce prosthetics for all of
them,” he stated. “As I recall,
we applied 147 prosthetic
makeups in three hours, just six
of us. They were chucked on,
but we did it, and churned out a
crowd of about 400 covered in
prosthetic boils.™ Calculating
the math, each artist handled 24
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makeups, at eight an hour, pro-
duced one make-up every seven
point five minutes.

Fortunately for Dudman,
both the plague of boils and the
first applications of Arnold
Vosloo’s partially regenerated
Imhotep prosthetic occurred in
night shoots, sparing Vosloo
and the prosthetic team the
nightmare of trying to make
makeup stick in 130” heat. Ap-
plication times for Vosloo’s
full-head rotted makeup, a foam
prosthetic with LEDs, averaged
an hour and a half, with the
half-head version taking ap-
proximately 50 minutes.

Digital crowd replication
and background plates for peri-
od city-scape matte paintings
completed the Marrakesh ef-
fects duties for ILM. A remote
desert location at Erfoud, near
the Algerian border, would next
pit cast and crew against the full
force of the Saharan heat. Som-
mers recalled his first experi-
ence of the desert landscape, on
a location scout prior to the
shoot. “I now understand when
in LAWRENCE OF ARABIA
they ask Lawrence why he likes
the desert and he says, ‘Because
it’s clean.’ It really is; and it’s so
quiet. We've been talking about
that in editing, how there are no
sound effects out in the desert.
Whenever you cut to night it’s a
cliché you hear crickets, but
when you're really out there it’s
like being on the surface of the
moon.”

Director of photography
Biddle was equally enamored
by the natural beauty of the
desert, which often necessitated
mobilizing the crew at 2:30
a.m. to capture the first rays of
morning light. “The color
scheme was so romantic,” said
Sommers. “The sky was blue
and the desert was gold. We got
really nervous on our first loca-
tion scout. The desert looked so
beautiful. Then one of our loca-
tion contacts told us that by the
time we started shooting in
May, it was going to be so hot
that the sky turns white. Adrien
was so depressed, but for some
reason when we arrived it was
really hot, but the sky stayed
blue.” Shooting was structured
for the carly hours and evenings
to avoid the flat, harsh, feature-
less lighting cast by the midday
sun. Then, as they arrived at
Humanaptra, the story took on a
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" ROMANCING THE BONES

¢4Since the ILM effects were going to be there,
| just had to show up,” said Vosloo, “and
be absolutely straight and say, ‘Guys, I'm
gonna kill you, but | want my girlfriend.’??

In the prologue, set in ancient Egypt, Imhotep is seized by the temple
the b h

guards before he can plet:

darker bearing.

An extinct volcano housing a
disused ancient prison served as
the entrance to the Mummy'’s
subterranean domain. Cameron’s
discovery solved a story point
and began a series of events in
his director’s mind that would set
up a new climax for the film by
multiplying the odds against O’-
Connell’s team.

“We knew we wanted to
build this city in the desert,”
Sommers observed, “but it had
to be hidden because no one’s
seen it in a thousand years. We
didn’t want to make it so small
it would be boring, but if it was
huge somebody would have
spotted it. Allan was driving
around Morocco and he found
this volcano; that gave us the
idea to build everything inside.”
As written into the script, the
moment of discovery of the city
in the film was to be an optical
illusion that revealed itself only
from a certain part of the desert,
at a certain time of day. ILM
provided the visual trick, shoot-
ing clements in the desert. It
was around this time Dudman

P resurrection ceremony.
ultimately finalized the look for
the fiercest of Imhotep’s min-
jons buried with him at Hamu-
naptra.

“Stephen re-wrote the script
halfway through our build,
when we were already up and
running,” Dudman recalled.
“He came in and said, *Would-
n'tit be great if there were these
things called Soldier Mum-
mies? I wonder what they'd
look like?" I sat down with my
lead designer, Gary Pollard, and
we came up with the design for
the Soldier Mummies and the
Priest Mummies.”

Dudman and Pollard con-
ferred closely with ILM, who
advised on the technical para-
meters required for rendering
compulcr-gcncmlcd versions of
the new ancillary characters.

crossed over into the realm of
the costume department. “John
Bloomfield, the costume de-
signer, was very, very helpful
and let us have free rein, which
I can only admire him for,”
Dudman remarked. “We ran
everything by him, costume-

wise, but we handled the total
look of the Soldier Mummies.”

