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A. EXT VAULT 33 DOOR,
ILLUSTRATION BY THANG LE,
BASED ON A LOCATION IN
NAMIBIA AT AN ABANDONED
MINING FACILITY. PROGRAMS
USED MODO, OCTANE AND
PHOTOSHOP.

B. EXT. VAULT 33 DOOR,
PRODUCTION STILL, THE
SOUTH AFRICAN AND
NAMIBIAN TEAMS CREATED
AND DRESSED THE SET WITH A
PARTIAL VAULT ENTRANCE AND
ELEMENTS OF AN LONG AGO
DESTROYED SANTA MONICA
PIER, INCLUDING MUMMIFIED
BODIES A LA POMPEIl

BY HOWARD CUMMINGS, PRODUCTION DESIGNER

In adapting anything from a strong source material
into a film one is faced with a basic question of how
faithful to be to the original work. When Jonathan
Nolan approached me about designing a series
based on the video game Fallout, it was the first
thing I asked. He generously said something to

the effect of “see what you think.” I vaguely knew
that the game had an exaggerated and somewhat
comic retro-futuristic look. This is a far cry from
the clean monochromatic futurism that we used
for Westworld, so my first inclination was leaning
toward making a cleaner, more stripped-down
version of the look in the game. But I had to get to
really know the material before I made that call.

48 PERSPECTIVE | MAY/JUNE 2024

I'was in New York and already had a great team of
people going as we had been in development on
another Amazon project also for Jonathan Nolan.

I turned to researcher Nara DeMuro for help to

get me into the world of Fallout. I quickly came to
understand that the game had a very dense and
epic visual history with a worldwide fan base. Nara
turned me onto the many fan-generated YouTube
posts that were a wealth of information. Many of
these posts were well produced and obviously took
a good deal of time to put together. I could see how
much the game story and design meant to these
fans. I also realized that a good percentage of the
audience would scrutinize every design choice.

o







A. FARM ENTRANCE,
CONSTRUCTION
ELEVATION BY SET
DESIGNER AIMEE DUMBO,
THE SETS WERE DRAWN IN
A MODULE SYSTEM, LIKE
THEY ARE IN THE GAME,
SO EACH COMPONENT
COULD BE UPDATED AS WE
CONTINUED TO DEVELOP
THE SETS

B. VAULT FARM WEDDING
CEREMONY, ILLUSTRATION
BY MATT SAMA, USED IN
THE VOLUME THIS WAS THE
"SUNSET” LOOK FOR THE
VOLUME FARM SET.
PRODUCTION STILL.

€. VAULT 33 EXIT CHAMBER
AND DOOR, VOLUME
STUDY WITH PLAN AND
SECTION BY ART DIRECTOR
ANN BARTEK, THIS SHOWS
THE BESPOKE, ELONGATED
HORSESHOE DESIGN FOR
THE VOLUME CREATED THE
SHOW.

he devised the way it overlapped and transitioned
to the Volume stage. He worked with Set Designer
Aimee Desmond and they developed a lot of the set
language used in the show. The script called for the
farm to have painted wall murals of an idealized
farm. The showrunners Graham Wagner and
Geneva Robertson-Dworet said they wanted it to
look like the production of the musical Oklahoma! T
proposed that the vista be a projection rather than a
painting, and that way we could change the time of
day at will. Jonathan Nolan then took it further and
added that the system would be damaged during
araid on the Vault and the film image would burn
up in the projector during a big fight sequence.
Great idea and also really challenging to pull off

as it was all happening in the Volume digital asset
that we had to create. Trying to illustrate how this
would look also became challenging as well and
stylistically tough to figure out.

