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for creating flooded views of Manhattan; but, aside from showing Muren and Gorman an early concept rendering by
British science fiction illustrator Chris Foss, Kubrick remained vague about plot details. Back in San Rafael, Muren
commissioned ILM art director TyRuben Ellingson to generate Photoshop experiments, designing potential looks for a
robot boy by digitally spacing a real child’s eyes further apart. Dialogue continued; but Muren’s commitment to The
Phantom Menace prevented his returning to England to peruse Kubrick’s completed treatment for A.I. “The unusual
thing,” Muren observed, “was that most of the thoughts we had over the years were never concluded. We’d submit ideas,
but Stanley would always respond, ‘We’ll keep looking at this,’ or, ‘That’s not important any more, let’s look at this.’
Everything was changing all the time; and that made it very difficult to budget and schedule, to figure out how we were
going to do it.” Kubrick last called ILM as he was nearing completion on the editing of Eyes Wide Shut, seeking Muren’s
advice on laboratory techniques, bluescreen photography and postproduction correction of unwanted camera moves. “A.I.
was still floating around out there. It was probably going to be his next project. When Stanley passed away three weeks
later, I figured that was the end of it.”

On March 15, 2000, one year after Kubrick’s death, Warner Brothers announced that Steven Spielberg had signed on to
write and direct the project, now officially titled A.I.: Artificial Intelligence. Dennis Muren was one of the first to discover
the full extent of Kubrick’s plans. “Around August of 1999,” related Muren, “I read on the Internet that Steven might be
doing A.I., and I said, ‘Oh, that’s ridiculous!’ Two weeks later, I got a call from him, and I went down to meet with him in
L.A. That was when I saw all the artwork Stanley had generated in the period between when we had first met and when
he’d passed away. I was shocked. I had no idea he’d done that much work.” Muren was confronted with more than 1500
pen-and-ink conceptual drawings produced for Kubrick by illustrator Chris Baker, an artist best known for his colorful,
photorealistic fantasy book covers, created under the pseudonym ‘Fangorn.’

With so much story development and concept art invested in the project, Muren agreed with Spielberg that A.I. should not
be relegated to a vault, never to be seen on film. “Stanley had done so much work on this film,” Muren commented, “and

had been talking to Steven about it for so many years, Steven and I both felt that the movie really should be made.”

The resurrection of A.I. had started when Kubrick’s widow, Christiane, and her brother, Jan Harlan– a production
associate since the director’s unrealized Napoleon in 1970– approached Terry Semel, then chairman of Warner Brothers,
and nominated Spielberg as the man to see the project to fruition. Spielberg had been a friend of Kubrick’s since a chance
encounter at Elstree Studios in England in 1979, and was one of the few people with whom Kubrick shared his eighteen-
year-old future vision. To realize A.I. as an Amblin/Stanley Kubrick Production, Spielberg brought on board trusted
members of his own production team, including producers Kathleen Kennedy and Bonnie Curtis, production designer
Rick Carter, cinematographer Janusz Kaminski, physical effects supervisor Michael Lantieri and property master Jerry
Moss. Kubrick’s conceptual designer would also join the team, summoned from his studio in Birmingham, England. “On
my first visit to Amblin,” Chris Baker recalled, “I met with Rick Carter, who took me to a conference room where they
had my illustrations pasted to these large panels. They just filled the room. It was the first time that I’d been able to talk
about the movie with anyone other than Stanley, so it was quite an emotional moment.”

Baker’s own involvement with A.I. had commenced after his graphic novel, Legend, attracted Kubrick’s attention in
December 1994. Although rooted more in swordplay and fantasy than cybernetic hardware, Baker’s art displayed a
graphic style and narrative thrust that Kubrick wished to unleash upon his robot world. “In my first meeting with Stanley,
I asked him what he wanted me to do,” Baker recalled, “and he said, ‘Anything you like!’ He had a very bare-bones
treatment, in terms of description, and he had brought me in to start generating ideas. So I went away and started
generating concept illustrations– not storyboards, though some had a storyboard sense of motion– and I began sketching
random elements, just working my way through, nine to five. At the end of each day, I’d fax sketches to Stanley, he’d
make comments over the phone, and we’d keep chipping away. We worked like that for two and a half years.”

Disparate Baker visuals included serene circular layouts for the home of Monica and Henry Swinton, who attempt to ease
their grief over their incurably ill son, Martin, by agreeing to act as foster parents for a prototype android boy named
David. Baker also conceptualized the Cybertronics lab where David is ‘born’ and outlandish set pieces for Flesh Fair, a
nightmarish festival where robots, dubbed ‘mechas,’ are mutilated and destroyed in celebration of ‘orga’– organic– life.
Baker’s sketches further explored the psychedelic Rouge City, a lurid metropolis where a ‘love-mecha’ named Gigolo Joe
plies his cyber-wares. Baker continued to work closely with Spielberg, refining concepts as the shooting script, being
written by Spielberg himself, took shape. Baker also spent two weeks at ILM concentrating on Rouge City and the
movie’s final act– in which David meets the next Evolutionary stage of man and machine– afterward maintaining that
contact from his studio in England.

With the visual effects count pegged at 350 shots, Dennis Muren split the assignment with co-supervisor Scott Farrar. “I
wanted to do most of the virtual set and model work,” Muren said, “so I focused on the third act. Scott did most of the
scenes that involved actors and physical sets, which were in the first part of the movie. Our workloads were about the