Burton explained, “The
Priests are Imhotep’s minions.
When they wake up from their
three-thousand-year sleep,
they're not in particularly good
shape; theyre pretty screwed
up. Their limbs aren’t exactly
what they used to be, and their
faces definitely have seen better
days. But they're aggressive,
and they’re nasty, and they
won’t stop until somebody
chops them into enough tiny
picces to prevent them from be-
ing useful. That doesn’t mean
they stop moving, but they’re
not that big of a threat anymore.
These are all bandaged-up
guys: they're a lot creepier and
more corpse-like than the tradi-
tional Hammer and the original
Universal Mummy. The Priests
are more or less sort of hand-to-
hand fighters. They're guys
whose business is raising the
dead, not fighting, but they’re
very creepy and clawy, and
they’re hanging all over every-
body and they're very danger-
ous and nasty.

“Just about the time those
guys get dispatched, the Soldier
Mummies show up,” Burton
continued. “These guys, al-
though they're mummies, and
brought back from the dead, are
well armed. They're extremely
strong, move incredibly quick.
They can leap through the air,
and they are very aggressive.
They were born a little out of
some of the really great Hong
Kong period warrior pictures.
They're not drawn too strongly
from that, because we didn’t
want to cross the genre, but
they are certainly very, very
good fighters. They carry battle
axes, swords, spears; they move
in groups, and they attack in a
very sophisticated style. They
wear armored skirts and ar-
mored breastplates, and usually
have more than one weapon.”™

s he did with the carli-

er ILM conceptual art,
Sommers homed onto

onc key image that
crystallized the Soldier
Mummy concept and the feel
for the climax of the film.
“Nick Dudman did the drawing
that really turned everybody
on.” noted Burton. “This guy
who's leaping through the air
continued on page 46




continued from page 28

with two blades raised and this
huge snarl on his face and his
eyes wide open with this big tall
hat and all this stuff flowing off
him. He jumped right off the
page. Stephen Sommers said,
“That’s the guy!” and I hung that
picture on my wall here at ILM
to remind me this is what these
guys had to be like. They're go-
ing to be really, really scary.
These guys are mean!”

Dudman instructed Pollard
to produce a battery of half-
scale head and shoulder clay
maquettes depicting the Priest
and Soldier Mummy concepts,
imparting each character with a
unique and separate personality.
“We had about 20 Priest and
Soldier Mummies, and they all
had to hold your interest, even
if they might just get one big
quick close-up,” said Dudman.
“I wanted to feel that there was
a history behind each one. Gary
came up with the lot. He did
splendid stuff. He's a very good
characterizer.”

Look closely and you might
catch a small homage to the cre-
ator of the original latex and
bandage Karloff Mummy
amongst the group. “One of our
mummies is very much a Jack
Pierce celebration,” Dudman
pointed out. “We wanted to
make sure we didn’t inadver-
tently copy what somebody else
had done, which, with that
marny previous versions out
there, could easily happen quite
accidentally. We also wanted to
get a flavor of what this movie
was about. This was a Universal
Picture, very much in the trend
of the old "30s movie. We all
grew up on these things and it’s
important to take them serious-
ly, to take what you can from
them and pass a little bit on. I'd
like to hope Jack Pierce would
spot a few things in our movie
if he were alive.”

May through August, 1998,
filming of THE MUMMY
filled six sound stages at Shep-
perton Studios, in the heart of
the English countryside. Shoot-
ing was laborious, requiring
Vosloo in and out of makeup in
his partially regenerated subter-
ranean guise. “We had to shoot
a live-action reference plate of
Arnold for every visual effects
shot,” stated effects producer
Bell. “Several passes for ILM
and then one to give the editor,
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&4] hope we can rekindle interest in the old
films,” said Arnold Vosloo. “It would be
really cool if some of the young audience
went out and rented the original.””

The mummification process is performed on the still living Imhotep—as
punishment for his blasphemous attempt to raise the princess from the dead.