To get the Volume to work, I was lucky enough to
work with a VAD team provided by Magnopus, a
virtual production company. I had gotten to work
with them previously on some smaller digital
“experiments” and was very fortunate they took
this on as I had a lot to learn quickly to understand
how to design with the technology. Virtual
production director AJ Sciutto pulled together
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an amazing team and I tasked Art Director Ann
Bartek to be the coordinating Art Director from the
physical side. I knew Ann again from The Knick and
she was detail-oriented and a good communicator.
New York didn’t have a base for virtual production,
so we were forging new territory here. In fact, part
of the work included building the Volume itself as
a complete one did not at that time exist in New
York. This undertaking involved a lot of partners,
including MBS and FUSE. I could write another
whole article just about that experience.

It did give the series a chance to design our stage,
and Jonathan felt a horseshoe-shaped surround
would be better than the more common circular
design. This also meant I had to design to that
shape, which dictated how it functioned as well.

A good example of this would be the vault door
chamber to outside. Developed from concept art
by Thang Le and based on a similar barrel-shaped
room from the Fallout ’76 game. It might seem
counterintuitive but we actually built the very
large door but the room itself was the asset on the
Volume walls. I think actually building the massive
door gave the room a reality that it might not have
had if it was a digital image. The whole scene was
about the door.

I was really fortunate that I got to Regina Graves
to take on the daunting set decoration challenges
of this show. She had done incredible work on The
Knick so I knew she could handle the scale, detail,
unique style and manufacturing needs. Regina
really defined the quirky retro-futuristic look that
the game had through her choices. She did it using
amix of vintage and retro-style new pieces. There
is an exaggerated sense of scale in the game so,
she had custom made carpeting and fabrics with
over-scale patterns. Regina would find patterns

and then work with the graphics department to
manufacture custom wallpapers as well.

Her choices told the backstory of the characters
and anchored the sets in a reality that kept them
from feeling absurdly artificial. She worked with
Set Designer Jon Collins, who drew the residential
areas in the vault, to figure out the various control
units, lighting and hardware needed. In conceiving
the vault residential wings she worked closely with
Illustrator Ali Kashfi to make sure the furnishings
and lighting she sourced or was making was
accurately represented, so the concepts could be
used by all the departments as a guideline.

All the lighting in the vault sets had to be
augmented or manufactured as it was actually
functioning as film lighting. In the game, there
were light fixtures that you could use in building
avault. Regina worked with the Set Designers

to come up with designs that looked like the
games, then interfaced with the gaffer and found
manufacturers to produce the housings that
electrics would then wire. This was made more
difficult as there were a large number of these
fixtures that need to be produced.

The largest set of the show was a town that the
miserable surface dwellers had made from scrap




A. FILLI AT NIGHT,
ILLUSTRATION BY MATT
SAMA, BUILT AND SHOT
IN'A CONTAINER YARD AT
STEINER STUDIOS. MATT
FULLY MODELED THIS SET
AND WE USED VR TO
SCOUT IT AND BLOCK OUT
THE ELABORATE STUNT
WORK

B. FILLI, SET PHOTO BY
JOJO WHILDEN,

€. MA JUNES SUPPLY,
CONSTRUCTION DRAWING
BY MICHAEL AUSZURA,

AS MUCH OF WHAT WAS
BEING USED TO BUILD THE
TOWN BUILDINGS WAS
SOURCED THROUGH SET
DECORATION, MICHAEL
DEVELOPED THE SCHEDULES
OF ASSETS AND WORKED
WITH THE SET DESIGNERS
ON THEIR USE

and salvage called “Filly.” There were similar
settlements like this in the game so the Art
Department did a kind of mash-up a several of
them. Jonathan Nolan wanted it to feel like it was

at the bottom of a big hole. Illustrator Matt Sama
developed a full virtual model of the settlement
based on my scribbles and research pulls, and later
fully illustrated each structure. We actually virtually
scouted and blocked the action sequences using

the VR setup we already were using for the Volume
work. This was incredibly useful, especially as Matt
could place the sun in exactly the right place for the
days in the shooting schedule.

