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The design journey on Let Him Go was about AR TRy \
seeding subtle visual cues along the way as Sha
George and Margaret liferally and figuratively
drive foward their stubborn fate in North Dakofa. .
Leaving the idyll Montana ranch life for flatfened e
barren conflict, the grieving heroes on this path &;
fravel a mundane neo-wesfern map marked with w 2
quief early sixties Americana. Director Thomas o i
Bezucha and | worked carefully fo create a visual q‘ w .
landscape that was unassuming, banal, and - : /
sparse. It is a film about a marriage. Kevin © el
Costner and Diane Lane rightfully fill the frame o
from start fo back. It was my job fo nest their -
emotional lives in a realistic arc that was humbly
reserved. Inspired by the phofography of
Eggleston, Shore, Leiter, Fred Herzog, and Todd >
Hido, Let Him Go was about the west in
ufilitarian frontier sense. A colleague of mine once
said the designer has ‘3 seconds fo set the fable
for @ scene, then gef out of the way. I took this
fo heart on Let Him Go, and knew that Thomas
and cinematographer Guy Godfree understood
the aesthetic approach fo the underlying
psychology of this film in similar terms. We

wanted to sif quietly in it with our craft, and let e
the cast do the heavy liffing. I think our design :
approach married wonderfully with the filmic -
goals. As a resulf Let Him Go works as a dark, .

boiling study on the ties that bind, grief cycles, .

and the somefimes tragic resigned depths of a
committed married life.

- T



o B

dified location, with a big focus on Margarets kitchen. Kitchens are the hub of ranch

Bkt hore 5T

life, and if was key that we define an idyllic simple world of promise, family, cleanliness, and a counter point fo the
kifchen of the other matriarch of the movie, Blanche Weboy. at the films violent conclusion.




The Blackledge ropertY Kmbohzesr ged'Montana family: representing hurfiify, hentage [aw,

order, and a dedicafion fo the land and animals —
generations of blood in the soil and sfubborn reslience.
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Dalfon is the fictional home of the Blackledge family.
Ifs the beginning of our journey — green was a key
color, representing seasonal cycles, post-war
optimism, and then the faded dreams of a lfe lost.
here is a lovely echo of Ang Lees Brokeback
Mountain in these scenes because we used the same
aparfment complex in the fown of Fort Macleod.




ek pit stop for George and Mar%aret lts
gtion with leathery mood and light thaf Thelr
path is headed info darkness and conflict.




Bentrocks Sheriffs Department plays as a safe haven for former Sheriff George
Blackled%e, and serves as a nod fo the wesfern %enre as a whole with ifs warm
muted colour palette, jail cells, and old world genflemans approach fo inquiry and
moralify. | wanted this sequence fo feel briefly like a Howard Hawks movie.
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.Gladstonem looks as thou%h it could have been laid ouf by a shotgun blast, the commercial
and residential districts a fight cluster in the cenfer and then the buckshot dispersing in the

looser pattern of 0uﬂ¥ &houses and businesses owned by those for whom space isa
an nelghborlmess * Larry Watso e

stronger arficle of faith

1 an-uncomforfably clean warfime home.
- You'feel ke he just hid the body in fime.
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Creafing a 1963 department store in a vacant High River commercial s])ace was one of the frickiest design challenges. We wanted
the store fo feel expansive, like the new corporate America pushinﬁ west, but still be a welcoming modern place of security for the
fearful and abused Lorna. If is the last place in Gladstone, under the public eye, she was free of the Weboy clufches.
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Resslers is a repurposed cafe
location in the small fown of
Didsbury. We wanted it fo have
a gloss and shlne like old
department sfore cafeferias,
with a feelm that lunchfime
crowds are fhe only safe place
for Lorna. This room holds an
carly indication of the
burgundy and bruised Weboy
color theme, and ominously
foreshadows the spilled blood
fo soon follow.




Geor?e and Margaref have
their last wholesome
moment fogether here in
this steakhouse we built
inside an old herifage
building. This central and
powerful scene spells out al
(Georges reserved
dedication fo his wife. and in
hindsight, feels exfra
heartfelt knowing he will
Iiferally pay a potind of
flesh for his dogged
commifment fo her prideftl
campaign fo gain back her
only grandson.
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Go careful warned Pefer Dragswolf.

The Moon Wink mofel cabin on the peripher¥ of Gladstone, is the
violent furn in the Blackledges road. With exteriors in Drumheller, we
built a matching sfudio inerior fo betfer host the lengthy fense
Ferformances and fighting o follow. WinkinF neon, rain, noirish
ighting, wood panelling, and a cusfom lino floor that echoed Sioux
first nations symbology mark just a few of the many joys baked info
this small but dramatic sef piece.
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Pefer is squatting in an old abandoned oil and %as service shack af the valle
ridge of Gladstone. Pieced fogether from Dorothy and Indus area locations, the
shack is a delightful improvisation of ramshackle found maferials and
geographic reactions fo the work site. This is George and Margarets place of
rebirth and healing. Like many wesferns before, the hero needs to refreat fo a
modest ostracized locale, gather their gunfighting strength, and then slip off
back fo fulfill their destiny with the wounding villain for their final strike.




The exterior Weboy House on location is a mean and
tired folk Vicforian shell of a homesteading idea from
Feneraﬁons before. It sifs in the valley plunked down
lke a birthday cake, as much a sfatement from
Blanch Weboy as a realistic ranch. | always imagined
if @s the lair of the villainess, the dragon’s den.

One cannot avoid acknowledging Wyeth's painting
Christinas World"or Jack Fisks design in Days of
Heaven when imagining this lonely ausfere home in
the nothingness.

It is a reference we could not shake and instead
embraced from the oufsef. In many ways the house is
more an idea than a plausible homesfead. There are
no substanfial out buldings. no barn. no fences, and
1o signs of animals. But 1f was af the fime imporfant
for me fo have this odd sef of i)(ower poles leading up
out of the valley — pointed back fo civilization like a
Weboy puppet string.




Inferior sets were builf in studio, and had fo adhere fo many scrﬂ;t specific needs,
While resFecting the safety concerns of practical fire, smoke, an

: acfical T fumbling violence
between two sforeys. This was our very first design puzzle from day one.




From the getgo this film is in many ways about two kitchens, and two mafriarchs on either end of an efhical
dilemma. Blanche Weboys kitchen is the grand reveal of the villainess and the crackling fense landing of the

Blackledges fateful exploration. They are no longer in control




My biggest choice on the entire film was fo fight for a practical fire. Director Thomas Bezucha and Producer Paula
Mazur were with me the whole way in this regard. Ad itionall}/, there was something exira ma%\i,cal about making a
sand casfle that would be wiped out by a wave in one night of inspired shooting. Waiching the Weboy House burn

before sunrise, on our last day of shooting, was a catharsis ke none ofher. If was as complex a sef of feelings s this
films own melancholia — @ bittersweef goodbye. Then we all climbed back out of the valley with the sun.