Bob Ducsay, some way to pace
and time the action. This also
gave John Burton’s animators a
way to reference the nuances of
the shot, to make sure the CG
character always had the same
mannerisms as Arnold.”

Not putting too fine a point
on it, Stephen Sommers de-
clared, “Shooting special ef-
fects is a huge pain in the ass!
ILM were fantastic, and my
crew up in San Raphael were
great. I'd just want to work with
them again and again, but, boy,
it’s a big pain in the butt. It’s
like making two movies. It
takes twice as much time and
effort as any other movie. My
normal shooting day lasted 14
to 16 hours, but that’s just to
make the movie. After that I'd
have to spend at least another
three or four hours every day
dealing with all those practicali-
ties. And this one was more
complex than DEEP RISING—
more shots, bigger shots. Unbe-
lievable.”

Although Vosloo found the
process—and his director’s
boundless exuberance—ex-
hausting, the opportunity of
bringing a character to life in
the digital realm was a unique
and rewarding experience. "It

was fantastic. It’s you, but it’s
not you, but it is you,” Vosloo
mused. “It really was a head
game. There came a point
where I was there, with all these
little red LEDs stuck all over
me, and I started to think |
might as well not be there: |
was going through the motions.
Then I saw the playback on the
computer monitor, showing
what they’re going to be doing
to me. I freaked out. I realized |
had to go for it with every take
because they were using every-
thing. I asked them if they
wanted me to ham it up and
play it broad. They said no, be
as subtle as you want. It was
amazing. If this works, these
guys will win the Academy
Award.”

Vosloo compared the tech-
nique to Gary Sinese’s scenes in
FORREST GUMP when ILM
removed the actor’s legs, “Now
imagine Gary with his stomach
blown away and you can see the
back of his spine, his heart
throbbing, even completely
through him, and all of that
completely three-dimensional. |
can see why a lot of people
would be turned off by it, but |
really think it’s the future. It's
totally taking performance to

another level.”

In addition to the on-set ef-
fects, Vosloo also appeared at
Shepperton in his original
splendor as High Priest, enrap-
tured by his Princess, Anksu-
Namun. “I worked so hard in
making the Mummy human. |
wanted to make sure it’s very
understandable this guy just
loves this woman—when you
see her naked, painted in gold,
you will understand too—but |
didn’t even think about this
guy’s special powers, the fact
that he was a holy man. I just
played a guy who was fairly
powerful and had some kind of
voodoo, but he was really a
man in love, who prostrated
himself in front of this woman.
That was all I went for. All the
other stuff will be there, but on
my side of things, that’s all I
went for.”

One concern for Vosloo,
both as an admirer of the genre
and as a relative newcomer at
the center of a big-time Holly-
wood blockbuster, was that
comparisons would be made
between his and Karloff’s leg-
endary performance. “Every
day I was thinking, ‘I'm gonna
get crucified. I should never
have done this job,” Vosloo re-
flected. “Hopefully the fear fac-
tor ramped it up a notch. I know
the studio’s going to make sure
it’s not just the genre fans who
will come to see this film, but
the hope is they will accept us
too. As Jim Jacks is fond of say-
ing—"It’s not your grandfa-
ther’'s Mummy.™

Sommers and Vosloo dis-
cussed the Karloff influence, to
the extent that Vosloo offered to
duplicate mannerisms and de-
meanor. “Karloff was so under-
rated in the first one,” com-
mented Vosloo, “so still and
quiet; it was very nice.” Som-
mers’ response was quick but
reassuring. “Stephen said no.
He told me to make it my own;
he told me that was why he cast
me, because what I had been
doing was interesting, and it
was right for what we were do-
ing.” Vosloo revealed their cre-
ative solution, partly a product
of his research. “The priests in
ancient Egypt were handed
down from father to son, and
from a very young age raised
and taught by their fathers and
the other priests how to behave,
until they finally stepped into




the role or even ascended to
High Priest, which is what
Imhotep was. In the back of my
head I said to myself, ‘Imagine
that Boris was your Dad, that’s
the kind of genes you’re carry-
ing and that’s the way you carry
yourself.”™

