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BILL 
HADER

Hi, Bill, how are you today?
I’m great, how are you?

Great! What are you 
watching at the moment?
I actually don’t watch a lot 
of television. Not that it’s 

bad, I’m just more interested 
in watching really odd movies 
that for most people would 
be like getting a root canal. 
But I find them fascinating.

What are your favourite 
root-canal movies?

Oh my God, I love old 
Japanese ones; the famous 
ones, like Ugetsu and Sansho 

The Bailiff. Then I recently 
watched this British silent 
film made in the late ’20s 

called Shooting Star, which 
is like a satire of Hollywood. 
I like Andrzej Wajda movies 
like Kanał. See, root canal! 

Then I watch a lot of stuff on 
the Criterion Channel. Do you 

guys have that in the UK?

We wish we did!
Whatever Netflix is to most 
people, the Criterion Channel 
is to me. Last night I found 

this obscure Japanese crime 
film called Take Aim At The 
Police Van. And I’ll give you 

one guess what the first 
scene in that movie is.  

We love that this is just  
a typical Monday night  

for Bill Hader.
Yes, Monday night is 

watching Take Aim At The 
Police Van. That first scene, 
there they are, just taking aim 
at that police van. BETH WEBB

 BARRY IS OUT NOW ON SKY COMEDY
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“His score 
was the soul 
of Blade 
Runner ”

No. /14

[ I N  M E M O R I A M ]  
Ridley Scott and David Puttnam 
remember working with late, 
legendary composer VANGELIS

RIDLEY SCOTT  DIRECTOR, BLADE RUNNER

I remember my editor Terry Rawlings and I had done a very good 
temporary score for the final cut of Blade Runner. 

I had engaged with Vangelis to compose the score. Most 
musicians do not want to hear temp scores, particularly if it is really 
good, because it inevitably has a dominating influence on their 
creative process. However, I shoot very much with score tied to the 
visual and the two are inseparable. 

Vangelis had a large, barn-like space north of Marble Arch in 
London. I would turn up each night having been refining editing 
during the day, usually to discuss what he thought of the cuts and 
the temp score.

On this particular evening, he looked exhilarated and said,  
“I think I’ve found the sound of your film.” 

We sat down at his mixing desk, and he pressed the button.  
On the large, black screen in front of me came up legends and 
descriptions of replicants and blade runners. The subtext was sound 
rather than music. Even a ship’s bell ran distantly… inexplicably.  
I never questioned it but simply loved it.

Finally, the subtext of sound became a quiet overture to the 
explosion and wave of music and sound that washed over me, 
revealing Los Angeles 2017, and I was taken into the future. 

Vangelis’ score was the heart and soul of Blade Runner. He will 
be missed.

DAVID PUTTNAM  PRODUCER, CHARIOTS OF FIRE 

Vangelis knew [director] Hugh Hudson from their time working in 
television commercials and so we approached him for Chariots.  
I was really eager that the film didn’t become a kind of 1920s Palm 
Court orchestra piece, and we wanted to make sure people knew it 
was contemporary. One way of doing that was with the music, so 
the decision was made to use electronic music as a counter-point 
to the Gilbert and Sullivan in the film. 

There was a record of Vangelis’ that  
I liked a lot, called ‘Opera Sauvage’. We cut  
a lot of the movie to that record. Vangelis 
was unhappy: he thought he could do much 
better. His father was a runner and a field 
athlete and had recently died. Vangelis wanted to do a kind of 
tribute, a requiem for him. He kept working away at it, and one 
evening, sat in the back of his car, he put a cassette in and played me 
the piece of music that everyone now knows as ‘Chariots Of Fire’. It 
was just extraordinary: all the hairs on the back of my neck stood up.

But I said to him, “It’s too late!” We’d finished the film, it was 
mixed and done, and we were like, “Oh God! We can’t use it!” But 
we were still making the titles, so we put it over them and of course, 
it worked. So that’s why the main theme, very unusually, doesn’t 
occur anywhere else in the film. Uniquely, when he wrote the 
theme, he was writing it from memory just off the bits and pieces 
of film that we’d shown him, not of that sequence. The scene that 
people immediately think of when they hear that song, running on 
the beach — he didn’t score it to that. He scored it more to the 
film’s themes and overall message. But it worked beautifully. 

I think he changed music in film and he was the influence for the 
arrival of electronic scores in movies. He altered the landscape of 
film scoring forever — he extended it right out, and you barely hear 
a score today that isn’t in some way influenced by Vangelis. That 
influence will go on and on. (AS TOLD TO ELIZABETH AUBREY)

Clockwise from 

top: Vangelis at 

his home in 

Hampstead, 

London, in 1982; 

Blade Runner;  

A scene from 

Chariots Of Fire.

Pleasure is the latest in a wave of films aiming 
to change perceptions of sex work 

How Hollywood is 
smashing sexual taboos

No. /15 

Top: Sofia 

Kappel as Bella 

(left) with Zelda 

Morrison as Joy. 

Above: Pleasure 

looks at Bella’s 

journey as  

a sex worker. 

THE FILM INDUSTRY’S relationship 
with sex work is changing. From the 
ageing porn-star protagonist in Sean 
Baker’s Red Rocket to Taylour Paige and 
Riley Keough’s hustling strippers in 
Zola, the highs and lows of sex work are 
being laid bare like never before. No 
film is doing this more so than Pleasure, 
a portrait of aspiring porn star Bella 
Cherry (Sofia Kappel) from Ninja 
Thyberg. “People were nervous and 
uncomfortable,” the filmmaker says of 
her initial attempts to get funding for 
her debut. “[But] they couldn’t really 
say no to it. They understood that I am 
part of a new generation, with a voice 
that they needed to give a platform to.” 

It’s a progressive move for 
Hollywood to show robust, engaging 
characters working in an industry that 
rarely enjoys the spotlight on screen. 
Thyberg sees this as not only a response 
to the #MeToo movement, but the 
increasingly prevalent call for the 
decriminalisation of sex work. “It’s 
really a time of people speaking up 
against oppression,” she says. 

While making Pleasure, the  
director discovered her own role in this 
important conversation. The film does 
not shy away from explicit depictions of 
how porn is made and the damaging 
consequences of exploitative and unsafe 
shoots. But it also offers a more intimate 
insight into Bella’s personal journey, 
aspirations and friendships within the 
industry. “I felt that I wanted to defend 
sex workers from the people who didn’t 
understand. More and more I realised 
that I didn’t really want to say something 

about them but rather say something 
about us,” Thyberg says. “I think that the 
film is now more of a mirror to society, 
with its power structures and patriarchy 
and capitalism. It’s not the sex work in 
itself that is problematic in the film.” 

Thyberg is aware that opinions 
won’t change overnight, but does hope 
that Pleasure will get people talking. 
Responses to the film so far have been 
polarised. “I’ve had all the reactions 
from, ‘I had no idea that the porn 
industry was this awful and terrible  
and exploitative,’ to people saying the 
total opposite,” says the filmmaker. “But 
the most important thing is that we 
start to talk about it and that we break 
the taboo. Porn is a huge part of our 
culture and so we cannot pretend that 
it’s not there.” Thanks to Pleasure and 
its peers, the conversation has begun. 
CAITLIN QUINLAN 

 PLEASURE IS IN CINEMAS ON 15 JUNE AND ON MUBI

 FROM 17 JUNE