Set Designer Michael Auszura headed up this
ambitious undertaking working with Matt Sama
and a small team of Set Designers. Michael
continued on through the build process, which
needed a lot of supervision because of the
handmade quality. He also worked closely with
Regina Graves, who found the bulk of the finished

building materials for the set.
Besides literally tons of junk and
scrap she sourced all the windows,
doors, siding, weathered wood and
metal supports. She also sourced jet
plane parts that were shipped from
Lancaster, California, including the
nose of a 747 that was placed on
top of one of the buildings. Michael
developed material schedules for
all of this and assigned elements
to the different buildings. One thing that helped
visually ground this set was that early on in
research we came upon a really amazing junkyard
in New Jersey, Wade’s Salvage. This yard was
frozen in time from about the ’60s and was near
an airfield, so it was also a source for airplane
parts. There was literally a forest of cars from the
late '40s and streets of vintage school buses with
jet fuselages stacked on top. This place could have
come directly from the game. This place was the
Grand Canyon of junk. It also set the bar pretty
high for the set we had to build.

Thankfully, the construction department was
willing to work with the materials Graves
gathered, which meant using extra care. It also
required a substantial steel super structure as the
main entrance into the town was forty-eight feet
off the ground. Parts of these buildings included
cars, buses and trailers that need supporti as well.
Laura Ballinger Gardner understood that all this
needed engineering time and
really pressed me to get this set
out in enough time to get the
engineering accomplished.

The steel needs in the show were
probably more than all the shows
I have designed combined. At

a certain point, we were using
close to thirty-five daily calls

for the welding team. This was
not only for the “Filly” set but
also making the fuselage of the
“Vertibird” which was a sort of
like an Osprey helicopter and a
bugged-eyed goldfish. Turns out
our welding coordinator, Daniel
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“Sharpie” McNabb, first learned welding for
airplane construction, so he suggested we actually
make the whole thing in aluminum like a real
plane. This worked well as we were going to put it
on a pivoting gimbal in the Volume for the process
shots. Aluminum would be lightweight and sturdy.
The outer sheeting was all riveted in place and had
an authentic handmade look. Thang Lee modeled
the ship and Set Designer Peter Dorsey took it on
and brought it to life. He worked with Regina to
source vintage control panels, hardware and seats
based on the game.

Processing all the locations and
figuring out how to “Fallout” them
was really fun. Besides lots of sand
and dirt, we used a lot of vintage
’50s rusted vehicles. Because we
were doing post-apocalyptic LA

in New York, we did have to look
at places a bit out of the city. One
of my favorite finds by location
manager Paul Kramer was a ’60s
era gas station which was the
perfect base for a Red Rocket
power station (no gas stations

in the game as cars are atomic-
powered). This is an icon in the

D. VERTIBIRD, ILLUSTRATION
BY THANG LE.

E. VERTIBIRD, MODEL VIEWS
BY SET DESIGNER PETER
DORSEY. WORKING FROM
THE CONCEPT MODEL AND
GAME REFERENCES, PETER
DREW UP THE FUSELAGE OF
THE BIRD, WORKING WITH
SET DECORATION TO FIND
VINTAGE HARDWARE AND
CONTROLS

F. VERTIBIRD, SET PHOTO BY
JOJO WHILDEN, THIS IMAGE IS
OF THE REALIZED FUSELAGE IN
THE VOLUME STAGE

G. THE RED ROCKET POWER
STATION, ILLUSTRATION BY All
KASHFI,

H. THE RED ROCKET POWER
STATION, PRODUCTION

STILL, SET DESIGNER REID
THOMPSON TOOK ON THE
CHALLENGE OF FIGURING
OUT HOW TO MAKE THIS
TRANSFORMATION HAPPEN
IN'A TWO-DAY PREP AND A
ONE-DAY WRAP BY USING
EASY TO APPLY LIGHT WEIGHT
MATERIALS, VACUFORM PIECES
AND PRE-FIT COVER-UPS
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