As the main unit wrapped up
its work on THE MUMMY, a
final week of shooting followed
that supplied ILM with a crucial
clement to bring to life their vi-
sual effects. “We spent our last
week in London shooting a mo-
tion-capture with
Arnold, duplicating all the shots
that would contain the CG
Imhotep, capturing Arnold’s
motion on a green-screen recre-
ation of the set,” Bell explained.
“All that information for each
of those shots could then be
translated into the computer and
applied to our CG Imhotep,
so—as Stephen put it—
Arnold’s mother would know it
was him.”

session

ive months later, in his
cutting room at Universal
City, Sommers sat down
with his editorial team
and composer Jerry Gold-
smith for a music spotting ses-

sion, viewing the latest cut of

the film he had pitched two
years previously. The assembly
was full of title cards represent-
ing missing visual effects, but
as the shots were trickling in,
the finished film was beginning
to emerge.

“It’s a really fun movie!”
Sommers exclaimed. “Some-
times at this point in editing you
get tired of watching and re-
watching your own film, but
I've not got tired yet because
this movie seems to keep get-
ting better with all of the ef-
fects. They’ve blended really
well. I think by now I've
learned to integrate the effects
into a story and its characters so
you're not just showing the ef-
fects: something’s really hap-

Industrial Light and Magic's computer-generated imagery helps separate the
new version of THE MUMMY from its predecessors, inflicting a swam of locusts
(above), plague of boils (left) and showing a face dissolving into sand (below).
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pening; a character is involved
or growing from it. As a special
effect comes to life, suddenly a
story point becomes clear, or a
character trait pops, suddenly
something that you were hoping
would be funny makes you
laugh, and that’s been really
great.”

ILM supervisor Burton was
equally proud of their achieve-
ment. “I think we’ve created a
remarkable creature,” he said.
“Our Mummy really looks like
something you’ve never seen
before, moves like something
you've never seen before, and
really creates an incredibly
strong screen presence. I think
cinema is always at its best
when it can present something
to the audience that they can’t
get anywhere else; and person-
ally I see that as a Yin/Yang
thing—for every feel-good
movie of the summer, there
should be a hide-under-the-
seats movie of the summer. |

think that’s what we’ve made.”
The final word went to the

Mummy himself, Arnold
Vosloo, whose mellifluous
voice intones the movie’s open-
ing narration. “I have this pet
theory that the reason we’re at-
tracted to any of these horror
icons—Dracula, Frankenstein,
the Wolfman, the Mummy—is
because ultimately they all beat
death in their own weird way.
They may get killed in the fi-
nale, but invariably they rise
again in the sequel and the next
one. They are immortal. I think
that’s why we take pleasure in
them. If you asked me what |
hope for with this movie, I hope
you'll pay your seven bucks, it
surprises you, and you have
fun. But I hope we can rekindle
interest in the old films. It
would be really cool if some of
the young audience who saw
our film went out and rented the
original. That would really
make me happy.”
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THE Fluriy

DEVELOPMENT HELL

Universal Pictures took over a decade, with a half
dozen writers and directors, to unwrap Imhotep.

By Joe Fordham

THE MUMMY has a great deal riding
on it, after 12 years in development, backed
by the talents of nine writers and five di-
rectors. It is always difficult to assign au-
thorship to the development process, /
and the 1999 MUMMY is no excep-
tion; its genesis has been a complex |
and multi-colored story. |

According to the records of the /
Writers Guild of America, West,
first evidence of the remake was |
logged in 1987 with a treatment |
from distinguished horror film- |
maker George Romero. Although
Romero proved unavailable for
comment, screenwriter Abbie
Bernstein was able to throw light
on the concepts being entertained |
in 1988. “My understanding was
that George Romero had originally
been brought in to write and direct,”
Bernstein recalled. “They still want-
ed him to direct, but they wanted
somebody else to write. So I was
brought in and they said, *“What we
want is something like THE TERMINA-
TOR.” My perception of THE TERMI-
NATOR was you have a creature chasing a
person who has something he can’t get
rid of. The creature is going to keep
chasing the person as long as he has it,
but if the person stops, not only is he go-
ing to get ripped apart, but it’s the end of
the world.

“What I came up with,” said Bernstein,
“was an idea that a sacred orb had been
buried with the Mummy. If you got this
thing wet it would completely dissolve any-
thing organic, so if you got one drop of this
on your body, you would melt like the
Wicked Witch of the West. My story was
set in the present day, where scientists had
designed a machine that could stimulate
nerves on disabled people. They test this on
a mummy that had been recently unearthed,
buried with this ball, and the machine
works way too well. The Mummy comes to

\‘

This design by XFX, Inc., is one of the many versions
of the Mummy that were developed but never filmed.

life, starts ripping everybody to shreds and
goes after its ball. One of the lab techni-
cians, the hero of the story, grabs the ball
and starts running with it, and as he’s going
discovers what it is and what the mummy
wants. The Mummy all this time is getting
stronger by ripping out people’s internal or-
gans and planting them in its own chest,
where they take root. The Mummy wants to
get his ball back, throw it into the ocean
where it will destroy all life on Earth the

first time it rains. Our hero has to figure out
how to kill the Mummy, and in the mean-
time everybody’s thinking he’s a mass
murderer because everywhere he goes

A\ there are all these horrible dead bodies.

From what I understand that is not really

\at all what any of the subsequent ver-
\ sions are about.”

] Bernstein said Romero’s involve-

\ ment at this point was confined to

\ phone conversations from his pro-

\ duction base in Pittsburgh, but after

| approximately a year on the project

| he chose to leave. Said Bernstein,

| “I think the agenda of the film

| changed totally. While there was a

| smidgen of romance between the

lab tech and the female acquisition

| person in the museum, my draft

| was totally constructed as a foot-

| race. In fact, I was told to slow it

down. In my first draft, the Mummy

| started ripping people apart on page

" four. It was very violent and very fast

and the Mummy was not remotely ro-

mantic. He had no more social interac-

" tion than the T-Rex did in JURASSIC

PARK. He basically just wanted his ball

back so he could get on with destroying

sz the world.”

With Romero’s departure, Alphaville
producers Jim Jacks and Sean Daniel redi-
rected their sights to another team. Per the
Writers Guild’s next listing, the next two
MUMMY players were logged in by a 1990
treatment by Clive Barker, followed by a
1991 screenplay by Mick Garris.

“Clive and I had met and talked about
doing things together before,” Garris ex-
plained. “Originally, Universal was very
high on making CLIVE BARKER’S THE
MUMMY, so Clive came up with a brief
outline which he was going to direct. |
wrote a very bizarre and twisted script
based on Clive’s very bizarre and twisted
treatment; we both were really excited
about it. Most of the story took place in
Beverly Hills, in the land of tummy tucks
and face lifts, but it was set in a museum
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with a large Egyptology depart-
ment. They brought an entire
tomb and rebuilt it as it was
originally in Egypt, recreated
entirely within this Beverly
Hills museum. It was almost
like ‘Chariots of the Mum-
mies;” in other words, the an-
cient Egyptians were inspired
by and involved with alien in-

UN-SCARY MONSTER?

&4The Mummy is the least likely character

to scare you,” said Clive Barker. “So our

version only used him as a starting place
for something else, which was very grim.”?

disappointed it didn’t pan out.”

Dante and his subsequent
1994 screenwriter, John Sayles,
were unavailable for comment.
1994 also saw the return in-
volvement of George Romero,
followed closely by Mick Gar-
ris in 1995. “George came in
and did a new couple of drafts,”
Garris recalled. “He was in-

telligences from thousands of
years before.”

Barker concurred with Gar-
ris as to the studio’s conserva-
tive reaction to their refur-
bished Mummy tale. “It was a
little too weird for Universal,”
Barker explained. “One of the
problems is that, unlike vam-
pires or the Frankenstein Mon-
ster, the Mummy is one of the
least likely characters to scare
you. So our version only used
the Mummy as the starting
place for something else, which
was very grim.”

Garris would later find him-
self further grappling with the
mummy, as would George
Romero, but before their return
Alan Ormsby was brought in to
provide another version in 1993
that brought the project closer
to its origins. Ormsby, veteran
of Paul Schrader’s updated
CAT PEOPLE, recalled a take on THE
MUMMY that was in some ways close to
Bernstein’s, although his pitch was deliv-
ered cold.

“When I came on board, I didn’t know
any other people had been involved,”
Ormsby said. “What I was told was that
Anne Rice had written a book called The
Mummy, which I also hadn’t read, and 1
guess they were a little worried about some
conflict with what we were doing with THE
MUMMY. Basically, I went back to the
original Karloff film and did a modern day
updated version of that story. It had a pro-
logue in Egypt and then the rest of it took
place in Los Angeles. My pitch to them was
that it should be a “Terminator” Mummy.
They liked that,”—he laughed—"I didn’t
know they’d heard it before!”

Ormsby recalled thatJoe Dante was
linked to the project as director at this
point, which may give some idea to the
tone of the project at the time. It was
grounded in L.A.—Dante’s idea; makeup
effects man Rick Baker would eventually
become involved; and both writer and di-
rector brought a new enthusiasm to the
source material. The problem was that costs
had begun to climb.

“The script came in with a fairly size-
able budget,” stated Ormsby. “I think that
spooked [Universal exec| Sid Sheinberg,
and he kind of dismissed the whole thing
with the idea that it should take place in
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George Romero (directing THE DARK HALF) was the first director attached to
THE MUMMY, when Universal first decided to revive the character back in 1987.

Egypt. He wanted the guy with the ban-
dages stumbling around. I don’t know if
he’s right or wrong, but that was what he
wanted, and that’s not what we delivered.
We did have a guy in bandages; we had him
come back to life; it had a lot of great stuff
in it, but it wasn’t there yet. It never quite
got finished before they pulled the plug.”
Ormsby envisioned the ancient prince
Imhotep, like Karloff’s character in the
original, as an intelligent, romantic fig-
ure—although Ormsby’s would have been
more overtly virile and would ultimately
have suffered a particularly ironic demise.
“Imhotep regenerated himself into a very
attractive young guy,” Ormsby explained.
“The way he learns about the past—what
happened to Egypt—was that he went to a
synagogue. He hears people singing in He-
brew, goes in and sces the murals on the
wall, and they’re the only language he can
understand. The Rabbi talks to him in He-
brew, tells him about the Red Sea. My end-
ing took place in an underground pyramid
in Death Valley. I had a twist where
Imhotep discovered his princess really did-
n’t love him, that the whole three thousand
years he’d spent in this living death was
based on a wrong assumption, at which mo-
ment he became quite vicious.” Ormsby re-
mained open-minded as to the potential: *1
loved the idea. If I had another shot at it, |
would have said, ‘Let’s do this straight;
let’s try to do this really scary.” I was very

volved in another project where
the schedules interfered, and it
was pay-or-play, so he had to
leave THE MUMMY to do this
other project, which eventually
fell apart. The poor guy—such
a nice man and a very talented
filmmaker. George’s version
was close to going, so Alphav-
ille came to me to do a rewrite
and direct. I did two or three
drafts that I was really excited
about, and the studio had virtu-
ally green-lit. We were into
casting, | was considering Vin-
cent Perez as Imhotep. We had
Steve Johnson doing designs
for the effects, which were
beautiful; he and his art director
Bill Corso really did some great
stuff.”

Garris found himself back in
more familiar territory com-
pared to his previous mummy
venture with Clive Barker.
“What Clive and I had done was something
entirely out of the imagination. This next
version really combined the Karloff and the
Lon Chaney, Jr. movies in that we had both
Imhotep [Karloff s reincarnated prince] and
Kharis [Chaney’s bandaged zombie]. It was
a romance,” Garris continued. “It did have
some elements of DRACULA, that love be-
yond the ages between Imhotep and his
princess, which was very similar to the pas-
sionate romance that Coppola used—but
that actually came from the Richard Mathe-
son-scripted television version of DRACU-
LA. I would love to have made it a period
movie, in that Art Deco explosion of the
*20s and '30s which was inspired by the
King Tut discoveries in 1922, but the bud-
get would not allow that. They were very
tight on the budget.”

Contemporary settings and Egyptian
prologue were to be shot in British Colum-
bia; production staff had been secured.
What nobody counted on was the sale of
Universal MCA to Seagrams. It was a frus-
trating time for Garris. “We were virtually
green lit,” he explained. “Sid Sheinberg
was leaving the company, and he had a deal
with Universal. They gave him the option
to choose movies in the pipeline at Univer-
sal to produce through his independent
company, the Bubble Factory. He decided
he wanted to produce THE MUMMY.™

For a second time, Garris saw his version
of the project unravel. “Our budget was be-




tween $15- and $16-million. It was a low
budget, high quality movie. Sheinberg de-
cided to spend a million dollars on a writer
and, with this name attached, draw a more
stellar cast. This was going to jack up the
budgetary levels, but it was a little bit dis-
heartening because everyone was so happy
with the script, including myself. No writer
wanted to do it. They all either liked the
script or felt it wasn’t something they want-
ed to do. They then decided to bring in a
high-profile director. They were unable to
do that too. So basically they came in on a
virtually green-lit project and turned it into a
no-go movie.”

In 1996, one year after Garris” last draft
of THE MUMMY, the next incarnation was
registered at the Writers Guild. Written by
Kevin Jarre, whose credits include TOMB-
STONE and GLORY, this would prove to
be the final stepping stone that led to
Stephen Sommers’ ultimate involvement
and the film unspooling on screens this
summer. As producer Jim Jacks explained,
the executives at Universal were still deter-
mined to resurrect the Mummy. They were
finally convinced the way to do this was to
provide finances for stars, a period setting,
action, and effects.

Jarre’s script was dark, romantic and
harder-edged. Stephen Sommers’ version
would adopt a radically new tone which dif-
fered from the original Imhotep tale in two
major areas. First, Imhotep must still fulfill
his curse, but his revenge is not initially di-
rected at the main protagonists of our story.
Secondly, Imhotep still wants to resurrect
his bride, but the reincarnation theme has
been transformed into a rejuvenation. “Basi-
cally what happens in our story,” Jacks ex-
plained, “is they awaken the Mummy; they
escape to Cairo; he follows them, but then
once he gets the woman he needs to regen-
erate his princess, he fulfills the Mummy’s
curse by killing the men that actually awak-

ened him—not our heroes, who were actu-
ally on a different part of thedig at that
time.”

The heroes in question are Brendan
Fraser as a French Legionnaire, Rachel
Weisz as an American archaeologist, and
John Hannah as a British Egyptologist.
Fraser was secured while Sommers worked
with Jacks and company in developing the
final screenplay, a factor which itself
proved advantageous to the evolving bud-

XFX's designs and makeup tests for Mick Garris’

unfilmed MUMMY included a Clive Barker-inspired
S&M element, slightly reminiscent of the Cenobit

get. “Alot of writers become very protec-
tive once they get their script on, but
Stephen was very collaborative,” Jacks re-
called. “The interesting thing was, as the
script got better and better, the budget kept
climbing. In fact, when I started off I told
Stephen the studio would never spend more
than $40-million on this movie. Our first
budget came in pretty high, so I thought the
studio would just never agree to it. When
they said, ‘Well, it’s pretty high but who do
you think we can get in it?’ I had no idea
they’d react like that. I thought they’d say,
‘Well, we’re not even going to talk about
this until we cut $15 mil. Anyway, we start-
ed talking about casting, and they put Bren-
dan on the list. Now Brendan shares an
agent with Steve, so he was aware of the
project, and he was instantly interested.
They offered him the part; we got the
movie green-lit; the budget still crept up a
little, but I have to say the studio have stuck
with it, and we went off and we made it.”
The second half of Sommers’ story in-
volves Fraser and Hannah’s attempts to pre-
vent Imhotep completing the reincarnation
of his bride, with Weisz as sacrificial vic-
tim. Jacks continued, “Imhotep has to go
back to the tomb, to this City of the Dead,
to revive Anksanamon. Our heroes follow
him and he causes to be reborn all the
priests and soldiers that were-buried alive
with him. These are our bandaged mum-
mies. It’s like an army of the undead.”
Only time will tell if this new Mummy
will rise in triumph or crumble into dust until
the next revival. “You don’t want to be over-
ly optimistic,” said Jim Jacks. “Certainly we
aren’t, but the nice thing is we’re already fig-
uring out what we’re going to do with the se-
quel, how the Mummy comes to London.
We actually changed the fate of one of our
characters—if there’s a sequel we want this
character to be in it. We certainly had fun
making it and we’d like to do it again.”






















